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est hours. After Segovia, and until eternity, no 
one will ever hear the guitar played as we are 

now hearing it played. 
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By Thomas Heck 

My intention in accepting the contributing authorship of this column is to create a forum where 

discoveries and rediscoveries of all aspects of the guitar’s history and literature can be aired and con- 

sidered. Anyone is welcome to submit an essay, declarative or interrogative, for publication in this 

column, subject to editorial acceptance of course. 

The underlying philosophy guiding these essays will be openness to the multi-faceted, sometimes 

perplexing truths that form part of the guitar’s history. There shall be no “sacred cows” in this column 

— no hallowed presuppositions, and no authors or editors beyond question or refutation. Criticisms, 

however, will be kept within accepted norms of propriety and offered as constructive alternatives to 

previously stated positions whenever possible. 

(Mysteries in the History of the Guitar 
The history of the guitar is nothing if not com- 

plex. Many pages could be devoted to outlining 

what we don’t know about this instrument in dif- 

ferrent lands and areas. The old saying, ‘‘What’s 
hit is history; what’s missed is mystery,” puts the 

burden of ignorance (“‘missing”’) squarely on the 
shoulders of us, who do the “‘hitting.” It is with a 

certain sense of personal inadequacy and humility 

that I submit to the readers this first “problem 

area” in need of the enlightening embrace of dis- 

interested research: 
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The migrating guitar 

Historians now believe that Spanish explorers 

in the 16th and 17th centuries carried with them 

on their voyages around the world, probably as a 

modest means of musical diversion, a five-course 

folk instrument that was like a “poor man’s 

vihuela.”” It was variously called a guitarra 

espanola, a Spanish guitar, or a baroque guitar, 

and was supposedly a strummed, chorded instru- 

ment often used to accompany folk songs. It had 

so-called “‘re-entrant’’ tuning, meaning that the



  

fifth (A) and fourth (D) courses were higher in 
pitch than the third (G). Disregarding for a mo- 

ment the likelihood of lower-octave doubling of 

certain courses, the basic tuning looked like this: 

A S 2 : 

In various articles over the past decade, Richard 

Hudson (among others) has postulated that such 

seemingly European musical forms as the chaconne 

and passacaglia were derived from repetitive 

ethnic sung dances discovered in the New World 

by Spanish sailors, who evidently mimicked them 

on their guitars and used them as the basis of ob- 

scene Spanish verses which they made up them- 

selves. The forms, or formulas, were brought back 

to Spain in this fashion. From Spain the catchy 

songs found their way to Italy, where a higher 

order of musician (usually a harpsichordist) 
would take up improvising them. This is appar- 

ently how the chaconne and the passacaglia 

(originally called ‘‘ciaccona’’ and “‘passacaglio’’) 

came to be the noble art forms we associate with 

European composers of the 18th century. 

A few contextual questions remain to be in- 

vestigated in the light of the above scenario: 

— Do any traces of the ciaccona and passacaglio 

dances survive in the ethnic music of the West 

Indies or South America? 

— Was the Spanish guitar of those early days 

gut-strung? The climate at sea, coupled with 

the expense of good gut strings and their un- 

suitability to repeated strumming, would 

suggest that wire strings were perhaps favored 

by. sailors, even in the 16th century. What 

evidence exists in South American guitar- 

like folk instruments today to support or re- 

fute this thesis? 

— Does the re-entrant tuning of the Hawaiian 

ukulele trace itself back to the tuning of the 
baroque (Spanish) guitar? Do its four strings 

suggest that some early Spanish guitars had 

only four courses of strings? Or four single 

strings? And what about the ukulele’s size? 

Any reflection of the possible Spanish proto- 

types? 

—What other aspects of the Spanish guitar with 

(possibly) wire strings survive in the New 
World? Where does the modern Hawaiian 

guitar (“‘steel guitar’) come from? Is it a cross 
between instruments of the koto family 

(oriental) and the guitar (Spanish)? 

— Why does the American or “Western” guitar 

invariably have steel strings? Is it because of 

a Spanish wire-strung guitar precedent? 

— Did the technology of drawing wire exist in 

16th-century Spain? In 17th-century Spain? 

Or in Italy of the same period? Obviously it 

must have. 

— Did the strumming tradition for the five- 

course Spanish guitar of the early 17th cen- 

tury remain somehow alive for two hundred 

years among the gypsies of Andalucia, to 

emerge anew as flamenco guitar music on the 

six-string (gut strung) Spanish guitar of the 

mid-19th century? Has anyone found evidence 

that flamenco guitars of the last century were 

ever strung with wire strings? Or rather, was 

the rise of flamenco strumming a wholly new 

development made possible by the creation of 

the “‘new’”’ Spanish guitar by such makers as 

Torres, in the mid-19th century? 

There may be no answers to some of these 

questions, no easy answers to others, and still 

others may already have been put to rest unknown 

to this writer. It is clear, however, that credible 

answers to these questions by and large will only 

come after some basic research into South 
American musical traditions is carried out by 

someone cognizant of the problems and issues, 

and aware of the various pieces that may inter- 

lock in the multi-dimensional puzzle.



  

  

Catherine Lawrence 

  

LIONA BOYD & GUITARRA 
  

Following the reception 

of a fine performance at the 

Pick-Staiger Concert Hall of 

Northwestern University, 

Oct. 10, 1979, Liona and 

the staff of Guitarra Maga- 

zine headed toward the 

Psistaria Grecian Restau- 

rant for a gracious even- 

ing. To ouramusement, less 

than five minutes had pas- 

sed when our voices were 

overpowered by the songs 

and rhythms of the lively 

Greek band. Luckily, with 

several breaks to ease our 

vocal chords we were able 

to carry on the following 

interview. Present were 

James Sherry, Eve Warren, 

Catherine Lawrence, and 

Brian Schorsch, Liona’s 

escort. 
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James: 

Liona, after your studies with Eli Kassner in 

Toronto, who did you turn to and why? 

Liona: 

I received a degree in performance at the 

University of Toronto where Kassner was my 

teacher. After I graduated, I wanted to study 

with some concert guitarist who could give me 

some finishing touches on my _ technique. 

Lagoya invited me to come and study with 

him in Paris and Eli encouraged me. So it was 

perfect timing. I studied with Lagoya for a 

year and a half. 

Catherine: 

When you studied with Lagoya, he changed 

your right hand technique to his method, 

playing on the right side of the nail. 

Liona: 

Yes, I had experimented with different tech- 

niques. I had basically used the left side of 

the nail. After hearing Lagoya’s strong tone 

and even round sound, I was convinced that 

it worked and decided to learn the technique 

myself. I started studying with him in a sum- 

mer school in Quebec. It took me almost a 

year I would say to really feel comfortable. 

I had to abandon my repertoire which I played 

with the left side of the nail. 

Catherine: 

What is the advantage of using the left opposed 

to the right side of the nail? 

Liona: 

I use both now. But my basic technique is on 
the right. I find it gives a stronger tone. Your 

hand is more relaxed in the position. You 

can also switch from rest stroke to free stroke 

more evenly, achieving the same tone quality 

in both. 

Catherine: 

I noticed your thumb lies far apart from your 

other fingers. Why is this? 

Liona: 

That is a good point. I am able to get more 

separation between thumb and fingers and 

more independence between the fingers them- 
selves. 

James: 

You are a very attractive girl. What problems 

do you encounter in traveling alone. Have you 

had any unusual circumstances? 

Liona: 

I always travel by myself, but it is not really a 

problem. I meet fascinating people every where 

I go, even in South America. I am able to cope 

with almost any type of situation. When I 

tour in Latin America, I always get fans back 

stage wanting to write music for me. I had a 

composer practically attack me in my room as 

he said, “Sénorita, here is my music.” I had to 
practically throw him out of the room. 

James: 

The music you played by Payet from San Sal- 

vador, which was written for you, was just 

fantastic tonight. 

Liona: 

That was a nice piece. Payet is a psychiatrist 

in South America. He is caught up in the 

revolution in San Salvador which is a real 

troubled country at the moment. I recorded 

another of his pieces on my new record. 

James: 

I had a friend psychiatrist from San Salvador 

who was the one who first familiarized me 

with the well-known South American com- 

poser, Augustine Barrios. 

Liona: 

There are many followers of Barrios in that 

part of the world. They have a Mangore Society 

where they try to research his works. I enjoy 
Barrios’ music also and I played many of his 
‘pieces when I toured in South America. 

James: 

Do you feel your feminine features have been 

an asset to your success? 

Liona: 

Definitely, but not always. It has gotten me 
on covers of magazines, and I have had my 

own television show, but it has also been detri- 

mental in some ways. I am often dealing with 
people on the business side of music and they 
do not take me as seriously. They seem more 
inclined to listen to an agent that I have or a 
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Liona Boyd 

and 

Brian Schorsch 

man who is a friend of mine to do negotiations 

than they would listen to me. 

Catherine: 
How did the opportunity to appear with 

Gordan Lightfoot come about? 

Liona: 

Gordan lives in Toronto. He heard my first 

record that came out. He invited me after one 
of his concerts to a party he was having at his 

house. Jokingly he mentioned the idea of me 
going on the road with his group and having 

me play in some of the shows. I thought how 

ridiculous the idea was since we played entirely 

different styles of music. About two or three 

months passed when he called asking to take 

the place of their opening act which was can- 

celled in Minneapolis. I didn’t know how the 

audience would react to a classical guitarist. 

So I thought about it for a day and decided it 

would be a good opportunity to introduce 

classical guitar music to such a big audience. 

Five thousand seats were sold out, the biggest 

crowd I ever played before. Gordan then used 

me for the next two and a half years. 

Catherine: 

How were you received by this type of audi- 

ence? 

Liona: 

I was received very well. It was amazing. I 

wasn’t advertised very much and people didn’t   

realize there was going to be a classical open- 

ing act. But, somehow the guitar was just the 

most perfect instrument to do that because 
his audience is more subdued than a rock 

audience. They were very enthusiastic. 

Catherine: 
Do you arrange a different program for this 

type of audience, pieces which can be more 

easily identified with? 

Liona: 

No. I play a mixture. I did about 35 minutes 
of a Scarlatti Sonata, a few Bach pieces, 

Gymnopedie, maybe Recuerdos and a couple 

flashy pieces. But these are all the pieces I 

would play in a normal concert too. 

Catherine: 

You have very recently recorded an album 

with the well-known country guitarist, Chet 

Atkins. Has this helped in your career also? 

Liona: 

Even though I play classical music, I appre- 

ciate a lot of other styles, Chet Atkins’ for 

one. So I also played in some of his concerts 

which led to the idea of doing this album to- 

gether. 

Catherine: 

You have been on television several times. 

How has this effected your career? 

 



  

Liona: 

I feel television has helped me tremendously 
by expanding my audiences. I am able toreach 

10 million people at a time. I did a TV show 

3 days ago in Toronto with Lou Rawls, Vicky 

Carr, and Eddie Fisher. I think you will see 

it in the States. It is being sold all over the 

world. 

Catherine: 

What other shows have you done? 

Liona: 

I have done Mike Douglas, Dina Shore and the 

Today Show twice. 

James: 

What are the problems involved in finding a 

proper agent? I realize that most do not have 

much interest in the guitar. 

Liona: 

Yes. I have had trouble and I am still not 

totally happy. 

James: 

Who is your agent at present? 

Liona: 

David Haber in New York. He also has Mon- 

toya. I would think he could be able to get me 

more international tours, but the States is 

where I want to concentrate in for the next 

few years. 

James:. 

Do you have a different agent in Toronto? 

Liona: 

Yes, but I still end up doing a lot on my own 

as I have in Chile and on my second Brazil 

tour. 

I have a really big tour in Japan coming up in 
March. 

James: 

Where do you project yourself in 15 to 20 

years from now? 

Liona: 

I can’t predict that far off in the future. I am 

sure I will still be doing concerts, but my idea 
is not to plan things, but to let things happen. 

James: 

Using your imagination, where or how do you 

feel you will stand as a guitarist? 

Liona: 

I want to have a different type of life from 

other famous guitarists such as Segovia or 

Bream. I like being into other things with 

music. I just wrote the music to a film over 

the summer and I would like to continue com- 

posing. I may do a few more popular things 

but I'll always be playing classical. I’d also 

like to do more orchestral works. 

    
  

We ended our evening exchanging experiences of past journeys and acquaintances. Although we 

missed the traditional plate smashing, we were quite satisfied with our allotment of Greek culture. We 

departed, exhausted, at 2:00 a.m., but the band played on.



  

Chapter VI 

  

  

     
In the past three articles I have discussed 

methods of controlling the balance of notes with- 

in intervals and chords. The development of this 

ability to control balance is essential. Imagine 

what an orchestra would sound like if each in- 

strument played at the same volume. Beautiful 

melodies or sparkling counterpoint would be 

lost in a mass of uniform sound. 

It is important to remember that a listener can 

only really hear or concentrate on one aural idea 

at a time—a melody, a harmony, a bass line, etc. 

No one can hear for example, the linear move- 

ment of all four voices simultaneously in a Bach 

fugue. Our ears can ‘‘jump’”’ to listen first to one, 

then to another but cannot follow all four voices 

continuously at the same time. Therefore, one of 

our duties as performers is to guide the listener 

through the composer’s work emphasizing its 

most beautiful and interesting features. 

As an example I would like to use Luis Milan’s 

Pavane No. 6, an exquisite example of early 

counterpoint. But before going on, I must ac- 

knowledge the fact that there is a school of 

thought on contrapuntal music performance that 

says the performer should not act as a “tour 

guide’ but merely play the music in an evenly 

balanced manner so that the listener may choose 

what he wants to hear. This is fine if your audi- 

ence knows the piece or has heard it before, but 

it is not an appropriate approach for most listen- 

ers. I believe this school of thought springs from 

the problem of having to publicly perform pieces 

of the Renaissance and Baroque eras which were 

originally intended only for private performance. 

(Most lute and vihuela music falls into this cate- 
gory.) Charles Rosen, the eminent concert pianist, 

expressed it well when he noted a “remark by 

Mozart who said that when you play fugues you 

must play them moderately slowly so that the 

entrances can be heard in each voice. Whereas, 

of course, Bach often didn’t care because you 

weren’t playing in public and you knew the en- 
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trances were there.” 

But again, because we guitarists, vihuelists, 

or lutenists are presented with the opportunity 

(or problem depending upon how you view it) 

of playing early contrapuntal music in public 

performance, I feel we must act as guides for our 

listeners. I mentioned we must emphasize the in- 

teresting and beautiful features of a work. Know- 

ledge of historical style, a composer’s compo- 

sitional style, the form of a piece of music, coun- 

terpoint, etc. will often give the artist clues to 

what is important. But in the end it is entirely 

up to the artist to decide or interpret for himself 

what is beautiful and what is most important. 

For me, the most beautiful aspect of Milan’s 

Pavane No. 6 is the unbridled vitality of the coun- 

terpoint characterized by quick entrances and 

exits of melodic fragments darting in and out 

without warning. Bear in mind that the indicated 

voice leading is my personal version (voice lead- 

ing is of course not indicated in vihuela tabla- 

ture) and is subject to slightly differing inter- 

pretations. In the Pavane I have simply indicated 

that the performer emphasize those notes com- 

prising the most actively moving part at any one 

time. In this way the listener has the feeling of 

hearing many voices in joyous interplay. 

Notes to be brought out louder than others 

are marked with an X. A note acting as the en- 

trance of a melodic fragment is marked with an 

encircled. X, -i.e., ® . Use the techniques dis- 

cussed in the previous three issues to emphasize 

these notes. The long, curving lines indicate the 

melodic fragments. Do not confuse these with 

the actual and longer musical phrases. 

Milan’s mastery of counterpoint is such that 

by tHe performer’s emphasizing the entrances 

and notes of the melodic fragments, the piece 

comes alive virtually playing itself. Thus the 

ability to control the balance between the notes 

one plays is the key to a successful performance 

of this piece.



  

Pavane No. 6 by Luis Milan. 
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Douglas Niedt is a concert artist and Chairman of the Guitar Department, 

Conservatory of music, University of Missouri - Kansas City



AIM-DIRECTED MOVEMENT 
BY 

<2 NEIL ANDERSON © 
As prepared for the ASTA Guitar Symposium 1979, 

used by permission from the author 

im-Directed Movement is an approach 

to practicing guitar which should prove 

useful to teachers and students. A.D.M.* 
is a concept of practicing movements to and 

from notes, as opposed to the idea of practicing 

notes themselves. One purpose of A.D.M., de- 

veloped and put into effect, is to minimize de- 

pendence upon the conscious activity of note 

recall after having prepared the memorization 

of a piece. Therefore, A.D.M. is essentially the 

“memorization of movement.” And it is certainly 

to a performer’s advantage to be able to reserve 

his conscious efforts for the interpretive elements 

of his performance, since that is what determines 

his degree of artistry while on the concert stage. 

  

To begin, most advanced performers agree that 

a certain “‘tactile-memory”’ or “muscle-memory”! 

exists when playing the guitar, and that this 

memory goes through various levels of develop- 

ment as one progresses in learning a new piece 

for performance. It is the manner in which the 

muscle-memory is attained that deserves close 

attention. 

Muscle-memory is developed by using the prin- 

ciples of habit formation, and habits are the result 

of constant repetition. It is imperative that repeti- 

tion be controlled by the fully conscious mind or 

progress may be hindered. The following excerpt 

from arecent work by Aaron Shearer” adds insight 

regarding the nature and importance of habits: 

“Habit formation applies to both mental and physical activity; we acquire 

habits of thought as well as habits of body movement. Our most important 

concern must be with how, under what conditions, or in what manner are our 

habits to be acquired. They can be developed either from careful understanding 

and accurate study and practice, or from confusion and erroneous study and 

practice. Habits of clear thinking and accuracy are self-reinforcing and lead to 

the best possible progress. However, it is essential to realize that the same prin- 

ciples are at work in the case of inaccurate thinking and practice. Confusion 

and error reinforce habits of confusion and error which will unavoidably occur 
in performance until replaced by habits of clear thinking and accuracy. Thus, 

habits will either shorten the learning process or make it longer or even impos- 

sible. The option belongs to each of us alone.’”? 

  

* A.D.M. will represent Aim-Directed Movement in various sections of the discussion. 

“Muscle-memory”’ functions at a lower level of consciousness; however, it definitely requires mental 

activity, in terms of an aim, to make it operate. 

A.D.M., in concept, was first introduced to me by Aaron Shearer. 

3 Aaron Shearer, Principles of Learning the Classic Guitar, page 5, (Manuscript, 1977, has yet to be 

published. 
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Therefore, since tactile-memory is to be de- 

veloped through principles of habit formation, 

then repetition in practicing must be consistently 

accurate. How may this accuracy be achieved? 
The concept of visualization” is one possible 

solution. Visualization requires that before a 

note (or note group) is played, the guitarist can 

see, in his mind’s eye, which string and fret the 

note(s) will be played on, and which fingers of 

the left and right hands will play the note(s). 

Once the guitarist has cultivated the ability to 

perceive these images on the guitar, then he is at 

least on his way to practicing accurately. 

However, the importance of consistency of 

accurate repetition cannot be stressed enough! 

In a discussion about accurate performance, 

guitarist Manuel Barrueco said, “If you practice 

mistakes, you will perform mistakes.” This de- 

duction, however obvious, deserves careful, con- 

sideration. As we know from our discussion of 

habits, muscle-memory itself cannot distinguish 

between right and wrong notes, or equally im- 

portant, correct and incorrect fingerings. Re- 

member: the concentrated effort for consistently 

accurate repetition must be achieved first! A de- 

sirable muscle-memory will hopefully follow. 

With the basis for muscle-memory established, 

we can now proceed to examine the usefulness 

in its application to A.D.M. Let us begin with 

two examples: 

For instance, many students who have a se- 

cure technique and the ability to visualize pieces 

on the guitar quite well, continue to have diffi- 

culty producing a smooth, well-connected, 

fluent rendering of the music they play. One 

reason for this is too much focus on practicing 

notes and insufficient attention paid to the pro- 

cedure in moving from one note to the next. 

Another example would be the inherent dif- 

ficulties in playing legato on the guitar. We have 

talked with each student, at one time or another, 

about how it is impossible to maintain the con- 

tinuous vibration of a string while changing its 

length. This problem is usually attended to by 

immediately trying to speed the movement with 

which one proceeds from one note to the next. 

This prescription is well-intended, but also illus- 

trates the aforementioned problem: too much 

focus on arrival points . not enough on the 

pathway. 

Instead, if the movements which take place 

between two notes are carefully studied, the 

guitarist might achieve fluid, legato-like playing, 

more quickly. This is where Aim-Directed Move- 

ment enters the picture. Specific factors are in- 

volved in good movement: smoothness, balance, 

strength, and accuracy. These factors will now 

constitute our aims in directing our fingers to 

the notes during the repetition in practicing. 

Hence, the term, ‘Aim-Directed Movement.” 

Keep this in mind as we move on to the illus- 

tration and procedure for A.D.M. 

PROCEDURE 

For the purpose of illustration, we will now examine the movement from a C major chord to aD 

major chord, 

  

  

4 For further information on visualization, see: Mike Samuels, M.D. and Nancy Samuels, Seeing with 

the Mind’s Eye, (New York, Random House, 1975). 

In an interview of July, 1976. 
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Begin on the C chord: 

1) VISUALIZE NEXT NOTE (in this case the D 

chord) 

Try to see, with the mind’s eye, the configura- 

tion of the left-hand fingers, including any open 

strings. Imagine: the open D, the first finger on A 

in the second fret of the third string, the third 

finger on D in the third fret of the second string, 

and the second finger on F* in the second fret of 

the first string. Picture the different positions to 

be assumed by the wrist, forearm, and elbow 

upon playing the new chord. Also, try to see that 

the same right-hand fingers that played the first 

chord will also play the new chord, except that 

P will play a different string. 

2) MOVE SLOWLY AND SMOOTHLY TO THE 
NEW NOTE(S), DO NOT PRESS 

In moving the fingers, you may place them 

simultaneously on the new chord configuration, 

or place them in some consecutive fashion if 

this is what would occur at tempo (such as in 

cases where a guide finger is used). Motion should 

be as smooth as possible, avoiding any sudden or 

awkward movements. Do not press the strings 

down to the fingerboard at this time. Simply 

place the fingertip so that it only touches the 

appropriate string within the appropriate fret. 

Then place the right hand fingers on their appro- 

priate strings. 

3) ADJUSTMENT 

Now move each finger to where it is as close 

behind the fret as possible. Make adjustments 

with the fingers, wrist, forearm, and elbow to 

seek a “‘strong”’ position. It is important for the 

guitarist to know that when he presses the fing- 

ers down and sounds the note(s), the following 
should result: 

— Each finger will receive proper support and 

not collapse at any joint (except in the case 

of barres, hinge-barres, or some similar tech- 

nique being done intentionally). 

— Each finger will depress only the string in- 

tended and not interfere with the vibra- 

tion of other sounding strings. 

— Each tone will be clear, free of buzzing or 

other extraneous noise. 
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4) PRESS AND PLAY 

The final step is to depress the strings and 

sound the notes. Then proceed to the next note(s) 
according to step 1. 

RHYTHMIC CONSIDERATIONS 

‘One should understand that Aim-Directed 
Movement is a practice technique useful at par- 

ticular developmental stages of a piece (or exer- 

cise). It is not a total system or process for learn- 

ing music. Before attempting A.D.M. the guitar- 

ist should be sure that he has fully grasped the 

basic elements of the music. This is especially 

important with respect to rhythm. When one 

begins practicing with A.D.M., rhythm assumes 

a subordinate function. If necessary, the player 

must utilize corrective pauses. For example, if at 

step 1 — VISUALIZATION — the player cannot 

readily see, in his mind’s eye, where the next note 

is to be played, the player must then suspend the 

rhythm until the fingering is clearly seen. 

There are additional benefits to be found by 

practicing with A.D.M. If one is unable to prog- 

ress successfully through the step 1 — VISUALI- 

ZATION — at any point in a piece, then a mem- 

ory weakness is clearly identified. This happens 

frequently because tempo is so slow during 

A.D.M. that the muscle-memory (partially de- 

veloped from having played the piece with the 

music) is unable to furnish the correct informa- 
tion, e.g., which notes are to be played next, and 

which fingers are to play them. The performer 

must then supply this information from his con- 

scious memory. If this is not possible, then the 

" passage requires further visualization study be- 

fore A.D.M. is attempted again. Step 3 — AD- 

JUSTMENT — helps the player to develop an 

ability to project an impending result, or it could 

be said that it increases the player’s awareness 

of what the outcome will be before an activity 

takes place. This is desirable because, once again, 

PROPERLY DEVELOPED MUSCLE-MEMORY 

WILL RESULT THROUGH ACCURATE REP- 

ETITION ONLY! 

In conclusion, it is understood that many dif- 

ferent practice techniques exist, each being use- 

ful at some stage of development. It is hoped 

that, carefully considered and put into effect, 

Aim-Directed Movement will also serve a useful 

function among the practice techniques you 

teach, a



  

HISTORY: 
  

The Guitar in the Arts 

by Vidal Benito Revuelta 
translated by Robert Kotas 

rom pre-Christian times to the era of the 

M® vihuela, there was a period of slow, in- 

cessant development across successive 

generations and stages of civilization of the desire 

to wed singing to the accompaniment of musical 

instruments. In Spain, the Andalusian musicians 

of the caliphate (government of a supreme ruler), 

and players and troubadours of the upper Middle 

Ages continued to strive for musical excellence, 

which was more and more required for the poetry, 

feelings and diversions of the people. In the words 

of R. Tagore, “the poetry of songs without music 

lacks soul.” 

This same desire led directly to the evolution 

of instruments capable of expressing the type of 

music each period and atmosphere required. With 

the great musical value which these instruments 

attained, a greater development of the music it- 

self resulted, which was enriched by the unend- 

ing contributions of the Spanish artists. 

In the fifteenth century, after several centuries 
of living with the guitar, vihuela, lute, and ban- 

durria (an old musical string instrument resem- 

bling the lute or guitar), each of which could be 

played well either solo or in ensemble, the vihuela 

began to gain ground in the instrumental field as 

the favorite instrument in the courts of Aragon 

and Castilla. 

At that time, dances were performed in the 

salons. The “alta” and “‘baja,”” two dance forms 

much approved of by society, were played on the 

vihuela. One such dance was written by Francisco 

de la Torre to be performed in the court of the 

Catholic Kings. This “danza alta’? for three 

vihuelas, and other Spanish dances of similar 

appeal, were much praised throughout all of 

Europe. 

The fantasy, sensibility, and genius of the 

Spanish spirit bore optimim fruit with several 

eminent Spanish musicians who flourished be- 

    

tween 1440 and 1480. Three such musicians 

were Bartolome Ramos de Pareja, Francisco 

Guerrero, and Juan Vezquez. 

Juan Vazquez, in his time, won just fame as 

the author of beloved Christmas carols which 

were then widely played by the vihuelists; “‘Vos 

Me Mataste,” “Los Brazos Traigo Cansados,”’ 

“Serrana, Donde Dormiste?’’, ‘‘Torna,” ‘‘Mingog, 

A Namorarme,” “Con Que Me Lavare’’ and ‘‘De 

Los Alamos Vengo.” 

According to Sainz de la Maza, Juan Vazquez, 

in the prologue of his “Summary of Christmas 

Carols,” clearly explains the aesthetic plan which 

guided him in the elaboration of his songs: ‘‘The 

musicians of our time accord serious, somber 

music to the churches in order to inspire devotion 

within us and lift our spirits to contemplation of 

the Creator; and compose light, for the recrea- 

tional moments of afflicted souls. Thus, they dress 

the characteristic spirit of their works with the 

most fitting form and music. Cristobal Morales, 

a shining light in Spanish music, who developed 

in a short period, is an excellent example of this 

type of musician; as is Seville’s Francisco Guerrero, 

who has so capably penetrated the secrets of 

music.” 

And so, in effect, the vihuela, and also the 

guitar, perfectly suited all parts of Spanish society. 

When not in the Church, in the Court, in the pri- 

vate dwelling, or in the public or private recrea- 

tion, the vihuela was played either alone, with 

other instruments, or as vocal accompaniment in 

the same manner that the lute was played in 

various European countries. Three famous women, 

Maria Estuardo, Diana de Francia, and Margarita 

de Navarra, played the lute so well that it is cer- 

tain they left a favorable impression on the re- 

fined musical sensibility of their time. The lute 

was a symbol of love and gallantry. 

(To be continued in the next issue.) 
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BY RON FRANKLIN 

  

Texas Tech University hosted the American 

String Teachers Association’s 3rd National 

Guitar Symposium. The event, sponsored by 

ASTA’s Guitar Division, took place October 24- 

28, 1979 in Lubbock, Texas. Guitarists and 

educators came from around the country to help 

make it one of the finest guitar gatherings ever 

held. Symposium activities fell into four main 

categories: 1) lecture-demonstrations; 1) mini- 
concert series; 3) master-classes; and 4) major 
concerts by internationally acclaimed artists. 

The morning sessions were devoted to the 

presentation of lectures and workshops on the 

history, technique and pedagogy of the guitar. 

It would be impossible here to detail the content 

of the many fine presentations made, but per- 

haps a quick overview of topics presented will 

give an idea of their scope. 
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Speakers for the first session were Paul Cox, 

Matanya Ophee and Brian Jeffery. They examined 

some of the earliest methods for the guitar and 

were able to demonstrate that many of the cur- 

rent controversial issues in guitar technique were 

actually raised over 150 years ago by Sor, Aguado 

and others. Of interest to many was Mr. Ophee’s 

modern version of Aguado’s famous tripod, a 

device designed to hold the guitar securely and 

allow the performer to assume a more natural 

sitting position. 

A series of panel discussions offered various 

approaches to teaching children, the younger 

beginner, and the older beginner, Panel members 

included Sonia Michelson, Peter Miller, Margaret 

Mistak, Douglas Smith, Jim Forrest and Duke 

Miller. Jerry Lobdill’s demonstration and review 

of the Juan Martin Flamenco Method brought to 

everyone’s attention a well-written, authorita- 

tive source for instruction in this important 

guitar style. Neil Anderson, who teaches at the 

College of Lowell made an intelligent presenta- 

tion of the Aim Directed Movement practice 

concept. Unfortunately, illness prevented Aaron 

Shearer from attending the Symposium, but his 

paper on Performance Development was read by 

Philip Candelaria, a former student of Mr. Shearer. 

The Ida Presti Approach (i.e., playing off the right 

side of the nail) was convincingly demonstrated 
by Alice Artzt to be a viable performance techni- 

que. Duke Miller of USC presented An Innovative 

Approach to Fingerboard Visualization. The 

novel concepts he put forward have been de- 

veloped through years of experience as a per- 

former and teacher of stuido guitarists. John 

Schneider used taped performances and a specially 

designed guitar to illustrate the tremendous pos- 

sibilities of microtonal music for guitar. His 

examination of systems of intonation was thor- 

oughly enlightening and thought provoking. The 

great variety of presentations offered something 

interesting to all Symposium participants. 

A series of seven mini-concerts afforded the 

opportunity to hear some of today’s best young 

performers. Performers were: Larry Snitzler and 

Ruth Vinciguerra (guitar-flute duo); Philip 

Candelaria; Steve Robinson; John Holmquist; 

and Robert Guthrie and Jeffery Van (guitar duo). 

  
Paul O’Dette (left), Michael Lorimer (center) and Pepe Romero (right) listen to a question 

from the audience during a joint master class session. 

PHOTO/BEN BERSTEIN 
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As part of the series, two concerts of new music 

showcased recent unpublished works. New 

music performers were: Bradley Bogle; Michael 

Adamcezyk; Gail Littleton; Benjamin Bernstein; 

Rodney Stuckey; Ron Franklin; Philip Candelaria; 

Charles Cavanaugh; Steve Waechter; Christoph 

Harlan; Michael Cedric Smith; Neil Anderson; 

David McLellan; Richard Provost; Karen Krout; 

Susan Schoenfeld; and the Texas Tech guitar en- 

semble. In addition to these programs, there were 

two half-hour “courtyard concerts’ featuring 

Michael Cedric Smith and the guitar duo of 

Michael Andriaccio and Joanne Castellani. 

Principal artists for the afternoon master 

classes and evening concerts were Paul O’Dette, 

lute; Michael Lorimer, baroque and classical 

guitar; and Pepe Romero and Abel Carlevaro, 

classical guitar. 

The master classes were presented on three 

successive afternoons. On each day three of the 

major artists conducted a class. This afforded the 

performers and auditors an excellent opportunity 

to observe several different teaching approaches. 

O’Dette and Lorimer were quite similar in the 

way they concentrated on the specific musical 

and technical problems of each performer. Their 

precise recommendations often led to an immedi- 

ate improvement in the student’s performance 

and concept of the music. 

Pepe Romero’s suggestions were of a general 

nature and more romantic in character. Carlevaro 

spoke principally of those elements of his unique 

technical approach he deemed most important, 

not always relating it successfully to the specific 

needs of the student performing for him. 

The relaxed atmosphere of these sessions 

helped to make them perhaps the most valuable 

learning experience of the Symposium. Perfor- 

mers selected to play in the master classes were: 

David Fregonese; Jesse Reyes; David Breaugh; 

Ron Franklin; Robert Nathanson; Tom Prisloe; 

Polly Maynard; John Kizzie; Michael Smith; 

Patricio Contreras; Larry Hammett; Charles 

Cavanaugh; and David Nystel. 

The opening concert featured Paul O’Dette, 

an expert in early music and one of the world’s 

finest lutenists. His superb performance and in- 

telligent presentation of historical lute technique 

made a persuasive case for the thumb-under right 

hand position in lute performance. 

The most entertaining concert of the series 

was given by Michael Lorimer who displayed pro- 

ficiency in the handling of musical styles from 

the Baroque to the present day. His southwest 
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Abel Carlevaro in concert 

PHoto/BEN BERNSTEIN 

premiere performance of William Albright’s 

Shadows for solo guitar showcased a major new 

work for the instrument. Mr. Lorimer infused his 

concert and master classes with the exuberance, 

good humor, and sensitivity which are character- 

istic of his personality. 

Friday evening’s concert by Pepe Romero was 

markedly different from the previous presenta- 

tions. Although a part of the Symposium concert 

series, Mr. Romero’s appearance was sponsored 

by the University Center Program Board, thus 

attracting a larger general audience. Consequently, 

his selection of popular and well-known standards 

(e.g., Recuerdos de la Alhambra, Capricho Arabe, 

and Leyenda) was geared toward the less musically 

sophisticated. The program was, however, well 

played and enthusiastically received. Mr. Romero 

responded to a standing ovation by improvising 

Flamenco variations for an encore.



  

        

Michael Lorimer and Ron Franklin 

The last of the major concerts was given Satur- 

day night by Uruguayan guitarist Abel Carlevaro. 

Despite some minor technical problems and an 

embarrassing memory slip, Carlevaro’s playing 

was remarkably clean and controlled. His meticu- 

lous technical approach made some of the pieces 

seem a bit sterile, working to best advantage in 

his stunning performance of Ohana’s Estelas. Mr. 

Carlevaro closed the program with the southwest 

premiere of his own three movement Concierto 

del Plata, played with piano accompaniment. 

Sunday’s awards banquet honored those whose 

many contributions helped make the Symposium 

a success. A special thanks was accorded Sym- 

posium Director James Bogle for a job well done. 

An award honoring Vladimir Bobri’s contribu- 

tions to the guitar was accepted on his behalf by 

Alice Artzt. 

Even as participants were saying their good- 

byes, preparations for the next Symposium in 

October, 1981 were underway. New Symposium 

Director Richard Provost of the University of 

Hartford’s Hartt School of Music now has the 

unenviable task of planning a bigger and better 

National Guitar Symposium. It won’t be easy. 

PHoto/BEN BERNSTEIN 

Ron Franklin has studied guitar and lute with 

Loris Chobanian at the Baldwin-Wallace College 

Conservatory of Music, where he received his 

B.M. He ts presently a graduate teaching assistant 

at Texas Tech University where he is working on 

a Masters degree in guitar performance under 

James Bogle. 

For more information on the Guitar Division 

of the American String Teachers Association, 

contact: 

James Bogle, Chairman 

ASTA Guitar Division 

Texas Tech University 

Department of Music 

Lubbock, Texas 79409 
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Toronto, Canada 

The year 1981 marks the 25th anniversary of the 

Guitar Society of Toronto. In celebration of this 

occasion the Society will hold its third Interna- 

tional Guitar Festival to be known as GUITAR ’81 

from June 22-27, 1981. 

There will be major concerts by international 

artists, an international players competition, nu- 

merous workshops on specific subjects pertain- 

ing to the guitar, the lute, and music in general, 

given by authorities in those various fields. 

There will be a course for Guitar Makers, an 

exhibition of instruments and guitar music from 

all over the world. 

There will be two themes for GUITAR ’81: 

(1) teaching the guitar and (2) guitar in ensemble. 

The society will also be continuing its program A 

Quest for New Music begun in 1976, this time 

with emphasis on the composition of music by 

contemporary composers for the guitarist in the 

earlier years of study and for the guitar in en- 

semble. GUITAR ’81 will offer a series of inter- 

national commissions totalling $5,000 (Canadian) 
for new compositions. Completed manuscripts 

are to be received by The Guitar Society of 

Toronto not later than October 30, 1980. The 

scale of the commission fee offered will reflect 

the composer’s standing and experience in addi- 
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tion to the scope of the particular project. 

Composers interested in being considered for 

one of the proposed commissions should write to: 

Mrs, Joan York 

Co-Ordinator, Guitar ’81 

139 St. Leonards Avenue 

Toronto, Ontario 

M4N 1K6 

The letter should give brief particulars of 

nationality, age and experience in composition 

and related fields and submit a finished piece, 

score and/or tape written within the last two 

years. This information must reach Guitar ‘81 

by February 15, 1980. 

A Selection Committee consisting of three 

prominent musicians of international stature will 

then issue specific invitations to those composers 

they judge to be best suited to meet the partic-- 

ular requirements. All letters will be acknowledged. 

For further details contact the Toronto Society 

or Sonia Michelson of the Mid-America Guitar 

Saciety, (312) 262-4689. 

Credits: The Chicago Guitar News Letter 

of the Mid-America Guitar Society



  

Kansas City, MO 

University of Missouri-Kansas City, Conserva- 

tory of Music in conjunction with Steven Taylor 

and David Bradford presents guitar master class 

with Christopher Parkening, April 11, 12, 13, 

1980. Fees for the three days $275.00 for per- 

formers, $60.00 for auditors. Performers will be 

selected on the basis of taped auditions (reel to 
reel or cassette tape) of approximately 15 min- 

utes. Tapes and other inquiries may be addressed 

to: 

  

Christopher Parkening Master Class 

University of Missouri-Kansas City 

Conservatory of Music 

4420 Warwick Blvd. 

Kansas City, MO 64111 

New York, NY & Summit, NJ 

The 1980 season will see a double concert 

series in New York City and in Summit, New 

Jersey, presenting artists of New York City — 

truly a New York Guitar Spectacular. These con- 

certs, organized with the cooperation of luthier 

Thomas Humphrey, show the guitar in various as- 

pects: as a solo instrument, in duo with a second 

guitar, with a flute, a viola, a string quartet. They 

feature a younger generation of musicians already 

winning national and international acclaim, whose 

solo or ensemble performances will be enhanced 

with topical discussions of vital interest to all 

music lovers. 

The New York series, presented by The Society 

of the Classic Guitar (409 E. 50th Street, NYC 

10022), will take place at the Spanish Institute 

(684 Park Ave. at 68th Street, NYC). SCG mem- 

bers free with 1979/1980 membership card. All 

others $3.00 at the door. All concerts on Fridays 

at 8:00 p.m. Early arrival is suggested: limited 

seating, no reserved seats, no standees. First come 

first choice. SCG telephone: (212) MU-8-7586. 

The Summit series is presented by Music 

Gallery Productions (75 Summit Ave., Summit, 

NJ 07910) with the cooperation of Thomas 

Humphrey. For concert location, transportation 

directions, ticket information, reservations, etc., 

call Steve Morris at The Music Gallery: (201) 

273-7505. 

  

SOCIETY OF THE CLASSIC GUITAR 

NEW YORK 

28 Mar 
BENJAMIN VERDERY 

18 Apr 

SHARON ISBIN 

9 May 

DAVID LIVINGSTON 

MUSIC GALLERY 

NEW JERSEY 

1 Mar 

ROVERT MANARY 

29 Mar 
BENJAMIN VERDERY 

19 Apr 
JOE POSHEK 

10 May 
DAVID LIVINGSTON 

Flushing, NY 

Queens College Department of Music is pleased 

to announce the Christopher Parkening Master 

Class on April 18, 19, 20, 1980, at the Rathaus 

Recital Hall located on the Queens College cam- 

pus in Flushing, New York. The class will begin 

at 9:00 a.m. on each of the three days, and will 

continue until approximately 5:00 p.m. 

Fees for the three days for performers and 

auditors are respectively, $250.00 and $35.00. 
The master class is open to 20 performing stud- 

ents (by audition tape), and an unlimited amount 

of auditors. Those students interested in per- 

forming are requested to prepare an audition 

tape of no longer than ten minutes, to be sub- 

mitted before February 1, 1980. Tapes and other 

inquires may be addressed to: 

Queens College Department of Music 

c/o Scott Bach, Class Coordinator 

150-16 Melbourne Avenue 

Flushing, NY 11367 
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Publication Keviews 
  

A. MUDARRA: Fantasia No. 10 — Transcribed 

by Miguel Abloniz, Berben/Theordore Presser Co. 

The fantasy is one of the most well known 

pieces by the Spanish vihuelist Alonso Mudarra. 

In this transcription, the third string is tuned % 

step down to an F # (the vihuela tuning called fora 

major third between the third and fourth strings) 

but to facilitate reading is written as though it were 

still a G. In my opinion, this tuning seems unneces- 

sary and causes confusion because the note that is 

printed is not the pitch that the ear is hearing. 

The left hand is fingered in such a way as to 

allow the notes to ring as in an arpeggio. This 

practice was an important part of the vihuela and 

harpsichord technique and continues to play an 

important part in lute and guitar music. Right 

hand fingering is suggested in certain passages to 

facilitate an even flow of the music, 

The fantasy, being by nature, improvisatory 

and rather free in form, does not lend itself to 

many strict interpretive or dynamic symbols. The 

tempo marking apriesa (celere) is all that is given. 

Written in the mid 1500’s, the fantasy is a 

very enjoyable piece with a strong, lively rhythm 

written in an imitative style. 

Kathleen Faierson, Chicago 

GIOVANNI MARIA DA CREMA: Nove Ricercari 

— Transcribed by John Duarte, Berben /Theodore 

Presser Co. $4.00 

For those unfamiliar with the term, a ricercar 

is a musical form characterized by counterpoint 

of a dignified, restrained nature used mainly dur- 

ing the 16th and 17th centuries (although Bach 

himself used it at times). This collection of nine 

ricercari by Giovanni Maria da Crema, a little- 

known composer born in the 1500’s presents a 

perfect example of that musical form, 

The 9 ricercari are short and compact, and can 

be used by the guitarist as an excellent study in 

two and three-part counterpoint. The compo- 

sitions, transcribed from lute tablature by John 

Duarte, are not demanding in technique and 

should be of historical as well as musical interest 

to most guitarists. 

The only problem with the 9 ricercari is that, 

for the most part, they lack structural and musi- 

cal variety. This problem is solved in part by 

Duarte by calling for the tuning of the 3rd string 

to F#, which adds a refreshing quality to the 

music. Still, the ricercari might be better appre- 

ciated by the listener if performed in groups of 

two or three. Nevertheless, these guitar transcrip- 

tions stand out asa true testimony to the scholarly 

efforts of John Durate. 

Scott Bach, New York 

SONIA MICHELSON: Easy Classic Guitar Solos; 

First Folio — The Teacher’s Library for Classic 

Guitar Students. Hansen Publications, Florida 

$6.95 set; $1.50 ea. 

One of the most important tasks of an instruc- 

tor is to inspire. However, without the inspiring 

music itself, the development of a student’s 

musicianship may often be difficult if not fatal. 

Sonia Michelson’s first folio, ‘‘Easy Classic 

Guitar Solos’’ has fulfilled this need of young 

classical guitar pupils and their instructors. The 

folio consists of 10 easy pieces and songs, some 

with creative lyrics to sing along, and a guide for 

the teacher, explaining the value of each. 

  

  

Compositions, methods, books and records to be reviewed in GUITARRA Magazine 

may be sent to: GUITARRA Magazine, Publication/Record ‘Reviews, 

3145 West 63rd Street, Chicago, Illinois 60629     
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Compiled by Catherine Lawrence 
  

  

room mustcatt BERBEN ancowa-aiano 

    

Music of the 

vihuela trans- 

cribed for 

guitar from 

Theodore 

Presser Co. 

Nine short 

pieces of 

the 16th 

century 

lute — 

Theordore 

Presser Co. 

Hansen House 

presents new 
series of 

classical 

guitar music 

for the 

beginner 

The solos are as follows: Starry Night, a sirhple 

arpeggiated song; Moon Magic, a study for bass 

thumb, Sometimes I Hear a Song; Here Comes 

the Band, a march with contrasting trio section; 

Ill Be a King; Free with the Wind; Fantasy, em- 

ploying more complex rhythms; Silver Skating, 

a waltz with chords in the key of C; Prelude in D, 

requiring bass notes to be held while melody 

above maneuvers; Misty Dawn, an impressionistic 

piece in arpeggio form. 

Michelson’s approach is very systematic. She 

emphasizes playing melodies alone before adding 

other voices, thus enabling a better awareness of 

the construction of music. Counting and/or sing- 

ing outloud encourages rhythmic perception and 

training of the ear. Musicianship is also encouraged 

by pointing out dynamic, tempo and metronome 

markings. Most fingerings are very clear. However, 

distinction between rest stroke and free stroke is 

seldom made. 

The collection is imaginatively illustrated and 

notated with large bold notes and fingerings 

appealing especially to children. Let’s hope to see 

more of the same. 

Catherine Lawrence, Chicago 

CLARE CALLAHAN: A Survey of Guitar Curri- 

icula in Colleges in the U.S. and Canada; Second 

Edition ASTA Guitar Division $5.00 

This 65-page document compiles and sum- 

marizes responses from 159 colleges and univer- 

sities to a questionnaire sent out by the ASTA 

Guitar Division inquiring about classical guitar 

program offerings. The report includes separate 

statistics for two-year colleges, four-year colleges, 

and four-year universities with graduate schools. 

A listing of schools and degree programs available 

to classical guitarists appears at the beginning of 

each section. 

Available from James Bogle, ASTA Guitar 

Division, Department of Music, Texas Tech 

University, Lubbock, TX 79409. Checks should 

be made out to ASTA. 
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Artist Directory 
  

Jon Harris - Debra Golata 
Deb and Jon are concert artists who present a 

varied program of music drawn from many 

sources. They perform transcriptions of Spanish 

vihuela and English lute songs; transcriptions of 

works of early and contemporary masters such as 

Brahms, Faure, and Mompou; and works written 

for voice and guitar by such composers as Castel- 

nuoso-Tedesco and Duarte. Rounding out their 

repertoire, they include songs of popular vitality, 

local color, and romantic sensitivity from the folk 

traditions of Brazil, Spain, England, and the U.S. 

In addition to their duets, each presents music 

from the realm of solo literature as Jon draws 

from his extensive background of works for solo 

guitar and Deb from literature for voice, unac- 

companied. 

Voice and guitar combined presents a unique 

dimension to the classical guitar concert and the 

vocal concert. “ . . the intimate voice of the 

guitar as an accompanying instrument has won- 

derful effects of the expressiveness of a singing 

voice. .” as one critic has observed of their 

music. Attentive to their ensemble roles, Jon and 

John Harris “‘is an 

artist who has a rare 

ability of casting 

a spell with the first 

notes he plays” 

— Michael Lorimer 

Jon Harris 

1731 Berkeley Way 
Berkeley, CA 94703 

24 

Deb contribute their refined individual skills to 

blend in duo performance. 

Jon has studied with Michael Lorimer and has 

assisted him in his annual master classes in past 

years. He has also attended classes with Alirio 

Diaz, Jose Tomas and received private lessons 

with Andres Segovia which led to a full scholar- 

ship at Santiago de Compostela in Spain. Debra 

has studied with Adele Borouchoff and Gean 

Greenwell. She received a full scholarship at the 

“Musica En Compostela’? studying under Maria 

Oran. Deb is also a member of the Streetcorner 

Society, a professional theater company which 

tours major cities of the eastern U.S. 

Jon and Deb have been performing throughout 

much of the U.S. and in Mexico since the begin- 

ning of their musical partnership in 1976. In con- 

cert, their special style, competence, and variety 

appeal to old friends of classical guitar and song 

and, as well, to newcomers to this musical form 

and literature. 

   



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. 
  

E:duardo Fernandez 

The outstanding Uruguayan guitarist, Eduardo 

Fernandez, created an immediate and enthusiastic 

response from the public and critics alike on the 

occasion of his New York debut recital in Feb- 

ruary, 1977. The New York critics hailed him as 

one of the most brilliant guitarists of his genera- 

tion. Donal Henahan of the New York Times re- 

ported: “Rarely has this reviewer heard a more 

impressive debut recital of any instrument... . 

His formidable musical gifts, coupled with an 

appealingly simple and modest stage manner, 

make it likely that Mr. Fernandez is at the door 

of a major concert career.”’ 

Born in Montevideo, Uruguay in 1952, 

Eduardo Fernandez began his study of the guitar 

at seven with Raul Sanchez, a former pupil of 

Andrés Segovia. Further studies included work 

with composer Guido Santorsola in interpreta- 

tion, harmony, counterpoint, and fugue. His 

study of the guitar continued with Abel Carlevaro. 
Mr. Fernandez began concertizing in 1963 as 

part of a duo-guitar team with his brother but 

since 1971, he has pursued a career as soloist, 

winning First Prize in the following competitions: 

Uruguayan Guitar Society (1971); International 

Competition of Porto Alegre, Brazil (1972); 
International Guitar Competition ‘Andrés “Eduardo Fernandez ranks 

Segovia” in Palma de Mallorca (1975). In all of with the 
these competitions, the judges were unanimous 

in their choice of Mr. Fernandez as First Prize 

Winner. In 1975, he was also chosen as one of 

four finalists in the Radio-France Competition. 

In addition to his active concert career in South 
America and Europe, Eduardo Fernandez has : 

taught at international guitar seminars held in 

Sao Paulo and Beunos Aires (1976). Eduardo 
Fernandez joined Shaw Concerts in 1977 during 

his first tour of the U.S. He returned in 1977-78 

for a tour that included a highly successful recital 

in Philadelphia. During the 1979-80 season, Mr. 

Fernandez will again return to the U.S., giving HB 

recitals in this country and Canada. 

  
world’s top guitarists” 

—New York Times 

Shaw Concerts, Inc. 

1995 Broadway 
New York, NY 10023 
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Protect Your Valued Guitar With An 

INSULATED GUITAR CASE COVER 

e Handsome medium gray with black trim 

e Zippered — instrument removes easily ADDS RESISTANCE TO SHQCK & TEMPERATURE CHANGE 

e Ideal for travel or storage — water repellant WITH THE LATEST IN 3-PLY CUSHIONED CONSTRUCTION 

e Provides protection from costly repairs CUS TOM MADE TO a6) 08:3 CASE 

FOR MORE INFORMATION AND BROCHURE, WRITE: 
ORIBE GUITARS *e 2141 LAKEVIEW RD. e VISTA, CA 92083 ¢ Tel. (714) 727-2230   
 



  

  

  

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 

PB Paul and Janet Wilson Proprietors 

  

  

  

  

GUITARS FOR THE CONNOISSEUR 

ALBERT 

AUGUSTINE 
made by 

Instruments shown 

by appointment only. 

_ FRANK HASELBACHER 

_ Voluntown, Conn. 06384   
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before its 

TOO LATE 
order your copy of 
GUITAR REVIEW VOLUME ONE-N. 1-6 
bound in a gold-stamped hard cover 
only a few left 

$30.00 including postage —send check or 
money order payable in the U.S.A. to 
Guitar Review, 409 E. 50 St., NYC 10022 
  

  

Guitar Review No. 46 
In this issue will be the second install- 

ment of the series “Musical Journey to 

Many Lands,” with Alex Radulescu as a 

guest guide to Rumania. There will be 

three pieces of fascinating Rumanian 

music, arranged by Barbosa Lima, and 

an article on Rumanian music and in- 

struments written and illustrated by 

Vladimir Bobri. This issue will also 

include the first part of an extensive 

article by Gregory d’Alessio, “Pablo 

Picasso: Monument or Mountebank,” 

with illustrations; “Grapevine” by Alice 

Artzt, a review of the new Andrés 

Segovia method for children beginners, and the entire ‘Suite for Flute and Guitar 

Based on Melodies from the Middle Ages’ by Michael White which includes 8 

pages of music. 

  

28 

 



  

2 ooo 

in San Francisco..... 

     

   
   

IN ANAHEIM 

ALL 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 

Complete 

Classical & Flamenco 

Sheet Music   
714-828-9762 

335 SO. MAGNOLIA 

ANAHEIM, CA 92804 

SEEEEEEEEE55 

  

    (415)386-0395 

1433 Clement St._S.E, CA. 94118} 
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Throughout the World 

For Guitars ¢ Violins ¢ Pianos 

Antigua Wax is a secret blend of Carnauba, 

Coconut and Rosewood Waxes. It has been 

used to protect priceless instrument collections 

in museums throughout the world. 

Antigua Wax is available at all fine music stores. 

  

Fine Hardwood Music Stands... 

Early Music Stands makes the finest in 
hardwood music stands, upholstered per- 
formers benches, instrument stands, and 

Earl much more. For your copy of our new 32 
. page mail order catalog of chamber 

fusic music furniture, please send 
otands $1 (refunded on first order). 

Drawer 2390, Box 277, Palo Alto, CA 94302 

ee teutnce sian ge     

  

Guitar Notes° 
Effortless 

Fingerboard Learning 

  

* Learn all notes on the guitar fingerboard 

quickly and easily 

* Improve sight-reading 

*% Use Guitar Notes© flash cards with 

notes on one side and note name with 

diagram of location on the other side 

* 37 cards for all notes to the 12th fret 

* Cards show all positions of each note 

* Ideal for students, teachers and all 

players desiring fingerboard mastery 
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Guitar Notes, P.O. Box 261015 

San Diego, CA 92126 

  

  

Please Setig-tne eS Se. 

@ $3.958ach- ori. $ 
with CA Tax (6%) .......... $ 

and Postage &Handling ..... $250 
TOTAL a ee Ses 

Check [J Money Order 

To: Name 

Address 

City State Zip 
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JOSE ORBE 

a 
5 t 

The State-of-the-Art... 
Calidad Suprema 

FOR MORE INFORMATION AND BROCHURE, WRITE: 

2141 LAKEVIEW RD., VISTA, CA 92083 _ Tel. (714) 727-2230  
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CONCERTISTE 
Nylon Guitar Strings 
  

ca ae de la penfection 

Timbre veloulé d'une 

Pray or sun toute 

rate ae CIT te 
Completely Made by Hand 

Available Technical Variations 

Tension: Medium or High 

Bass Strings: Hand Wound Silver 

or Gold Plated 

Treble Strings: Precision extruded 

French Nylon 

  

    
    Concertiste Strings are endorsed and used by — Made in France- 

Emilio Pujol, Tarrega’s only disciple. 

  

  

The Mid-America 
Guifar Society 

Invites you to participate in our 1980 - 1981 

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 

 



  

  

  

abe 
@ 
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@ 

pea 
ALBERT AUGUSTINE:LTD: 

CONCERT GUITAR STRINGS 

WHEREVER IHE COMPASS POINTS     
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IMPORTANT GUITAR NEWS! 

Book 1 (75 A11387) 

GUITARCOSMOS offers the young play- 
er a panorama of music from medieval 
plainsong to the most modern aleatory 

techniques, employing tonal and atonal 
music, whole tone and pentatonic scales, 
modes, bitonality, serial techniques and 
free dissonance. It circumvents the use of 
material from the already overabundant 

  

195 Allwood Road 

  

GUITARCOSMOS 
A 3-volume series of progressive guitar pieces for the young player 

by Reginald Smith Brindle. /ntroduction by Julian Bream. 

Book 2 (75 A11388) 

  

GUITARCOSMOS is available now from your favorite dealer. 

Write Dept. GIT for complete descriptive brochure. 

EUROPEAN AMERICAN MUSIC DISTRIBUTORS CORPORATION 

European 
American 

  

Book 3 (75 A11389) $9.00 each 

repertoire of the classical-romantic epoch. 

The music seems to come from the in- 
strument itself and its diversity of forms, 
expressive content, fastidious sound tex- 
tures and overall interest brilliantly serve 
both the didactic and performance needs 
of the young player. 

Clifton, New Jersey 07012 

     
Price: $12.95 plus 95¢ postage 

Sole Distributor: Antigua Casa Sherry-Brener, Inc., 

3145 W. 63rd St., Chicago, Illinois 60629 (312)737-1711   

Antigua Guitar Blanket 
Eindorsed by Manuel Lopez Ramos 

The AGB protects your GUITAR against 

body perspiration. 

The AGB protects the shiny varnish of 

your GUITAR against possible damages 

caused by rings, cufflinks or other pieces 
of jewelry or sharp instruments. 

The AGB protects your GUITAR against 

shocks or slight bumping. 
It maintains your GUITAR firmly posi- 

tioned in your legs avoiding it from slipping. 

The AGB helps your arm movements 

along the body of your GUITAR whenever 

wearing short sleeves. 

The AGB totally eliminates the need of 

that most uncomfortable and useless piece 

of cloth that is sometimes used in between 
your guitar and legs. 

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

stand. 
Once the AGB is placed on your guitar it 

can remain there permanently even when 

your GUITAR is put back in its case.     
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CLASSIC GUITAR ARTISTRY 

by 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 

Pm Wrought [ren = 
antigua FIQ@EPESE anticua 

    
  

Adjustable 

to 

3 positions 

Handmade by 

= Spain’s greatest 

Iron Worker 

  

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

Price: $30.00 in U.S.A. 

“56 Available at all leading music stores oR 
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CHRISTOPHER 

PARKENING 
Plays On Angel Records 

“The kind of impeccable musicianship that only greatly talented people achieve at any age.” 

IN THE CLASSIC STYLE S-36019 Bach: Fugue from Violin Sonata No. 1 © Bach: 
Chaconne ¢ Transc. Segovia: Two Renaissance Lute Pieces © Weiss: Preludio ¢ Bach: 
Prelude from Cello Suite No. 1 © Bach: Courante from Cello Suite No. 3 ¢ Bach: 
Prelude for Lute  Tansman: Scherzino from ‘‘Cavatina’’  Tansman: Danza pomposa 
from ‘‘Cavatina’’ 
IN THE SPANISH STYLE S-36020 Albéniz: Leyenda © Villa-Lobos: Etude No. 1 in E 
minor ¢ Villa-Lobos: Prelude No. 2 in E major © Térrega: Estudio brillante * Tarrega: 
Recuerdos de la Alhambra © Torroba: Romance de los pinos * Mudarra: Fantasia No. 
10 © Guerau: Canarios © Sor: Estudio No. 17 in E minor ¢ Sor: Estudio No. 19 in B flat 
major ¢ Sor: Estudio No. 3 in A major © Lauro: Vals venesolano No. 3 © Ponce: Four 
Preludes (1-2-4-6) 
ROMANZA S-36021 Anonymous: Romance © Tarrega: Capricho Arabe © Albéniz: 
Rumores de la Caleta © Castelnuovo-Tedesco: Melancolia * Mompou: Cuna 
Anonymous: Catalonian Song Villa-Lobos: Etude No. 11 © Villa-Lobos: Prelude No. 
1 © Villa-Lobos: Prelude No. 3 © Carcassi: Study No. 19 * Schumann: Andante 
cantabile 

CHRISTOPHER PARKENING 
     

CHRISTOPHER PARKENING | 

    

       
In The Classic Style In The Spanish Style : 

music by BACH - WEISS - TANSMAN MUSIC OF ALBENIZ - VILLA-LOBOS : PONCE | 
whith bo DARRA -LAURO -TORROBA- SOR 

   

  

Christopher Parkening 
ROMAI 

Music of Tarrega, Casteinuova- 
i 

  

$-36020 $-36041 

Christopher Parkening. In the Angel tradition 

of recording the great artists of our time. 

—Henahan, NY Times 

PARKENING PLAYS BACH S-36041 Jesu, Joy of Man’s desiring © Gavotte from Violin 
Sonata No. 6 © Prelude No. 1 from The Well-Tempered Clavier ¢ Prelude No. 6 from 
The Well-Tempered Clavier ¢ Prelude No. 9 from The Well-Tempered Clavier ¢ Sheep 
may safely graze ¢ Prelude & Allegro for Lute ¢ Gavotte 1 & 2 from Cello Suite No. 5¢ 
Gavotte 1 & 2 from Cello Suite No. 6 * Sleepers, Awake 
THE CHRISTOPHER PARKENING ALBUM S-36069 Albéniz: Rumores de la Caleta * 
Tarrega: Capricho Arabe © Villa-Lobos: Etude No. 1 in E Minor * Anonymous: 
Romance © Albéniz: Leyenda ¢ Tarrega: Estudio brillante « Bach: Prelude No. 1 © 
Bach: Prelude No. 6 © Bach: Courante from Cello Suite No. 3 ¢ Bach: Fugue from 
Violin Sonata No. 1 © Bach: Jesu, Joy of Man’s Desiring 
PARKENING AND THE GUITAR S-36053 Scarlatti: Preambulo and Allegro vivo * 
Handel: Sarabande and Variations * Handel: Minuet in D © Visée: Giga © Weiss: 
Passacaglia -Couperin: Les © Satie: G pédie Nos. 1, 2 & 
3 © Debussy: The Girl with the Flaxen Hair © Poulenc: Pastourelle ¢ Ravel: Pavane of 
the Sleeping Beauty ¢ Ravel: Empress of the Pagodas © Traditional: Afro-Cuban 
Lullaby 

  

  

PARKENING 
Ss 

The 
Christopher Parkening 
Album 

Lobos & Bach   

Ravel Satie Poulenc     
$-36053 
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(THEODORE PRESSER CO. d= 
BRYN MAWR, PA. 19010 

GUITAR METHODS 
EL ARTE FLAMENCO DE LA GUITARRA.................. cece eee eee eee Juan Martin 

For the beginner or the professional! Over 100 pages of music in staff notation and tablature. Includes 12 essential 

toques with many falsetas and rasgueados rhythms. Jerry Lobdill in the October 1979 issue of GUITAR & LUTE concludes, 
“The Martin method is by far the best yet and a great bargain at $24.95. | recommend it enthusiastically.”’ 

$24.95 includes 60-minute cassette played by Juan Martin. 

      
        
    
    
    

          

  

WETHER FOr GAN nw cv ee cores a ee Matteo Carcassi 
Carcassi’s well-known work—updated, revised and edited by G. C. Santisteban. English & Spanish texts with annota- 
tions, illustrations and photographs. 116 pp./$4.95 

METHGD FOR THE CLASSIC GUITAR .... «2.5.2... ee ee cece eee Sophocles Papas 
Designed for the beginning guitarist of any age! Now in a newly revised and enlarged edition. 64 pp./$3.95 

THE JGE-PAsG GUIAN MEINOO o.oo sock eek cere vere weesnss yi epueees Joe Pass     
Provides the student with a solid foundation for developing an individual concept of jazz improvisation. 32 pp./$4.95 

SEND FOR FREE GUITAR CATALOG—Dept. 2GAX. 
distributor of 

THEODORE PRESSER CO. chappell music cy 

     
   

  

        
  

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 Quitar 
3177 Peachtree Road, N.E. Atlanta Georgia 30305 

237-8934 233-9106    



  
  

  

m Antigua = 

Castane ts 

& 
Cejillas 
(Spanish Capo) 

Handmade in Spain 

Professional Instruments 

Made of Exotic Woods 

Aged over 50 years. 

  

  

  

Endorsed by Christopher Parkening 

America’s greatest guitar virtuoso 

CONCERT GUITAR STRINGS 
STATISTICS 

Bass Strings: Handwound, Silver-Plated, 
Made in France 

Treble Strings: Diamond caer Precision Nylon 
Made in USA 

  

“Arabesque”’ are the finest 

set of guitar strings I have 

ever tried. 

The treble strings produce a 

clear ringing bell-like tone. 

The bass strings are powerful 

and brilliant in sound. Both 

are extremely responsive to 

the most subtle demands of 

the artist and I am _ using 

them exclusively in my re- 

cordings for Angel. 

I sincerely recommend these 

strings to any guitarist who 

insists upon the utmost from 

his instrument. 
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Guitars 
lassical ant flamenco 

Pandinack in 
Spain 

and Fapan 

Antigua Casa Sherry-Brener offers you... 

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

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

Every guitar at Sherry-Brener is aged at least one 
year. 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. 

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

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

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

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

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

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

instruments. 
It is a well-known fact that virtuoso guitarists 

Christopher Parkening, Michael Lorimer and Douglas 
Niedt grew up playing our guitars. Nearly 100% of 
the touring concert guitarists are playing guitars 
from Sherry-Brener. 

For our catalogue featuring guitars, strings, acces- 
sories, publications, records and luthier supplies send 

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

We also publish Guitarra Magazine, a bi-monthly, 
up-to-date news media featuring a calendar of events 
— where and when the artists are performing . . . 
interesting, in depth interviews with performing 
guitarists . + new music . - publication and 
record reviews. 
Subscriptions: $15.50 per year (foreign: $21.50) 

Back Issues: $2.60 per issue (foreign: $3.60) 

ANTIGUA GASA 

     
OF MADRID 

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

  

     

    
 



  

GUITAR REVIEW 

A luxurious publication 

lavishly illustrated 

with engravings, photographs, 
and drawings by famous graphic artists. 

Each issue an individual entity. 

Considered together, the 45 issues 

e embrace a wide range of subjects illuminated 

by outstanding figures of the guitar world. 

                  

   

            

   

   

        

   
   

Included are scholarly articles on aspects of 

musicology, playing technique, 

instrument construction, the guitar in art, flamenco 

and other folklore music of various parts of the world; 

reviews of new music, books and records. 

Rare musical selections include compositions for guitar solo 

and in combination with voice and other instruments. 

ISSUED SPRING-SUMMER-FALL 

Subscription for 3 issues $13.00 (foreign $14.00) 

Back issues No. 28 through 44 available individually 
at $6.00 a copy ($6.50 foreign) 

  

REPRINT EDITIONS ° 

HANDSOMELY BOUND IN GOLD STAMPED COVERS 

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

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

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

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

descriptive brochures on request: 

GUITAR REVIEW 

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

» 
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Andres Segovia 
Comments on 

GUITARRA Magazine 
“T hope that this fine mag- 
azine (GUITARRA Mag- 
azine) accomplishes its 
artistic purpose — to in- 
crease the love and know- 

ledge of its readers —for 
the beautiful instrument 
which is the guitar.” 

ANDRES SEGOVIA 
1966 Winston-Salem, NC 

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

VLADIMIR BOBRI § 
eee 27; 1978 4   

Julian Bream Proclaims 
GUITARRA Magazine 

“GUITARRA is a truly 
lovely magazine. I wait 
anxiously for each issue, 
it really keeps me inform- 

the guitar world.” 
JULIAN BREAM 

To GUITARRA 
Magazine from Regino 

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

  

_ REGINO 
SAINZ DE LA MAZA 

‘July 21, 1964 

  

  

    

    

ed on the happenings of 

    

February 25, 1964    

    

= Festimonial’s for Guitarra Magazine k 

A Duo Proclamation | 
by Presti and Lagoya 

“We are inspired to see a 
magazine like Guitarra. 
It is nicely written and 
pictured. More _ publica- 
tions should follow in the 
footsteps of GUITARRA 
Magazine.” 

IDA PRESTI and 
ALEXANDRE LAGOYA 

  

          
    
    
      
      

        
           

  

     
   

A Word from Sabicas 
“I, Sabicas, find the 
GUITARRA Magazine in- 
spiring, authentic and in- 
formative. The people 
who publish this mag- 

F azine are dedicated afi- 
B cionados of the guitar. 
So Amigos this is our mag- 

armne 

    

    

    

SABICAS 

  

   

  

Carlos Montoya 
_ Exclaims. . . 

“GUITARRA Magazine 
is the world’s greatest 
‘guitar publication. In fact, 

I consider GUITARRA 
the finest guitar magazine 
of all time. Sincere con- 

_ gratulations.” 
CARLOS MONTOYA 

March 19, 1966 

     
    
      

    
    
      
    
      

    

  

    Veen Serrano Comments 
‘GUITARRA Magazine 

. The cornerstone of 
‘the: guitar world, a phen- 
omenal publication. The 
one true source of.infor- 
mation featuring high- 
lights on every facet of 
the guitar world; past, 
present and tomorrow.” 

JUAN SERRANO 

   

  

  

  

      
             

         

           

          

       

      
        

  

      

  

     
    
    
        
      
     
       

    
    

        
    

        
 



  

  

  
    

     Garcia 1 Aad, Madrid, Spain, April 8, 1784 

| Heitor Villa-Lob s, R Rio de Janeiro, Brazil 

Maurice Ravel, Ciboure, France 

    ‘March 5, 1890 

March ay 1875 

  

Marsal Domingo Prat, Barcelona, Spain 2 eo _ March’ 17: 1886 

e Johann Sebastian Bach, Eisenach, Thuringia ~ ae ~ March 21, 1685 

Béla Barték, Nagyszentmiklds, asoery ees March 25, 1881 

Vincent Indy, Paris, France em _ 8 March 27, 1851. 

"Sir William Walton, Lancashire, Englond March 29, 1902 _ 
Mario Castelnuovo-Tedesco, Florence, Italy pe gee Fae: April 3, 1895, 

Emilio Pujol, Lerida oe So ee April 7, 1886 

    

Portrait FROM nis NUEVO METODO. PARA GUITARRA, PUBLISHED IN Paris AND MADRID 1843 
(Crepits ro THE et TECHNIQUE BY VLADIMIR BosRi 
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