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DEDICATION 

GUITARRA Magazine is dedicated to the 

world’s greatest guitarist, Andrés Segovia. 

Andrés Segovia has given the guitar its bright- 

est hours. After Segovia, and until eternity, no 

one will ever hear the guitar played as we are 

now hearing it played. 

James Sherry, 

January 1, 1966 

  —> 

EDITORIAL ASSOCIATES 

—> <P   

STAFF AUTHORS 
Manuel Barrueco e Manuel Lopez Ramos 

Liona Boyd e¢ Angel Romero 

Evangelos & Lisa ¢« Pepe Romero 

Rey de la Torre 

COLUMNISTS 

Guitar Around the World ...... Suzanne Avery 

Music Andlysia: 2.65% Loris O. Chobanian 

Historical Research ......... Thomas F. Heck 

Practice & Performance . . . . Vincenzo Macaluso 

Lechnique. - 4-55 es Douglas Niedt 

Guitar Workshops we oe Jose Oribe 

REPORTERS-—CRITICS 

Polio: Transchiptions:.<.i4 4 4 Scott Bach 

Concerts. is, 258 is Kathleen Faierson 

Methods & Publications ....... Linda Keilman 

Master Classes. = 22 5 rs Pamela Kimmel 

Recormings. 3 Se Ss Daniel A. Hazard 

Guitar Societies & Associations . . .John Mavreas 

Pre-Gollege Guitar: <2... 3.2.3. .'. Sonia Michelson 

   



  

Table of Contents { July-August ‘80 

Issue No. 39 
e — Gem   

Technique: Chapter VIII 2 
About Exercises 
(For the Intermediate and Advanced Players) 
—Douglas Niedt 

New Committee on Pre-College Curriculum 3 
—Sonia Michelson 

Critics at Large 4 
The Athenian Duo on an Evening of Romance 
—Catherine Lawrence 
Sharon Isbin Performs with Fluidity 
—Daniel Hazard 
Leo Brouwer Makes His Chicago Debut 
—Catherine Lawrence 

Pamel Kimmel in Recital 
—Daniel Hazard 

Viewpoints 8 
Evangelos & Lisa: Athenian Duo 
—Catherine Lawrence 

Historical Research 13 
A Guest Essay by Matanya Ophee 
—Thomas F. Heck 

Sonics For Four Guitars 16 

—Loris O. Chobanian 

Publication Reviews 19 

Callendar of Events 20 

History 22 
The Guitar in the Arts 

—Vidal Benito Revuelta 
translated by Robert Kotas 

Christopher Parkening Kansas City 
Master Class 24 

Winners of S.A.M. Guitar Competition 25 

  

  

  

  

   
  

Loris O. Chobanian p. 16 

  

    
  
    Sharon Isbin p.6 a vw



    

Chapter VIII 

  

  

  

  

  

About E:xercises   

  

— For the Intermediate & Advanced Players — 

Last month we discussed exercises that develop 

particular techniques that are important to good 

performance, but so basic in their makeup that it 

is best to practice the techniques as ends in them- 

selves, away from a musical context so one can 

give the mastery of these techniques one’s full 

concentration. This month I would like to intro- 

duce another example of this type of basic exer- 

cise, this time for the right hand to achieve in- 

dependence between m and a and strengthen the 

a finger itself. As in last month’s article, these 

comments are addressed to the intermediate and 

advanced student. 

Many students come to me complaining of an 

inability to play arpeggios or the tremolo evenly 

and fast. These are students who play well over- 

any bass 
string 
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all and have mastered basics like correct hand 

positioning and finger movements. Almost al- 

ways, their problems with arpeggio and tremolo 

speed and evenness stem from a lack of indepen- 

dence between m and a and a lack of strength in 

the a finger. Just try alternating « and m free 

stroke on the first string and then m and a as 

fast as you can. Most players find they have 

markedly better coordination and speed with 7 

and m than with m anda. The finger movements 

between m anda, being slower and more sluggish 

than those between 7 and m, are what disrupt 

what would otherwise be smooth, fast arpeggios 

or tremolos involving i, m, and a. 

To correct this problem I recommend the 

practice of the following arpeggio patterns: 

any bass 
string 
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M.M. = 160 (quarter note) 

These patterns can also be practiced on other 

combinations of strings and with any suitable 

chord progressions. Start slowly and eventually 

work up to M.M. = 160 for a quarter note (each 
note in the pattern is a sixteenth). Be sure to start 
each day with a slow, controlled tempo working 

your way up to the fastest tempo at which you still 

maintain evenness. This may take anywhere from 

ten to thirty minutes. Keep track of your fastest 

tempo and try to better it each day or week. 
These patterns may also be practiced on a 

delightful piece called El Abejorro (The Bumble- 

bee) by Emilio Pujol. But if you try this piece, 

do not let the left hand mechanics distract your 

concentration from your right hand, Incidentally, 

Pujol has indicated the pattern pimi on the music. 

To play this piece not as an exercise as we are 

discussing, but as a concert etude, piam is the 

fastest, most dazzling pattern to use. 

You may also find the following exercises use- 

ful for right hand finger independence, particu- 

larly between m anda.
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After a month of practicing these ma indepen- 

dence and a strengthening exercises everyday, 

you will notice a marked improvement in the 

evenness and speed of your arpeggios and trem- 

olos along with a more relaxed right hand as you 

will no longer have to struggle so much to play fast 

But it will be necessary to continue practicing the 

exercises nearly everyday to maintain this newly 

gained evenness and flexibility. 

I am reminded of a comment in the New York 

Times Magazine about the great pianist Vladimir 

Horowitz who believed the development of the 

fifth finger (little finger) was essential in playing 
melodies effectively. It was noted that “Horowitz, 

who was born in 1904, had worked all his life at 

strengthening his hands—especially his fifth 

finger . .” For us guitarists, the pianist’s right 

hand fifth finger is our a finger. 

Douglas Niedt is a concert artist and Chairman of the Guitar Department 

of the Conservatory of Music, University of Missouri at Kansas City. 

New Commitee on Pre-College Curriculum 
During the American String Teachers Associ- 

ation (ASTA) Symposium in October 1979 at 
Lubbock, Texas a new standing committee was 

formed. Members of the committee which will 

deal with pre-college curriculum, are: Sonia 

Michelson (Music Arts School, Chicago), Margaret 
Mistak (Northwestern University, Evanston), Peter 

Miller (James Madison University, Virginia) and 
Douglas Smith (University of Minnesota). 

The purpose of the committee will be to define 

and help implement a basic guitar curriculum for 

all areas of pre-college instruction. 

During the next two years members of the 

committee will concentrate on developing a basic 

curriculum for both public schools and private 

studio and arts schools that deal with the pre- 

college student. Goals and objectives for each 

level of instruction will be suggested. Materials 

available for use in each area will be listed and 

graded. 

In addition, the committee hopes to develop 

workshop sessions on specific topics which would 

be available for presentation to both local and 

national organizations. 

Sonia Michelson, Chicago



  
  

  

The Athenian Duo on an Evening of Romance 

Duo performance requires a genuine commit- 

ment and dedication. Each partner must always 

be intrinsically in-tune with the other. Evangelos 

and Lisa, the Athenian Duo, were precisely that, 

in their Chicago performance, March 14 at North- 

eastern Illinois University. One never sensed any 

competition between the two performers, for 

their main concern was in the interpretation of 

the music as a unit, and in conveying it to their 

audience. The small number in attendance caused 

by poor publicity generated some disappoint- 

ment, but in no way did it interfere with the 

artists’ excellence. 

The program was interesting, challenging and 

unique. Beginning with Bach’s French Suite No. 

3, the Duo immediately captured our fascination. 

Inspite of the poor tuning, they demonstrated 

good balance, precise rhythm, refined technique, 

and most of all, beautiful tone. The interpreta- 

tion was carefully thought out and liberties were 

not taken to excess. Perhaps slightly stronger 

resolutions would have given more substance to 

these pieces. 

A Largo and Rondo by Carulli followed. The 

playful and imitative character was brought out 

effectively, but the problems with tuning remain- 

ed until the Two Waltzes by Chopin, which proved 
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to be much more successful. 

Last before intermission was a climatic Fan- 
dango by P. A. Soler, which set the pace for the 

rest of the program. Here, Evangelos and Lisa 

used all dynamic and tonal ranges of the guitar. 

Excitement spread as the mesh of motives inter- 

exchanged between the two guitars. 

Barcarole, a beautifully sensitive piece by 

Tschaikovsky, was first after the pause and was 

followed by an English Suite (No. 2) by Duarte. 

Most enjoyable were the last four pieces on 

the program, Spanish Dances Nos. 2 and 11 by 

Grandos and Serenata Andaluza and Spanish 

Dance No. 1 (La Vita Breve) by de Falla. Evangelos 
and Lisa seemed to have a warm affection for the 

music of Spain. For an encore they included 

another Spanish piece, Cadiz by Albeniz, which 

led to a standing ovation. 

With the sensitivity and communication of 

two guitars, Evangelos and Lisa gave us the most 

romantic interlude of the guitar season. Let us 

hope that a little more support next year will 

bring the Athenian Duo the praise and exposure 

they deserve. 

Catherine Lawrence 

Editor, Guitarra Magazine



    

Sharon Isbin Ferforms with Fluidity 

In an ever continuing series of local talent and 

up-and-coming new artists from around the world, 

the Mid-America Guitar Society presented Sharon 

Isbin in a Sunday afternoon recital (May 11th) at 
Mundelein College. Having received much pub- 

licity in the past few months, including a feature 

article in the May issue of Guitar Player Magazine, 

there was a fairly good size audience present to 

hear this young artist’s first Chicago performance. 

She began with Spanish Dance No. 5 by Enrique 

Granados. Her. composure and command of the 

instrument were soon apparent to all. The only 

shortcoming apparent within an otherwise well 

interpreted piece was a lack of warmth and inten- 

sity in the melodic line. This could have been 

easily remedied with a bit more flesh of the fin- 

gertips and a bit more intensity in the melodic 

rest stroke—elements so common in the master- 

ful interpretations of Segovia. 
The following Etudes (No. 8 and 11) by Villa- 

Lobos were much more suited to her technique. 

They were both well played, capturing the beauty 

and bravura that often eludes other interpreters. 
It is always interesting to hear a new transcrip- 

tion for guitar even when other fine versions 

exist, and there was no exception in the mar- 

velous transcriptions which followed. First the 

Lute Suite in e minor and then the Lute Suite in 

a minor both by J. S. Bach. Sharon has collabor- 

ated with pianist/harpsichordist Rosalyn Tureck 

in these transcriptions which use open strings and 

single lines on several strings to achieve an over- 

lapping quality of sound and fluidity in lines. 

There is also a good deal of ornamentation, parti- 

  

cularly during the repeated sections. As for the 

playing of these works, Sharon definitely has the 

freedom of movement, accuracy, and dexterity 

necessary in such demanding pieces. However, 

her technique was somewhat noisy in the faster 
movements, particularly when a more intense 

volume wasrequired. She appearedpoised through- 

out. Her phrasing was well breathed; and the 

ormamentation was an exciting change from the 

usual unadorned versions. Some of the move- 

ments were a little too fast for my taste, but all 

in all a very impressive performance. 

A contemporary piece by Bruce MacCombie 

was next. Entitled Nightshade Rounds, it was 

written in 1979 for Sharon Isbin. This single- 

movement piece reminded me of a modern day 

Villa-Lobos etude described best as a slow meta- 
morphosis from stasis to motion or motion to 
stasis. It seemed a little repetitious, but was per- 

formed superbly. 

Sharon closed the program with the beautiful 

Sevilla by Isaac Albeniz. I felt much the same 

about her playing here asI did on her earlier per- 

formance of Spanish Dance No. 5. While all the 

bravura was there, the missing element was the 

romantic quality so necessary in such Spanish 

works. 

Isbin is obviously an exciting, talented, young 

artist with many assets in her favor. Her weakest 

point is her tone, while her stronger points are 

her freedom of movement and composure. 

She was called upon to play two encores by a 

very receptive audience. 

Daniel A. Hazard 
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Leo Brouwer Makes Chicago Debut 
Leo Brouwer, known to most guitarists as one 

of today’s more prominent classical guitar com- 

posers, made his Chicago debut on Tuesday, 

April 22 at Pick-Staiger Hall. It would only seem 
natural for a performer to have enough knowledge 

of music to create a fine composition, and con- 

versely, for a composer to have enough know- 

ledge to demonstrate a fine performance. But, 

because one rarely observes such immense talent, 

it is often doubted that both professions could 

be rendered with equal proficiency. 

Leo Brouwer, a rare talent, proved otherwise. 

His performance was a total inspiration. The 

program consisted of many pieces which were 

unfamiliar to us, preserving much interest of the 

audience. Although most were of the 20th cen- 

tury, Brouwer demonstrated his understanding of 

older music just as well. Conquering all the tech- 
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nical difficulties of the guitar, he displayed purity 

of tone, rhythmic precision, and complete con- 

trol of phrasing. 

Opposing the usual tendency to set a program 

in chronological order, Brouwer began with a 

Sonata written in 1948 by J. Ardevol. The Sonata 
is divided into three movements, a Prelude of 

four sections, a Theme and three Variations, and 

a Dance. His ability to create so many variances 

in color made the guitar seem non-existent. 

Following the Sonata came some variations on 

the D minor Suite by Robert De Visee. This 

Suite is one which nearly everyone has heard be- 

fore, but never has it been played with such elab- 

orate ornamentation. The variations further exem- 

plified his ability to write counterpuntal music. 

Next came Five Sonatas by D. Scarlatti. To 

transcend the instrument is the greatest task of 

the musician. In these Sonatas, if one closed his 

eyes, he could hear a harpsichord playing in 

place of the guitar. 

Following intermission, Brouwer himself trans- 

formed into a dancer playing Three Ballet Pieces 

by the Spanish composer Manuel de Falla, namely, 

Pantomine, from The Bewitched Love, Cor- 

regidor’s Dance, and Farruca, from The Three 

Cornered Hat. The twisting and bending of one 

phrase into another with such grace and control 

was incredible. Essential to the festive nature of 

this music were splashes of color, rhythmic drive 
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and dynamic intensity. A few small technical 

problems were hardly noticable. 

The remainder of the program was exclusively 

“Brouwer playing Brouwer.’”’ The scores were 

used during the performance of these pieces for, 

as he said humorously, “I have not memorized 

my own music.” Three Sketches for guitar 
written in 1958-1959 were derived from his own 

compositions, Hommage to Falla, a Wind Quintet, 

and On a Bulgarian Folksong. 

More impressive and more of what we expected 

of the writing of Leo Brouwer, was La Epiral 

Eterna written in 1970. The recurring rapid flut- 

ter and close dissonances produced an insect-like 

effect. Other characteristics of the piece were 

  

Pamela Kimmel in Recital 

On Friday evening, April 11, the Chicago 

Musical College of Roosevelt University presented 

its ninety-third program of the season. This was a 

special concert featuring faculty member Pamela 

Kimmel, Assistant Professor and head of C.M.C.’s 

guitar department. 

As the lights dimmed on a capacity audience 

in Curtiss Hall, Pamela graced the stage and made 

final adjustments in preparation of a very inter- 
esting and challenging program. 

She began with a group of three selected pieces 

by Fernando Sor: Minuet, Opus 11; Andante, 

Opus 45; and Study No. 20 (Segovia Collection). 
Each of these pieces possessed all the grace, finish, 

and charm that one could desire from such musi- 

cal ‘gems.’ The lighter mood also provided a good 

contrast with the more serious nature of Bach’s 

Suite in E minor, BWV 996, which followed. 

With this Suite, one of the more extensive among 

the Suites presumably written for the lute, Pamela 

assured the audience of her confidence and solid 

execution within the first few measures of the 

Praeludium. What followed was a fine interpreta- 
tion with flowing lines, long phrases, and a con- 

sistently beautiful tone. A bit more ‘intensity’ 

throughout was the only amelioration I felt neces- 

sary. Nevertheless, she received two stage calls 

after the climatic Gigue. 
Following a brief intermission we moved from 

  

large accents, snapping strings, and percussive 

sounds created by tapping the fingers of both 

hands on the strings near the fingerboard. 

Last on the program were Three Argentinian 

Pieces; a somewhat melodious Dance from El 

Altiplano, a Love Song and Variations ona Tango 

by Piazzola. Brouwer returned to the stage for 
two encores, 

Leo Brouwer’s debut performance was, for 

some, a surprise. For others, it was undefinable. 

Most, however, would agree that Leo Brouwer’s 

performance last night represented the work of 

and innovative artist and a superb musician. 

Catherine Lawrence 

Editor, Guitarra Magazine 

  

the 18th century into the 20th century with 

Quatre Pieces Breves by Frank Martin. Though 

quite contemporary, these pieces showed a defin- 

ite revival of interest in early music, not as an 

antiquarian study, but as a creative source for the 

composer. There was no doubt that Pamela’s 

performance on these works highlighted the 

evening. 

For those who were interested in rapid scales, 

arpeggios, blocked chords, trills, etc., the next set 

of Etudes by Villa-Lobos left all the technicians 

thrilled. Going beyond the mere technical diffi- 

culties Pamela offered the listener a wide range 

of dynamics, tone colors, and nuances. While 
Etude No. 1 is commonly played it was refresh- 

ing to hear the less common Etudes No. 4, 9, and 

2. 
Not forgetting the ‘Romantics at heart’ and 

the mainstay of most classical guitar recitals, 

Pamela ended the evening with the beautiful 

Sonatina by Morena-Torroba. Despite a couple of 

hesitations in the beginning Allegro, she seemed 

most at home with this work. As she caressed 

each note of the Andante casting a spell over the 

audience, it was clear to everyone there why Miss 

Kimmel has such an outstanding reputation as 

teacher and performer. The Allegro was icing on 

the cake as the program came to an end. Bravo! 

Daniel A. Hazard
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EVANGELOS & LISA: ATHENIAN DUO 

high estimation of the public as they have conquered 

mine,” says Andres Segovia about this classical guitar 

duo from Greece. Since they began international tours in 

1967, Evangelos and Lisa have played concerts in 

England, France, Spain, Italy, Belgium, Germany, 

Holland, Ireland and eastern Europe. They currently are 

beginning their seventh U.S. and Canadian tour. They 

began their studies in 1953 at the National Conservatory 

of Athens. After receiving first prizes, they shared the 

first two prizes in the International Competition in 

Naples, Italy, in 1960. After becoming professors of the 

guitar at Athen’s National Conservatory in 1962, they 

became a performing duo in 1963 and a legal duo in| 

1965 upon their marriage. Evangelos and Lisa studied 

with Presti-Lagoya Duo in France and with Andres 

Segovia in Spain, and have had several works written for 

them by Castelnuovo-Tedesco and others. 

Time: March 15, 1980 
Place: Office of Guitarra Magazine 

The interview was bi-lingual with Evangelos 

interpreting the questions to Lisa. The response 

to the questions by Evangelos is expressing 

Lisa’s viewpoints as well as his own. 
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How did each of you start playing the guitar 

before you became a duo? 

Evangelos: 

We began studying the guitar in 1953 at the 

National Conservatory of Athens. After finish- 

ing the Conservatory in 1960, we both entered 

the International Competition in Naples, 

Italy. Lisa won the first prize and I won the 

second prize. In 1961, we heard Presti and 

Lagoya in concert in Greece. We were very 

impressed with their playing and proceeded to 

study with them in Nice at the Academy Con- 

servatory of France for three seasons. Because 

of their influence, we decided ourselves to 

make a duo in 1963. At the beginning of our 

concert career, we were playing both solo and 

duo pieces in our performances. Later, we de- 
cided that it was better to have a serious pro- 

gram of only duo pieces. 

Catherine: 

Do you have any duo students yourselves? 

Evangelos: 

No, because it is very difficult to find a duo 

that is striving for excellence. The partners 

 



  

must be very close, like brothers or sisters, or 

a married couple. This is very important. 

Catherine: 

Do you have any suggestions for beginner duo 

performers? 

Evangelos: 

I would first say that they must be able to 

play very well as soloists and then, form a 
duo. I don’t mean to say that guitarists who 

are not good soloists should not try to play 

duo pieces. On the contrary, it is very benefi- 

cial. But, speaking about a career, I would sug- 

gest that they be very good as soloists first. 

Catherine: 

How would a duo begin a piece for the first 

time? 

Evangelos: 

Each should play separately at the beginning 

and then see how the piece works together. 

Talk about how the piece sounds and perhaps 

change some of the voices. It is not always 

necessary to only play the part that is desig- 

nated in the music. Sometimes it may be more 

effective if the parts were switched tempor- 

arily. For instance, I would never suggest that 

the first guitar should only play the melody, 

and the second guitar, only play the bass or 

accompanyment. They should always inter- 

mingle. 

Catherine: 

I spoke to Alexandre Lagoya about the im- 

portance of tonal balance. How do you feel 

about this? 

Evangelos: 

Balance is another important element. Duos 

have more problems to deal with than solo 

guitarists. You must hear what the other one 

is doing and try to achieve a singular tone. 

If the other guitarist plays something you 

must answer to, you must have the same tone 

quality and, also, the same expression. 

Catherine: 

What types of music work best? Do you pre- 

fer any particular period or style of music? 

Evangelos: 

No. I would not say that I have a preference. 

A good musician, I feel, should play all kinds 

of music. For instance, when you play Bach, 

 



  

you develop your musical instinct for playing 

other types of music, say, contemporary music. 

And, conversely, playing contemporary music 

will enrich your knowledge of playing Bach. 

I do not agree with those who limit themselves 

to one style of music. 

Catherine: 

Do you feel that computer music has influ- 
enced musicians to be less sensitive or emo- 

tional in their performance? 

Evangelos: 

No. I feel that it is just another style which 

will enrich their musical feelings. There are so 

many more sounds. What else could it do but 
enlarge their musicianship. 

Catherine: 

Do you play any modern works? 

Evangelos: 

Yes. Four years ago in this country, we did a 

full program of contemporary music, but I do 

not think they appreciated it very much. So, 

this year, we had more romantic music and 

people were more accepting. 

Catherine: 

Most consider guitar a romantic instrument 

and prefer to hear romantic music played on 

it. 

Evangelos: 

Yes, that is true. Also, because the guitar 

originates in Spain, 60% of our repertoire for 

guitar’ is Spanish. There are many, many 

Spanish composers; Sor, Aguado, Tarrega, 

Albéniz, de Falla, Granados, Torroba, Rodrigo. 

We cannot separate the guitar from Spain. 

Spain is the country which has developed the 

guitar, so you cannot refuse to play Spanish 

music. 

Catherine: 

Have you played any ensemble music with 

other instruments? 

Evangelos: 

Yes, with orchestra. There are not very many 

pieces written for two guitars and orchestra. 

But you can always transcribe the music of 
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Bach, Vivaldi or Haydn. 

Catherine: 

What instruments transcribe most easily to 

guitar? 

Evangelos: 

Harpsichord, because of the use of two hands. 

One guitarist can play the part of the left 

‘hand while the other, the right hand, But, the 
important thing is how the music sounds on 

the guitar. 

Catherine: 

In a duo, what happens when either guitarist 

has a memory slip or makes a mistake? 

Evangelos: 

Well, this is a problem because as a soloist, 

you are the one in control. If you feel ner- 

vous in a concert, you can play the piece 

slower. But, as a duo, playing without music, 

if one makes a mistake, the other must react 

at the exact same time. It is really very diffi- 

cult. 

Catherine: 

How do you prepare for a concert before a 

tour? 

Evangelos: 

In the summer time every year, we prepare 

the program we are going to present in the 

tour. We work separately and together for 

about the same amount of time, Towards the 

end, we work more together. 

Catherine: 

Is there such a thing as exercises for duos to 

practice together? 

Evangelos: 

No. When we get together to practice a piece, 

we concentrate on ensemble, tone and phras- 

ing from the very first moment. We tell each 

other our ideas. If Lisa plays a certain way, I 

try to answer with the same style and the 

same phrasing. 

Catherine: 

Do you feel there is value in large ensemble 

work for student guitarists to gain knowledge 

 



  

of phrasing, styles of different periods, and 
also, to play under a conductor? Guitarists 

do not normally have the opportunity to do 

that. 

Evangelos: 

Yes, for guitarists out of the general music 

field, this is a problem. You can find very 
fine guitarists who have tremendous skill, 

but they have no sense of rhythm. They 

don’t understand music as well as performers 

of the piano or violin. This is because the op- 

portunities for guitarists to play with groups 
or with orchestra are few. And I feel that it 

is an international problem. Everywhere 

guitarists try to imitate another guitarist that 

they hear on a record rather than learning 

from original pieces by for instance, Bach on 

harpsichord. This is very bad. They lack a 

development of a good sense of phrasing or 

even rhythm. 

Catherine: 

There is a lot of criticism of Segovia because 

he plays very romantically, with a lot of 

rubato and he takes a lot of liberties. Students 

try to copy him but never really learn them- 

selves about the structure of the piece. 

Evangelos: 

Yes. However, I do not blame Segovia for 

playing the way he does. He is from a differ- 

ent era as Rubinstein or Pablo Casals. They 

all expressed music in the style of their time. 

Now, interpretation of music has changed. 

Maybe in 50 years people will come to us 

and ask why we interprete music this way. I 

think Segovia has even changed his views on 

interpretation from the way he played years 

ago. If you play Bach in a non-romantic 

style, he will not criticize. 

Catherine: 

So, a student who picks up a record of Segovia 

that was recorded thirty years ago and trys to 

copy it, never really understands the makeup 

of the piece. 

Evangelos: 

Yes. I think it is a very bad mistake to imitate 

a great artist. 

Catherine: 

Is there much interest in the guitar in Greece? 

  

   
Lisa and Evangelos exclaiming the uprising 

of classical guitar throughout the world. 

  

Evangelos: 

Yes, very much. I would say there are thou- 

sands of college students who study the classi- 

cal guitar. 

Catherine: 

How does this compare with other countries 

such as the United States or Spain? 

Evangelos: 

I do not know what is happening in the con- 

servatories in this country, but I would think 
it is similar. In western Europe, there is a 

great uprising in the classical guitar, much 

more than any other time. I have read in a 

French newspaper that, statiscally, every 

year one million guitars are sold in Europe 

and one million in the United States. These, 

though, are not necessarily classical guitars. 

Catherine: 

What Greek composers are there for guitar? 

Evangelos: 

Well, we have some contemporary composers 

of international fame; Ianie Xenakis, Th. An- 

tonio, D. Dragatakis, Mikis Theodorakie, 

Manos Hatzidakis. 

Catherine: 

The Spanish composers such as Granados and 

de Falla were very influenced by folk melodies 

11



  

of Spain. Does this pertain to the music of 

Greek composers as well? 

Evangelos: 

Yes. They were influenced by Bizantine 

music of the Greek tradition. Every part of 

Greece has original popular music and com- 

posers are influenced by the music of these 

regions, 

Catherine: 

Does the music of each region have a distinc- 
tive quality? 

Evangelos: 

Yes. They have different styles. 

Catherine: 

In your master classes, what do you em- 

phasize mostly—technique or interpretation? 

Evangelos: 

Both. You cannot have a good interpretation 

without having a good technique. So, if some- 

one has trouble in technique, we talk about 

that first. Interpretation, I feel, comes after- 

wards. You cannot be successful in interpreta- 

tion if you are thinking if the slur is clear or 

the barred chord is full. You must be out of 

all these problems and feel very free to make 

the interpretation. 

Catherine: 

I noticed in your concert, the most significant 

aspect was your beautiful sound. You both 

studied with Presti & Lagoya. Do you use 

their technique of playing on the right side of 

the nail? 

Evangelos: 

12 

We play on both sides. The question of tone 

is not so much what side of the nail you play 

on. Tone is something personal. If it was so 

simple, everyone would have a very good tone. 

It is not using the right side, but how you use 

the right side that produces the good tone. 

Often one will play on the right side and 
achieve bad results. You, personally, must 

hear the difference. If you don’t hear, nobody 

can help you. In our master classes, we tell 

the pupils to listen to themselves and be aware 

of what they are doing. Sometimes they will 

play a phrase in which half of the notes are 

very good and the other half are very bad. 

For the first time they hear the difference. 

Catherine: 

Someone once approached me and asked what 

a beautiful sound is. How could you demon- 
strate the meaning of beautiful sound? 

Evangelos: 

To show what is a beautiful tone, we exag- 

gerate. We play avery scratchy tone and ask if 

it is a good or bad tone. This is a bad tone. So, 

try to make the tone as warm, as deep, as 

pleasing as possible. Try to give the guitar a 

real tone, the tone of emotion. Beauty is uni- 

versal. Even with other instruments such as 

the violin. If the tone is good, it is internation- 

ally good. Segovia was famous because of his 
sound. Nobody in the world would say Segovia 

does not have a good tone. Nobody. I was 
very influenced by Ida Presti. And if we de- 
cided to change to the right side of the nail 

it was because I heard tone that was so beauti- 

ful. We wanted to play like her. There is no 

objection about that. There is no question 

about whether a scratchy tone is good or bad. 

It is a bad tone. For the piano or other 

similar instrument, it is not so much the play- 

er that creates the sound but the machine. 

With guitar you must have a good tone. For 

piano, it is the machine that makes the tone, 

say 70% the machine and 30% the player, but 

with guitar, it is 100% the player. You are the 

creator of tone. You have tone in your eight 
fingers. 

Catherine: 

That is what makes the guitar so unique. It is 

the most human instrument there is. You can 

control so many things; the color, volume, the 

variations of tone, vibrato, and dynamics. 

Evangelos: 

Yes. That is why I think the guitar is the most 

difficult instrument. There is nothing between 

the fingers and the heart. 

Catherine: 

Thank you for your valuable time and most 

inspiring company. We wish you both added 

success and a very safe trip home to Greece. 
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    By Thomas Heck 

A Guest Essay by (Matanya Ophee 

[Columnist’s note: Mr. Ophee has been examin- 
ing the history of the Spanish guitar for several 

years in connection with his experiments to re- 

vive in some useful way the tripodion of Dionisio 

Aguado. He has prepared this essay partly at the 

instigation of a “‘qualified’’ question that appear- 

ed in my first article on mysteries in the history 

of the guitar (Guitarra, Mar.-Apr. 1980, p. 3): 

. . . 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? 

While not an effort to deal with this question 

directly, Mr. Ophee’s essay does attempt to de- 
bunk some common assumptions that have 

crept into the literature about the place of 

Torres in the panorama of the guitar in 19th c. 
Spain. — T. H.] 

  

In the course of historical research relating to 

Dionisio Aguado and his tripod, I have come 

across information which begs to question our 

accepted ideas about Francisco Torres. These 

‘ 

ideas can be summarized as follows in the words 

of Harvey Turnbull (ex The Guitar from the 
Renaissance to the Present Day [London, 1974], 
pol?): 

. His [Torres’] most important contribution was the extension of the fan- 
strutting system, but he also established the vibrating length of the strings at a 

constant 65 cm. and increased the size of the body. Since the time of Torres 

it has also become standard practice to make the fingerboard at least 5 cm. 

wide at the nut. The fingerboards of early nineteenth-century guitars were 

quite narrow, as were those of five-course guitars, in spite of the double strings, 

which might seem to guarantee adequate width. . . it was not until the second 

half of the 19th century that larger guitars appeared. . . . 
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The question of scale length can be settled as 

follows: In his very first guitar method, the 

Escuela de Guitarra of 1825 (copy: Chicago, 
Newberry Library), Dionisio Aguado states that 
he prefers guitars which have a scale length of 27 

pulgadas (Paragraph 232, p. 27). 
In trying to determine the precise measure- 

ment of the Pulgada in 1825, I have found, with 

the help of Dr. Heck, a copy of J. H. Alexander’s 

Universal Dictionary of Weights and Measures, 
Ancient and Modern (New York: D. Van Nostrand, 

1867. Copy in the General Library, Ohio State 

University). It appears that prior to the introduc- 

tion of the metric system to Spain in 1840, there 

were three different units of measurement in 

use in Spain which were called ‘‘Pulgada.” How- 

ever, Alexander states, the Castilian Pulgada was 

used for legal purposes throughout the country. 

Since Aguado lived in Madrid, the administra- 

tive and political capital, it seems safe to’ assume 

that this is the unit of measurement he is referring 

to. The Castilian Pulgada was equal to .9132 of 
an American inch, which makes Aguado’s scale 

length equal to 24.66 in., or 627 mm. Further: in 

the second edition of the same book, translated 

into French by Francois de Fossa and published 

in Paris in the following year, 1826, the translator 

states in reference to this same paragraph, that 

27 Pulgadas are equal to 623mm. (Copy in the 
Library of Congress and in the private collection 

of Dr. Brian Jeffery.) The discrepancy of 4mm 

can be explained in several ways, but it matters 

not: both measurements are still smaller than 

Torres’ 650mm. 

However, in the very next paragraph in the 

Escuela, (#233) Aguado states: ‘‘En las guitarras 
de mas tiro que el referido, las cuerdas, por 

buenas que sean, se rompen antes de subir a su 

debido tono, y por lo mismo, hay necesidad de 

mantenerlas bajas con perjuicio de la brillantez.”’ 

(In guitars of a longer scale length than that to 

which I refer, the strings, however good that they 

may be, will break prior to reaching their proper 

pitch, and for that same [reason] there is a 
necessity of maintaining them lower [lower ten- 

sion!] with a corresponding decrease in bril- 

lancy.) (My translation.) 
Which means in plain language, that in 1825, 

according to Aguado’s testimony, there were 

guitars in existence, the scale length of which was 

longer than his own 627mm. Since the difference 

between 650mm and 627mm, amount to no 

more than 3.5%, it does not require any super- 
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human powers of deduction to accept the notion 

that these larger guitars could not have been 

much different than the 650mm scale length we 

always associate with Torres. (More on scale 
length below.) 

The question of the Torres profile does not 

lend itself to easy bibliographical analysis. There 

is no question that the guitar which is depicted 

in Aguado’s hands in his Nuevo Méthodo of 1843 

(reproduced on back cover of March-April, 1980, 
Guitarra) is indeed narrow bodied, The fact that 

this picture comes to us from a book which was 

published a good ten to fifteen years before the 

emergence of Torres as a known luthier, tends to 

underline the marked difference between its 

profile and the familiar wide profile of Torres. 

However, we should not forget that this etching 

is NOT a photograph. How much artistic license 

has been taken with it can be seen by any one 

who bothers to examine the fretting design. Up 

to the octave the spaces do get somewhat smaller, 

although not in semitones, but further on, the 

spaces get larger! Aguado was not exactly happy 

with the graphic work done for him for this book, 

and he actually says so! (Footnote to paragraph 

#63.) 
But we do know that narrow bodied guitars 

did exist. The examples of Panormo and Lacote 

are only too well known. Curiously enough, 

when Aguado invented his famous Tripod and 

first publicized it in his Nouvelle Méthode de 

Guitare, Op of 1835, he used as a trade mark 

a graphic design of a guitar mounted on a Tripod 

(illustrated on opposite page) which appeared on 

the title page of Nouvelle Méthode, and on every 

single publication by Aguado until his death in 

1849. 

There is no question that with slight variations, 

this profile is practically identical to the profile 

we have come to associate with the name Torres. 

The question of the strutting, can best be re- 

solved by a physical examination of the guitar in 

question. I do not recall coming across any in- 

formation on such examination done to guitars 

left behind by Aguado, if any. At any rate, the 

book Guitars ..., by Tom and Mary-Anne Evans, 
gives precise details of several guitars which date 

from the late 18th century. One of these, the 

1783 Benedit six-course guitar, had a scale length 

of 656mm, (!), and alimited form of fan strutting. 
The guitar had been used as a single strung in- 

strument, with no structural changes. No measure- 

ment is given of the width of the fingerboard, 

 



  

  
but it is not hard to imagine that the fingerboard 

width required to accommodate twelve strings in 

six courses, could not be any different than the 

width we are all accustomed to. The other |sig- 

nificant instrument described by the Evanses, 

is the Pages six-course guitar of 1792. This in- 

strument also had a scale length of 655mm, (!) 
and already employed an advanced system of fan 

strutting using the same number of struts as 

Torres. In the words of the Evanses: “Spanish 

guitars of the late 18th century prove that 

Torres did not conjure the modern guitar out of 

Courtesy of Guitar Review 39 

this air: his work was, rather, the culmination of 

a long process of development.” (Tom and Mary- 

Anne Evans, Guitars: Music, History, Construc- 

tion and Players from the Renaissance to Rock 

[London, 1977] p. 44) In other words, the genius 
of Torres does not lie in the invention of any 

new devices or designs. There was nothing revolu- 

tionary about him. He simply made a better 

guitar, by using the best ideas he could garner 

from his predecessors. 

Matanya Ophee 

Boston, Massachusetts 
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NIC 
FOR FOUR 
CUITARS 
By Loris O Chobanian   

Loris O. Chobanian combines his abilities as a successful composer of symphonic works, with an in- 

timate knowledge of the guitar through extensive experience in concerts and on TV. One of his major 

works is Concerto for Guitar and Orchestra. His most recent composition Five Pieces for Guitar (1. Caccia, 

2. Ballata, C. Sonaglio, 4. Canzona, 5. Presto), written in the form of concert etudes, is published by 

Doberman of Canada. Sonics for Four Guitars is available from Belwin-Mills. 

In the series ‘(Common Problems for Guitar- 

ists’’ (Guitarra Magazine, Sept/Oct. 1979), the 
guitarist’s desperate need for new and original 

repertoire was discussed and a strong case was: 

made for the creation of new music for the guitar, 

especially music for guitar ensemble. It was with 

this awareness that the writing of Sonics for Four 
Guitars was undertaken and was realized with 

the support of a grant from the Cleveland Area 

Arts Council. In order to minimize the restrictive 

properties of the instrument, several of the 

guitar’s limitations had to be given special con- 

sideration. The guitar’s inability to project in a 

large concert hall was one such major concern. 

Sharply resonant sounds, therefore, were to be 

added to the constructive structural material. 

Most of the available guitar ensemble music 

is transcribed from music of earlier periods. 
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There is very little that is rhythmically challeng- 

ing. Yet guitarists have an extraordinary need to 

be exposed to more complex rhythms, and should 

acquire the competence to assimilate a hopefully 

expanded future repertoire. 

The sound sustaining limitation of the guitar 

was to be counteracted by the introduction of 

fast arpeggios and tremolos that would give the 

illusion of continuity in sound. 

Guitarists are capable of producing a variety of 

colorful contrasting sounds, and there has been 

considerable experimentation in expanding the 

timbre palette of the instrument. Any new sounds 

introduced, therefore, were to be functional and es- 

sential to the compositional structure of the piece 

in order to avoid the over-infatuation with the pro- 

cess of discovering colors for colors’ sake. The fol- 

lowing explanatory notes appear with the score.



  

  

sound, 

despite the rests that follow. 

J 
= 

1 78 

5 

9. = 

if pei 
leap 

vibrate. 

lating each note. 

1. Performance of SONICS should be approached in the grand orchestral manner. The best 

interpretation is achieved by the least pulsation of the beat. There is ample opportunity 

to create color contrasts with the harsh sounding sonorities marked @& . 

2. The top notes on harmonics sonorities, as in measure [1], should be pronounced. 

3. Avoid accenting beats on tremolos, as in measure [2], in order to create more continuous 

4. Whenever possible all notes in sonorities marked with slurs : should be left to vibrate 

5. Use indicated fingerings only, since they facilitate certain intended notes to vibrate; for 

example, A and E in measure should not be stopped through measure (i3] : 

Strike side of thumb on bridge and avoid sounding the strings. 

Strike the strings with side of thumb close to the bridge and let open strings 

Drag ring fingernail across the strings very close to the bridge articu- 

Strike first chord with thumb, then move the left hand index up the 

fingerboard to the next chord articulating notes in between by press- 

ing the strings to the frets. 

10. To create percussive sound hold tip of index on thumb, then snap strings. 

11. Ar Damp all strings with left hand and scrape thumbnail up the E string swiftly. 

p 

-_~ 

    
The guitar has been criticized as being an in- 

strument that is only suited for Spanish music. 

These critics claim that all music performed on 
the guitar sounds Spanish. The first of these 
assertions could be construed in a positive vein, 

especially when it is rephrased “Spanish music 

sounds best when performed on the guitar.” 

The natural affinity of Spanish music to the 

guitar is a credit to the instrument. It gives the 

guitar a unique distinction to be identified with 
such a rich musical tradition. However, the asser- 

tion that all music on the guitar sounds Spanish 

  
is less complimentary and implies that the instru- 

ment has severe limitations and lacks universality. 

Regardless of our personal convictions and preju- 

dices, the logical conclusion from these delibera- 

tions is that the guitar needs music of more 

universal nature. 

The three diverse elements used in constructing 

Sonics are percussive sounds, tremolos and arpeg- 

gios that establish and sustain tonal centers and 

thematic materials that are derived from a total 

chromatic set. The row is constructed with special 

consideration for the open strings of the guitar. 
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55 : 

With the appropriate utilization of open 

strings, technically difficult melodic material 

become easier to execute. Musical patterns 

A 

    

dena    

   

The concentration of the total chromatic a- 

chieves maximum impact when each of the 

4. te 

The percussive sounds consist of tapping the 

open strings, the bridge, or striking open strings 

to produce harmonics chord clusters. The open- 

ing chord of the composition is such a cluster 

built on the Vth, VIIth, IXth and XIIth posi- 

tions. Incidentally, this sonority, which contains 

the more resonant notes on the guitar, (E, A, D, 

G, G, G#, C#, F#, and D#) is obtained when 

major triads are formed on the open strings. C, F 

Se 

Oo®@,, 4iols 

  a   
  

                    

P 

An accessible and clearly defined ternary 

form outlines the general scheme of the com- 

position. The return of the opening section is 

somewhat developed and modified, posing new 

challenges for the performers and creating new 

  

Music USED BY PERMISSION OF PUBLISHER, BELWIN-MILLs. 

that are almost impossible to perform even 

on the most agile orchestral instrument become 

very accessible on the guitar. 

oa d=56 *~     
   

  

§5 3 3 

Music USED BY PERMISSION OF PUBLISHER, BELWIN-MILLs. 

parts announce contrasting and diverse six note 

chords. 

  

Music USED BY PERMISSION OF PUBLISHER, BELWIN-MILLS. 

and Bb, the least resonant notes on the guitar, 

were to be given special consideration. Narciso 

Yepes’ preference for the ten string guitar was 

inspired by the need to enliven these notes by 

adding bass strings that would supply the neces- 

sary sympathic reinforcement. 

Arpeggiated tremolos that establish tonal 

centers develop to clusters and change their 

function and location. 

aE gE SPT re 

@, a     

6 6 

S§ 
Music USED BY PERMISSION OF PUBLISHER, BELWIN-MILLs. 

interest. Performance of Sonics could be en- 

hanced by a conductor especially in an educa- 

tional situation where, should the need arise, the 

instructor working with the performers could 

undertake that responsibility. 

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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Publication Keviews 
  

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, IL 60629. 

Reviews by Scott Bach, New York. - 

JOHN DOWLAND: Melancholy Galliard—Trans- 

cribed by Giuseppe Gazzelloni, Berben/Theodore 

Presser Co. $2.25 
The popularity of John Dowland’s 16th cen- 

tury compositions today are a result of his crisp 
Renaissance style, and because they were written 

for the guitar’s cousin, the lute, they prove 

readily adaptable to the guitar. 

Melancholy Galliard, a Dowland piece recently 

transcribed by Giuseppe Gazzelloni, is an excel- 
lent example of Dowland’s clean, uncluttered 

style of writing. 

The most striking aspect of the Melancholy 

Galliard is its rhythmic structure, which sweeps 
both the listener and the player along the course 
of the composition. 

Technically speaking, Melancholy Galliard is 
of intermediate difficulty, and while it offers no 
great technical hurdles, it has a good deal of mus- 

ical appeal. The fingerings are good, though in in- 

stances they leave room for improvement m 

achieving the most beautiful sound possible. 
Nevertheless, this transcription will be of interest 

to many. 

FERNANDO SOR: Andante Largo, Op. 5 no. 5— 

Revised and fingered by Giuseppe Gazzelloni, 

Berben/Theodore Presser Co. $2.25 

From the wealth of lesser-known works by 

Fernandg Sor comes this graceful Andante Largo, 

whose light, melodic style is typical of Sor’s 

many compositions. 

Like a good deal of Sor’s other compositions, 

too, the Andante Largo’s graceful style is achieved 

through the mastery of a great musical com- 

plexity and technical intricacy; the piece often 

works in three and four separate voices, and has 

recurring 32nd-note legato passages throughout. 

The Andante Largo is a piece of intermediate to 

advanced difficulty, but beginning guitarists will 
find in it a challenging tapestry of tempo config- 

urations, giving the piece added value as an exer- 

cise in musicianship. 
The fingerings are fairly well thought out, but 

each guitarist may wish to re-finger certain pass- 
ages to suit his or her own musical taste. Without 

doubt, the many fans of Fernando Sor’s music 
will delight in the Andante Largo’s fresh sound, 
light style, and musical appeal. 
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HISTORY: The Guitar in the Arts 
  

By Vidal Benito Revuelta; translated by Robert Kotas 

   
WG 659 x the French court of Louis XIV the 

Aa fed guitar shone so brightly that in 1682 
a composer named Robert de Visee, 

produced the work entitled Livre de la guitarre, 

four years after Gaspar Sanz wrote his treatise on 

guitar instruction. But the guitar’s unusual glory 
in the court was, in effect, its “swan song.”’ For 

beginning in the 18th century Italian music, in- 

vading both France and Spain, became the pre- 

dominant musical preference in both countries. 

In the midst of this surprising, rapid and large 
fashion of the Italian influence, inspiration for 

Spanish musicians apparently was extinguished. 
The royalty of the period, including Isabel de 

Farnesio and Barbara de Braganza, favored the 

Italian trend. Even the Monarch, Carlos III re- 

turned to Spain with his eyes dazzled and his soul 
longing for the heavenly Naples. 

According to Jose Subira, “This Italian style 

reached its peak with Rossini. Spanish values 
sought refuge in a smaller unit which attained a 

wide diffusion, the tonadilla escénica (a comic 
opera of popular type). The chief success of this 
innovation is associated with such names as Luis 
Misén, Antonio Rosales, Pable Esteve, Blas de 

Laserna, and Manuel Garcia (1775-1832), a fa- 
mous singer who spread the Spanish style through- 

out the frontier and effected an influence which 
overtook Rossini, Listz, and later, Bizet, three 

composers who employed mature melodic scenes 
of Garcia’s work.” 

As a composer, Garcia was the author of 

several meritorious tonadillas. He was also the 

father of Maria Felicidad (1808-1836), a notable 
singer, and of Manuel Garcia (1805-1906), in- 
ventor of the laryngoscope. 

Berlioz and Paganini were also attracted to the 

guitar because of the variety of rhythms and 
colorations that could be produced from it. 

Paganini obtained extraordinary effects with the 
guitar, for which he wrote several compositions. 
And in the musical development of Berlioz, in 

which the poetical element played a considerable 

role, the noble Spanish instrument had a great 

part. 
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In the music of the tonadillas, the guitar was 

important. Writing in the 19th century, Moratin 

states, “After the traditional merry ballads and 

dance songs, which endured for more than half 
of the last century, tonadillas came along and 

constituted a new class of compositions that 

possessed more variety and artistry than the 

historic ballads.” 

These interludes were accompanied with the 

guitar. In 1799, Fernando Ferandiere wrote The 
Art of Playing the Spanish Guitar, which already 

had the six strings that would make it famous for 

a high degree of expressiveness. This reform pro- 

duced a flowering of true virtuosos who initiated 

a new era for the guitar. 

Scarlatti lived in Spain much of the time, and 

there composed many of his works, which more 

often than not pronounced the presence of typi- 

cal Spanish melodies and rhythms, to the extent 

that the Italian composer Malipiero has been 

able to state that some of Scarlatti’s themes 

appear to have been written by a Spanish com- 

poser. Scarlatti’s best Spanish disciple was Father 

Antonio Soler (1729-1783), whose style also 
shows the influence of the guitar. 

The guitar’s new era was started by Moretti, 

of Naples, Italy, who became a naturalized 

Spaniard and who was an excellent disciple of 

Father Basilio. Moretti was an innovator of the 

guitar’s technique and music. 

After the 19th century, the guitar, which for 

some time had been played with rasqueado and 
punteado techniques, adopted the techniques of 

portamento and vibrato, characteristic of bridged 

instruments, with such wonderful results in the 

hands of a true artist performing in the concert 

halls, where it was introduced in the last years of 
the 18th century, that it came to be used as both 
a solo instrument, and as an accompanying in- 

strument in duets with another guitar. 

With Fernando Sor, the classical guitar era at- 
tained its peak. His work expressed the charac- 
teristic polyphonic independence of the quartet 
and orchestra. Triumphing in the most important 
European capitals, from London to St. Petersburg, 
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Sor left behind him a brilliant performance record 

in the concert halls. In London, he was an enor- 

mous sensation, amazing audiences with com- 

positions never equalled. Two of his operatic 

works presented there were Gil Blas and La Feria 

de Smirna. Sor’s sonatas and variations provoked 

no less astonishment in Paris. Sainz de la Maza 

states that Sor was the first Spanish concert 

artist of international calibre, alongside Paganini, 

Morcheles, and Tummel, the greatest virtuosos of 

the period. 

When Sor died in 1839, a friend of his by the 

name of Dionisio Aguado, picked up where he 

left off and published Nuevo Método para 
Guitarra in 1843, which still constitutes an indis- 

pensable resource for the student interested in 

the development of the guitar technique. 

In the last years of the 19th century, the im- 

posing performances of Francisco Tarrega (1854- 
1909) made him an outstanding virtuoso of the 

guitar and brought him much fame. The great 

Pablo de Sarasate was Tarrega’s contemporary 

and it has been stated that as Sarasate was a 

magician with the violin, Tarrega was a magician 

with the guitar. 

(To be continued) 

  

  

  

  

          
    

    
Dionisio Aguado. Lithograph by Aubert I C4, from “Nuevo Método 

para Guitarra” by D. Dionisio Aguado. Published by Aguado in Madrid, 1843. 

Used by permission of Guitar Review No, 26 
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Guitarists of America’s heartland were offered 

a rare opportunity to study with one of the most 
renowned virtuosos of our time when Christopher 

Parkening conducted an infrequent Midwestern 

master class in Kansas City on April 11-13. The 
class attracted forty-eight participants repre- 

senting seven states, with some participants com- 

ing from as far away as Chicago, Minneapolis, 

and Tulsa. The event was organized by Kansas 

City guitarists Steven Taylor and David Bradford, 

and was held in the new Center for the Performing 

Arts on the campus of the University of Missouri- 

Kansas City. 

The emphasis of the three-day class was on 

the fundamentals of good technique. Sitting 

position, hand position, nail shape, and the pro- 

per execution of strokes and strums were covered 

in detail. In addition, special techniques such as 

vibrato, rasgueado, and pizzicato were discussed, 

with Parkening demonstrating exercises for the 

development of these techniques. The topic of 

musical interpretation received less attention 

since, Parkening explained, a solid technique is 

the essential prerequisite of musical expression. 

He suggested that any guitarist seriously inter- 

ested in the study of interpretation should seek 

out the instruction of an accomplished performer 

on another instrument, such as the cello or piano, 

as he had done during his studies at the University 

of Southern California. 
In many instances, the benefit of Parkening’s 

teaching was immediately evident. This was par- 

ticularly true in the area of tone production. 

Under his guidance, the tone quality of a number 

of the performers improved dramatically in just 

a matter of minutes. Parkening explained that a 

change in technique did not need to be as trau- 

matic or time consuming as many students tend 

to make it. Even major changes, such as a total 

revamping of sitting or hand position, can be 

accomplished in a matter of weeks, or even days, 

through conscientious practice. 

Parkening made an effort to involve the entire 

class as much as possible. He encouraged the class 
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Christopher Parkening 
Kansas City 
Master Class 

to comment on each of the performers after they 

played, and was always ready to answer ques- 

tions from the participants. Classroom discus- 

sions were enlivened by antedotes Parkening 

drew from his own career. He recalled instances 

in which he had to suffer through memory lapses, 
bad lighting, and a poorly tuned instrument, and 

advised the class how to deal with such inevitable 

problems. In addition, Parkening discussed the 

problems connected with recording the guitar, 
and offered practical advice to those interested 

in making the guitar a career. 

As an added attraction, the class was treated 

to a demonstration on guitar construction by 
luthier Paul Jacobson. Jacobson gave a lucid pre- 

sentation on the physics and mechanics of guitar 

building, providing much valuable information 

for the evaluation of the construction and sound 

properties of an instrument. 

As well as being one of the world’s most ac- 

claimed guitarists, Christopher Parkening is also 

renowned for his abilities as a teacher. The Kansas 
City master class was a confirmation of his teach- 

ing talents. His relaxed and congenial attitude 

put the performers at ease, and set a positive 

mood for the difficult business of improving one’s 

guitar playing. He zeroed in on the performers’ 

problems, and offered concise directions as to 

how they could be corrected. The class proved 

to be rewarding and beneficial to performers and 

auditors alike, and the response from the partici- 

pants was unanimously positive. Because of the de- 

mands of Parkening’s recording and touring sched- 

ule, it is not likely that he will be able to do an- 

other master class in the Midwest for some time to 

come. However, it is a sure thing that he will have 

a continuing influence on guitarists in this part of 

the country as the result of this successful class. 

Performers at the Christopher Parkening Kansas 

City Master Class were: L.G. Beekman, David Brad- 

ford, Charles King, Mary Niederhauser, Jeff Sieth, 

Kirk Sloan, Kermit Sutton, Steve Taylor, Hedy 

Tick, Keith Trumbo and Camilla Zimmerman, 

David Bradford 

 



  

Winners of S.A.M. Competition 
The Society of American Musicians is a non-profit organization founded in 1914 to identify and en- 

courage young artists. Over $6,000 in awards and performance opportunities are available and perform- 

ance opportunities are available through their annual contest programs. They have been holding contests 

for 55 years in piano, cello, violin, voice, and flute. This year they added classical guitar to the contest 

categories. The S.A.M. Honorary Advisory Board includes John Browning, Lynn Harrell and Simon Estes. 

Young Artist Division (age limit 32) 
Winner: 

PAUL HENRY, age 27, Evanston IL. B.M. in 

Classical Guitar from College-Conservatory of 

Music, University of Cincinnati, 1978. Student 

of Clare Callahan. Performer’s Certificate, Aca- 

demia Musicale, Siena, Italy, 1979. Student of 

Oscar Ghiglia. 

Judges: 

Rey de la Torre 

Philip Rosheger 

Peter Madlem 

Contestants: 

17 entered from all over the country. 

Senior Division (age limit 22) 
Winner: 

KURT RODARMER, age 18, Schoolcraft, MI. 

Student of Jack Cecchini, Chicago. 

Judges: 

Peter Madlem 

Craig Linenberger 

Pamela Kimmel 

Contestants: 

6 entered from all over the country. 

Intermediate Division (age limit 18) 
Winner: 

DAVID THOMPSON, age 15, Evanston, IL. 

Student of John Mavreas, Chicago. 

Judges: 

Peter Madlem 

Jack Cecchini 

Pamela Kimmel 

Contestants: 

4 entered from all over the country. 

News of the 1981 contest repertoire and dates will 

be available in the fall. Write to: Patricia Berkenstock, 

S.A.M. Director of Contests, 2423 Thayer Street, 

Evanston, IL 60201. 

—Clare Callahan 

    

Paul Henry 

  
David Thompson 

25 

  

 



     Fine Hardwood Music Stands .. . 

Early Music Stands makes the finest in 
hardwood music stands, upholstered per- 
formers benches, instrument stands, and 
much more. For your copy of our new 32 

Early page mail order catalog of chamber 
usIc music furniture, please send 
otands $1 (refunded on first order). 

Drawer 2390, Box 277, Palo Alto, CA 94302 
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ANTIGUA CASA SHERRY.BRENER. LTD. 
of MADRID 

   

      

   
   

  

   
   

   

  
  

  

  

   Proudly Presents 

“THE WORLD RENOWNED GUITAR STRINGS” 

        

                 

  

           

  

   

  

          

   

  

      
tee “PLAYED BY THE MASTERS” fea 

ye , PROFESSIONAL QUALITY TOR CLASSICAL AND 3 
\\, HANDMADE IN FRANCE FLAMENCO GUITARS \, 

SS€2 sass strings: Handwound . Silver Plated se Bom 8 - 
rrancisce Torege Treble Strings: Diamond Gouged - French Nylon sigue! Lisbet remem Toren ‘Strings: Diamond Gauged - French Nylon 

eee EXCLUSIVE WORLDWIDE DISTRIBUTORS '"*'™* EXCLUSIVE WORLDWIDE DISTRIBUTORS 
ANTIGUA CASA ANTIGUA CASA 

TRE THE = Oftices In: ‘THE 
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GUITARS: GUITARS iD © GRANAD: GUITARS of MADRID ® FOUNDED FOUNDED C rounD’ c 
mm 1982 16 1682 ? 

Ean " 

THE WORLD RENOWNED GUITAR STRINGS 4 
Played by the Masters i 

} Professional Quality — For Classical & Flamenco Guitar — Handmade in France 

L Available in Three Precision Tensions 

Cobre — High Long Lasting Oro — Medium High Plata — Medium 

Available at all leading music stores 

    
    

  

  

 



  

  
  

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 Haselb acher 

Instruments shown 

by appointment only. — in 

  

| FRANK HASELBACHER 
6 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. 
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IN ANAHEIM 

ALL GUITAR 
CENTcER 

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 
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Student & Concert 
Guitar: 
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Michael Newman 
& DAddano Strings. 

The Classic 
™%, Combination. 

eS o. 
     

Michael Newman stunned a Carnegie Recital Hall audience at 
age sixteen with his first masterful classical guitar recital. In the 
short years since, he’s won acclaim as possibly the finest of a new 
breed of classical guitarists. And his recent direct-to-disc album 
(No.10) for Sheffield records ‘Michael Newman: Classical 
Guitarist’ has drawn raves from around the world. 
Virtuosos like Michael need strings that measure up to their 
exceptional talents. Michael uses D’Addario Classic J31 hard 
tension nylon strings. They make a great team. D’ Addario Classic 
Nylons produce full mellow tone and have honed trebles with 
absolutely consistent diameters. Plus superb balance that’s a must 
for truly great sound. 
Classic Nylons made with eight generations of string-making 
expertise. From D’Addario. .Whom Else? 

@ @ 

  
FARMINGDALE, NY 11735 

Oct.24,1980 D’ Addario presents Michael Newman at Town Hall, New York. 

  

  

  

 



JOSE OREBE 

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

FOR MORE INFORMATION AND BROCHURE, WRITE: 

2141 LAKEVIEW RD., VISTA, CA 92083 Tel. (714) 727-2230  



  

CONCERTISTE 
Nylon Guitar Strings 
  

ca Crees penfection 

ine al Ls cen Completely Made by Hand 
ncaa ern see Available Technical Variations 

Ae Bl 

   
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 
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President and Mrs. Carter 
Jlonor. 

Andres Si 

The White House 
Sunday, ae 11,1979 

‘Program’ 

ony teeta LdeNarae= 

Fugue (Originally fin- Lutes geass 
Theme and Variations 
Menuet in.A 

Melanclia- (Dole «Mesto M. Castelnuovo Ted , 

Allegretto Castellano F Moreno Torroba, 
Sevilla* I Albeniz 

(1860-1909 

*Reused and adapted by Andres Seyona 

FE Sor 
0778 1839) 
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CLASSIC GUITAR ARTISTRY 

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

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

Antigua Stereo $6.98 +75¢ postage 

| ANTIGUA CASA SHERRY-BRENER, LTD. 
f =. 3145 W. 63rd St., Chicago, Ill. 60629 

= Wrought Iron a 
antigua FLQ@EPESE anticua 

    
  

Adjustable 

to 

3 positions 

Handmade by 

= Spain’s greatest 

3 Iron Worker 

  

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

Price: $30.00 in U.S.A. 

$0 Available at all leading music stores oR 
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GALLERY 
OF 

GREAT 
GUITARS 
During the late Renaissance, when the violin was al- 

ready a model of classic restraint in instrument building, 

the guitar blossomed forth as an object of lavish ornamen- 
tation. Marquetry and inlay of mother-of-pearl, tortoise 
shell, ivory, ebony and satinwood plus gilt, all became the 

decorative materials with which luthiers embellished the 

guitars of the 16th and 17th centuries. Guitars were con- 
sidered extensions of personal adornment reflecting the 

courtly tastes for sumptuous damasks, furnishings and 

tapestries of the late Renaissance and Baroque periods. 
Even Stradivarius, who seldom deviated from the un- 

adorned simplicity of his violins, felt free to indulge his 

decorative fancy when he built guitars. 

66 
MAGNIFICENT INSTRUMENTS 

in all their Renaissance and Baroque glory 

A superb photographic collection 

with informative museum descriptions 

in three parts: Guitar Review 30-32-35 

set of three $16.00 including postage 

or $7.00 each including postage   ALL REMITTANCES MUST BE IN U.S. DOLLARS, PAYABLE IN THE U.S.A.   
GUITAR REVIEW —_—~-. 409 East 50th Street, New York, N.Y.10022 
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Antigua Guitar Blanket    
Price: $12.95 plus 95¢ postage 

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

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

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. 

  

  

  

Endorsed by Christopher Parkening 

America’s greatest guitar virtuoso 

CONCERT GUITAR STRINGS 
STATISTICS 

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

Treble Strings: Diamond Gauged, 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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- Antigua m 

Castanets 

& 
Cejill llas 
( te Capo) 

  Handmade in Spain 

Professional Instruments 

Made of Exotic Woods 

Aged over 50 years. 

        

  

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 SHOCK & TEMPERATURE CHANGE 

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

e Provides protection from costly repairs (el OKs TOM MADE TO YOUR CASE 

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



    

  

    

Guitars 
lassical ant flamenco 

Pandbnack 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 
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2), -BRENER. 
OF MADRID 

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

“I am 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 
September 27, 1978 

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 

  

§ azine) 

Mier Serr AR ST 

Andres Segovia 
Comments on 

GUITARRA Magazine 
“T hope that this fine mag- 
azine (GUITARRA Mag- 

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 

Julian Bream Proclaims 
GUITARRA Magazine 

“GUITARRA is a truly 
lovely magazine. I wait 
anxiously for each issue, 
it really keeps me inform- 
ed on the happenings of 
the guitar world.” 

JULIAN BREAM 
February 25, 1964 

cd 

A Word from Sabicas 
“I, Sabicas, find the 
GUITARRA Magazine in- 
spiring, authentic and in- 
formative. The people 
who publish this mag- 
azine are dedicated afi- 
cionados of the guitar. 
Amigos this is our mag- 
azine.” 

SABICAS 

Juan 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 

    

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 

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 

    

— The World's Greatest Guitar Magazine k— 
  

  

 



  

  

  

38 

  

Birthdays of Aficionados 
  

  
xs, 

Christopher Gluck, Erasbach Upper Palatinate 

Gustav Mahler, Kalischt, Bohemia 

Jose de Gallarreta Ramirez I, Madrid, Spain 

Antonio Lorca, Malaga, Spain: 

Francisco Barbieri, Madrid, Spain 

Guillermo Gomez, Malaga, Spain 

Claude Debussy, Saint-Germain en Laye, France 

  ulian Bream, London, England, July 15, 1933 

  

  

July 2, 1714 

July 7, 1860 

July 12, 1885 

July 17, 1803 

August 3, 1823 

August 5, 1880 

August 22, 1862 

Sey 
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