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(olden Hands 
from a 
Quieter Age 

  SEGOVIA 
    

  

WJ s a phenomenon, it stands unique in the 

IM performing arts. The old pilgrim from 

: another age comes from Spain to trod 

from town to town as he has for 73 years. Un- 

noticed, except perhaps for his big black Anda- 

lusian hat, quaint ribbon tie, and a sturdy instru- 

ment case that never leaves his sight, he checks 

into a hotel, then goes to the local concert hall. 

In Chicago—to which he has been traveling for 

52 years—that would be Orchestra Hall, normally 

noted for the spectacular massed sounds of the 

Chicago Symphony. It seems an odd choice for 

the old man who comes alone. 

But soon, thousands noisily file in and swell 

the place to its rafters. They even overflow onto 

the stage, where they jam together, surrounding 

his chair. 
A hush, and Andrés Segovia solemnly enters 

carrying his guitar. Tall and portly, he peers out 

at the packed house through thick spectacles, 

bows to the applause, takes his seat, and gazes 

impassively at latecomers who scurry to theirs. 

Then he props his left foot upon a bootblack’s 

stool, bends in concentration over his six-stringed 

rosewood box, and starts to play. 

The unamplified sounds are very soft, and 

Segovia’s movements barely perceptible. The 

audience must furiously concentrate to hear, to 

enter his almost private world. Once in the midst 

of a Chicago recital, a stagehand, obviously think- 

ing the hall empty, stumbled across the stage 

dragging a noisy ladder. Segovia, astonished, 

looked up. But kept on playing. 

Listeners, thus, quickly find themselves shar- 

ing a peculiar intimacy, one so intense they would 

rather strangle than shatter it by sneezing. Amid 

such unreal stillness, Segovia’s soft sounds float 

to the uppermost reaches of the hall, and, he 

hopes, to the listener’s innermost ones, too. 

“If they really concentrate, they will hear that 

the classical guitar is a complete orchestra,” 

Segovia long has insisted, ‘‘though as viewed 

through the wrong end of a telescope. The sound 

comes to us from a miniature and more delicate 

planet than ours. The proportions are the same, 

the textures clear, the emotions drawn to a na- 

tural scale. Everything is smaller, that is all.” 
For 73 years the great Spaniard has been 

spreading the word. As this century’s most cele- 

brated prophet of the cooly complex classical 

guitar, he has elevated its status to highbrow art 

for European and American audiences. His large, 

fanatical following has transformed his recitals 

into love feasts with almost religious overtones. 
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The master’s technique remains remarkably un- 

tarnished by time; but if his memory suddenly 

fails, he merely starts over, and everyone under- 

stands. Should he drop some notes, or slow to 

make rough places plain, no one minds. 

“The fire may be gone now,” an admirer ex- 

plains, “but there’s nothing wrong with banked 

embers. To us, the chords are echoing back 

through glorious years.”’ 

Each effort is greeted by explosions of ap- 

proval, until finally, after many encores, the 

maestro gives his customary benediction: “I’m 

sorry, but my guitar is tired. Wait until next 
year.”” And because the man bom Andrés Segovia 

Torres has just passed his 87th birthday, the 

hope hangs there unsaid. 

It’s hard to find many dramatic concessions to 

age, though. Segovia may walk more slowly now, 

but there’s nothing dim about his mind — “ex- 

cept that every other day I play in a different 

city, and sometimes I forget the last place,’’ he 

says in mild dismay. 

An unfailingly gracious and generous man 

from a calmer, more genteel era, he has spawned 

scores of disciples and imitators, plus admirers 

beyond number. One would think he has nothing 
left to prove. 

“T have been on the road since I was a boy of 

14,” he explains, “‘and still travel five months a 

year, playing 38 concerts. I continue because it 

has been my life and would be very awkward to 

abandon. Nor would it be good to do so, I be- 

lieve. Playing helps my health, my mind, my heart 

. many things.” 

Besides, there might be someone who Lasn’t 

yet heard the classical guitar, someone else 

Segovia can reach: “The guitar deserves all the 

sacrifices I have made or can make,” he has been 

saying all his life. And so he goes on. 

Segovia personally has cajoled and inspired 

many of the greatest modern composers into 

adding more than 300 compositions to the guitar 

repertoire. And he’s proud never to have paid a 

commission, either: ‘Once a composer has 

written for the guitar and hears his music played, 

he becomes a composer for the guitar,” he notes, 

with a wry grin. For most creators, though, 

Segovia’s “golden hands,” as the Spanish call 

them, have been inducement enough. 

Like the man, the hands do not appear to be 

particularly artistic. They’re meaty and huge, and 

years of stretching have made the left one notice- 

ably longer than its partner. But they reflect a 
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coordination of mind and muscle that could have 

made their owner an ace technician and master 

moodspinner on any instrument. His, though, is 

especially demanding. 

“T must practice five hours a day, each day of 

my life,” he says. “Only once did I stop, and that 

was for 15 days when I fled the revolution in 
Spain. I cannot describe the pain I had in my 

hands when I started playing again. Then in 1954, 

I was operated on for a detached retina, and had 

to lie on my back for 28 days. I still managed to 

practice a little each day, though. You know the 

cliche that art is 90 per cent perspiration and 10 

per cent inspiration? Is true.”’ 
To Segovia, music is like an ocean and the in- 

struments are islands. While his island is the guitar, 

the ocean is what really matters. But amateur 

guitarists marvel at what those golden hands can 

do, how surely his fingers dart strategically 

through the guitar’s ample, four-octave range 

(more than half that of the piano), expressing 
flowing melodies and full accompaniments with 

delicacy and grandeur. 
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The Segovia color and touches are renowned— 

sensuous tenor lines that somehow linger on and 

on, despite their plucked beginnings. A steely 

fingernail that nicks nylon string to ping an eerie 

harmonic, while a fleshy fingertip draws a mur- 

murous sigh, Lusty chords burst like sunbeams 

through clouds, arpeggios ripple in crystalline 

filigree. Even multivoiced fugues sing through 

clearly. As Segovia plays, the summoned shades 

of old Sebastian Bach and Luigi Boccherini ap- 

pear. Dead courtiers rise and dance before the 

king. The heartbeat of Spain pulses through 

pudgy, calloused fingers. 

Because no matter what genre it paints Segovia 

says the guitar never forgets its Spanish person- 

ality. Nor its femininity. He refers to it as “she,” 

explaining that its gender in most languages is 

feminine, although its name stems from the an- 

cient Greek cithara, a type of lute. 

“If you pronounce the ‘c’ like ‘k,’ you obtain 

‘kitar’ or ‘guitar,’ ” he notes, adding that it is 

wrong to describe the instrument’s shape as a



figure-eight, something commonly done. Segovia 

prefers to compare it to the soft curve of a wo- 

man’s body. 

Not surprisingly, he tells a more poetic version 

of its origin. In his view, Apollo started things off 

by chiding Cupid for playing with his bows and 

arrows. Enraged, Cupid shot Apollo through the 

heart — “and he instantly felt the fire of devasta- 

ting love for Daphne, the beautiful nymph who 
happened to be passing by. But Cupid shot an- 

other arrow to the heart of Daphne, to kindle in 

it an aversion to love.” 
Apollo then tried to rape Daphne, chasing her 

until exhaustion. “But when she finally fell into 

his arms, she invoked the help of her father, who 

also was a demigod. He quickly converted her in- 

to a tree, the laurel, which in Greek is called 

Daphne. 

‘Apollo made the first guitar from that splen- 

did tree, and with its leaves we crown the great 

poets and artists. The guitar preserves from its 

feminine origin the curved lines of her body, and 
also the tendency of becoming very whimsical 

and unpredictable.” 

She had a long and noble history by 1893, 

when Segovia was born in the little southern 

Spanish mining town of Lunares. But, he says, 

through neglect, she had earned a reputation as a 

bawdy barmaid. In Segovia’s native Andalusia, 

the Moorish, Byzantine, Jewish, and Iberian cul- 

tures had melded to produce the fierce and bitter 

flamenco style. 

“The guitar was like a hill that had two sides, 

flamenco and classical,” he says. “They existed 
side by side but didn’t look at each other. As a 
child, I felt art in my heart and soul, but the guitar 

was employed only to accompany folk songs and 

dances. There were teachers in my town who 
played piano, cello, and violin, and I tried to 

study with them. But they played so poorly, I 

was frightened off. On the streets, though, I heard 

the guitar. Despite the rough edges, I was taken 

by the sauvity of it, the nuance, the sonority.”’ 

Segovia’s family was strongly against his study- 
ing the guitar seriously. They were sure he would 

end up playing in a tavern. His father, a lawyer, 
even smashed three guitars in disgust. “But some- 

thing told me I was right,” Segovia says. ‘The 

guitar was a beautiful instrument, and I felt if I 

persisted in playing beautiful music, it would be 

recognized as such. There was something in her 

soul that I loved.” 

Segovia is entirely self-taught. There were no 
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Segovia: “I must practice five hours a day, 
each day of my life.” 

classical guitar teachers in his town, few in Spain. 

He started playing at age 8, taught himself to read 

music, and spent many predawn hours studying 

music theory while his family slept. In his free 

time, he haunted taverns, libraries, music stores— 

anywhere he might pick up something about clas- 

sical guitar. He also methodically applied piano 

exercises to the guitar and found to his joy that 

his fingers gradually grew strong and supple. 

“Tt is easier now for students to gain proper 

instruction in the guitar,’”’ he says. “But there 

still are places where this is not possible. That is 

why I have written a book to give beginners at 

least the basics.” (“Segovia: My Book of the 
Guitar,” recently published by Collins, $9.95.) 

Folk music of most cultures is intuitive, learned 

instinctively, and passed on by ethnicity, not for- 

mal education. Folk guitarists need not utilize 

the full potential of the instrument, which is 

why the guitar is so easy to play and so murder- 

ous to truly master. Classical guitarists, though, 

must simultaneously perform both solo and ac- 

companiment, as do pianists, while using only 

four fingers of each hand. And traditions span 
four centuries.



  

Without a teacher, Segovia really set himself 

lofty goals. Especially since each of the last few 

centuries has seen only a handful of great classi- 

cal guitarists. In the 19th, it was Francisco Tar- 

rega, and his proteges Miguel Llobet, Emilio 

Pujol, Daniel Fortea, and Pascual Roch. Tarrega 

(1854-1909) is credited with largely having 

founded the modern school of guitar playing. An 

extremely shy virtuoso and a humble man, he 

devoted his life to furthering guitar technique 

and extending the repertory. Much too timid to 

tour extensively, he limited his playing to inti- 

mate groups. 
Segovia came north too late to ever know Tar- 

rega, but he shared his mission. As the young- 

ster’s playing progressed, he finally was pushed 

to the stage by guitar enthusiasts in Granda. “T 

was 16,” he recalls. “When I read the generous 

review of my concert in the small newspaper in 

that city, I thought I was already famous through- 

out the world.” 
That would take a decade or two. But it al- 

most seemed preordained. A few years after his 

debut, Segovia went to the Madrid workshop of 

Manuel Ramirez, one of Spain’s top guitar makers 

and royal lutist of the Madrid Conservatory. 
Segovia flatly told the startled Ramirez, ‘I have 

imposed on myself the duty of following the ex- 

ample of Saint Francisco Tarrega, who lived and 

suffered for his beloved instrument without hop- 

ing for profit or glory.”” Upon hearing the boy 

play, Ramirez gave him one of his finest instru- 

ments. 

“Shortly afterward, something very strange 

happened,” Segovia recounts. ‘“‘After giving my 

first concert in Madrid, I went home to Andalusia. 

One day I was practicing with great pleasure when 

the guitar’s bridge suddenly burst. A big bang! I 

blamed it on the heat, but later I spoke with 

Ramirez’s wife. She told me that at the very mo- 

ment my guitar had broken, Ramirez had died. 

I’ve never told this to the press, because they 

would think I was making up stories. But is true.” 

When Segovia started out, he had to play 

much borrowed music — transcriptions from 

other instruments. This earned him scorn from 

purists, but musicianship triumphed, and by 

1919 he had caused sensations in Europe and 

South America. In 1928, he gave the first guitar 

recital ever held in New York City, and in the 

following 11 weeks played 40 concerts to amazed 

American audiences. The wonder has yet to cease. 

But the master still hits the road each year, 

while his young wife, Amelia, keeps track of 

things at their homes in Switzerland and Spain. 

She is the third Mrs. Segovia, the former Amelia 

Corral Sancho, who had been one of his guitar 

students. They married in 1962, when she was 

22. Segovia simply calls her “‘the joy of my life.” 

He also enjoys mentioning his two sons, one of 

whom is 60, the other, 10. When young Carlos 

has been confronted by schoolyard bullies, he 

is not reluctant to use his older brother (a Pari- 

sian artist) as a threat. 
Looking back over his life, Segovia says he 

set four great tasks for himself: 

“The first was to redeem the guitar from the 

taverns. Then I wished to create a repertoire of 

serious music by symphonic composers, not 

guitarists as had been the custom. 

“And I wanted to travel and show the beauty 

of the guitar to the public, the critics, and the 

universities. By that I hoped to accomplish the 

fourth task, which was to establish a curriculum 

for teaching of the guitar at the same dignified 

level as other instruments. There were so many 

students, and they wanted to study the guitar 

properly. 

“Those were my tasks. Perhaps they have 

been accomplished, but I still work at them each 

day. As for now, my health is good. I don’t get 

tired. And I don’t want to rest. 

“T will have an eternity to rest later.” 

 



  

  

Stunning the Mind 
Without 
Touching the Heart 
By Daniel A. Hazard 

A Detrimental Trend Among Many New Generation Guitarists 

During the past few decades we have been 

fortunate to see the steady rise of interest in 
classic guitar from both the guitarist/musician’s 

point of view and that of the public. As we now 

enter into the next generation of guitarists, I sug- 

gest that we take a close look at ourselves and 

our audiences; honestly evaluate our motives 

and goals; and sagaciously follow our hearts in 

the pursuit of the boundless beauty that both 

ourselves and our predecessors have envisioned. 

This brings us to a somewhat frightening ques- 

tion. Since we are all dependent in one way or 

another on the public (our audience), what is 

being done to insure that their interest will con- 

tinue in its upward spiral? After all, only the fool- 

hardly guitarist would not insure his instrument, 

yet very few even think of insuring their audi- 

ence. I’m not going to suggest that we attempt to 

appease our audiences with programs of encore 

pieces, quite the contrary, the issue is of much 

greater depth. 

All of us have had the experience of attending 

a guitar recital perfectly adequate and correct in 

every respect, yet left the concert hall feeling un- 

moved and untouched. There is a trend emerging 

among present generation guitarists which, in a 

superficial manner, momentarily appeases the 

audience with a brilliant display of technique, 

but often lacks the individuality, conviction, and 

temperament which originally compelled audi- 

ences to renew their love for the instrument, and 

its music year after year. C.P.E. Bach in his Essays 

on the True Art of Playing Keyboard Instruments 

addressed this subject when he wrote: “Key- 

boardists whose chief asset is mere technique... 

astound us with their prowess without ever touch- 

ing our sensibilities. They overwhelm our hearing 

without satisfying it and stun the mind without 

moving it.”! How easily this observation might 

describe many present generation guitarists as 

well. 

Following a visit to mainland China, members 

of the Boston Symphony Orchestra expressed 

that they were very impressed by the “‘soul” of 

the Chinese musicians — manifested in their 

playing with “heart.” This is consistent with the 

ancient Chinese views on music; that is, the pri- 

mary role of music is not to please the senses, 

but to convey eternal truths and make men 

receptive to these truths. Ancient legend attri- 

butes the control of the elements and the course 

of the seasons to the zither playing of Music 

Master Wen of Cheng. Before being able to play 

the zither with this power, it was said that he had 

to “reach” the music in his own heart. C.P.E. Bach 

puts it succinctly when he states that “‘A musician 

cannot move others unless he too is moved.’”2 

We, as guitarists, must remember what a re- 

markable instrument we play. If Wen of Cheng 
was capable of such unbelievable feats with his 

zither, why is it that more and more guitarists 

fail to achieve a seemingly easier and more ob- 

tainable feat — moving their audience? The in- 

herent power and compass of the guitar is best 

described in a statement the Paris journals wrote 

following a concert in 1822 by Fernando Sor, 

“|. . he charmed his audience by an instrument 

which might from its appearance have been taken 

for a guitar, but judging by its harmony must 

have been a complete orchestra enclosed in a 

small compass.’”? 

In assessing the qualities which constitute a 

compelling, moving guitar performance I would 

suggest that a truly musical and artistic tempera- 

ment is the first and most important requirement. 

As I am sure you will agree, this is certainly 

much rarer than a fine technique. Creative imag- 

ination is an integral part of such temperament,



along with the ability to play with seeming spon- 

taneity and unforced naturalness. A convincing 

and imaginative rubato is an indication of these 

qualities, and perhaps one of the most striking 

features in a fine performance. Vibrato, being the 

“soul” of the guitar and that feature which separ- 

ates it from the majority of other chordal instru- 

ments, must be used with taste and good judg- 

ment much as the vibrato of a fine vocalist. Other 

elements present in an outstanding performance 

in my view, are the following: 

Intensity 

1. The ability to concentrate consistently. 

2. The sincerity of the performer as to his 
convictions or strong feelings about the 

music. 

3. Definite intention for each and every 
note is a result of very definite ideas on 

the part of the performer as to the mean- 
ing, moods, form, style of the music. This 

makes possible the ‘‘enlivening’” of the 

music. 

4. Vitality in playing is an essential compo- 

nent of a performance marked by intensity. 

5. Wide range of dynamic gradations (in 
music of the periods in which this is ac- 

ceptable and desirable.) 

Balance 

1. Weighing carefully the relative importance 

of the voices or lines, the result being a 

tasteful, sensitive, and comprehensive 

projection of the various components 

found in the music. 

2. Imbuement of each voice and each note 
with an individuality and characteristic 

truly its own in relation to its significance 

in the composition. 

Artistic Integrity 

1. The ability to assess the composer’s in- 

tentions and to interpret them as faith- 

fully as possible within the generally ac- 

cepted framework of a particular style. 

(This should not be considered a slavish 

commitment to existing authoritative in- 

terpretations. The individuality of an out- 

standing performer is always apparent, 

but should never take precedence over 

the composer’s basic intentions nor prove 

distracting.) 

  

Expansiveness, Depth, Breadth 

1. This is partially achieved by keeping in 

mind the overall sweep of the musical 

line and the larger aspects of the form, as 

contrasted with a more fragmentary view 

and projection of music. 

2. Eloquent and sensitive delineation of 

; mood and intensity of projection of the 

various moods. A creative imagination is 

a “‘must”’ in the achievement of this goal. 

3. Building to definite climaxes and a thor- 
ough assessment of their relative impor- 

tance in the context of the entire piece. 

4, Excitement is created by bravura playing 

— when the mastery of technique is so 

thorough that one can take ‘“‘chances”’ 

and avoid the impression of a ‘“‘careful’’ 

performance, which is apt to be dull. 

5. Allowing phrases to breath, and modula- 
tions to be well established and accepted 

eases unnecessary tensions often experi- 

enced by listeners. 

Comprehension and Realization of the Organic 
Unity in a Work 

1. A fine discrimination as to the relations 

within a work relative to form, recurrence 

of ideas, metamorphosis, etc. and a reali- 

zation or projection of these interrelation- 

ships in the performance. 

“Musical poise” or serinity is the result of a 

balance between a master of technique and a 

sincere conviction that one understands and 

projects the essence or meaning of the music. 

This is one of the hallmarks of a truly inspir- 

ing and compelling performance. The performer 

must be so self-assured as to the essence and in- 

terpretation of the music that we, the listeners, 

share this feeling and find the music as satisfy- 
ing and exciting as the performer perceives it to 

be. In a truly dynamic performance we are com- 

pelled to share the guitarist’s feelings about the 

music, and indeed, consider that the artist’s view 

of the music is entirely our own. 

As guitarists of this new generation, we must 

strive to achieve these elements in our playing — 
reaching first into our hearts and then out to 

“touch” our audiences. As listeners we must de- 

mand this from other performers — supporting 

those who achieve this goal and encouraging those 

who have the foresight to go in this direction. As



teachers we must impress upon our students the 

importance of individuality, conviction, and tem- 

perament in playing. We must instill in this future 

generation the ability to “move”’ their audiences. 

As Plato phrases it, “Musical training is a more 

potent instrument than any other, because 

rhythm and harmony find their way into the 
inward places of the soul.”* An endeavor to 

pursue these goals will undoubtedly insure the 

future of the classic guitar. 

Those who painfully and with bleeding fin- 

gers have scaled the crags of mere technical 

mastery over the guitar have yet to master the 

much more profound and beautiful aspect of 

playing which will guarantee the guitar’s signifi- 

cant place in the perpetuation and inspiration of 

great performances and music. 
  

FOOTNOTES 

1¢.P.E. Bach, Essay on the True Art of Play- 

ing Keyboard Instruments, trans. and ed. William 

J. Mitchell (New York: W. W. Norton & Com- 

pany, Inc., 1949), p. 147. 

2Ibid., p. 152. 

3p. J. Bone, The Guitar and Mandolin (Lon- 

don: Schott & Company, Ltd., 1972) pp. 337- 

338. 

4Plato, The Republic, Book II, p. 401. 
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ALONSO MUDARRA: Three Fantasies—Trans- 

cribed by Gerard Rebours, Editions Musicales 

Transatlantiques/Theodore Presser Co. 

The first page of this collection of three fan- 

tasies by Alonso Mudarra is marked “‘para de- 

senvolver las manos’’—for developing the hands—, 

and that seems to be the major purpose of the 

pieces, which contain a series of simple contra- 

puntal exercises. 

The pieces are written on a beginner to inter- 

mediate level, and when practiced correctly they 

should teach the performer certain basic prin- 

ciples about holding notes on one contrapuntal 

line while still playing another. 

It should be stressed, however, that these 

pieces are limited to their capacity to develop 

advanced technique, and are therefore useful 

only to those who have never before encounter- 

ed exercises of this kind. 

Musically speaking, when they are played at 

the tempos indicated on the score, the pieces 

tend to lose the listener’s interest because they 

lack vitality. A possible corrective measure would 

be to increase the tempo from tempo medio to 

tempo vivo. In this case, the tempo increase 

would lend more interest and vitality to music 

which otherwise might be appreciated only by 

the player. — Scott Bach, New York 

RALPH DEJAY: Guitar Plus — An Exciting New 

Concept of Guitar Playing with PLUS Sound, Ex- 

position Press, Inc. $4.00 

NEW YORK — Guitar Plus by Ralph DeJay, 

published today by Exposition Press, is a differ- 

ent kind of self-taught method book. The 32 

pages are divided into two sections; the first, 
“Learn to Play the Guitar,’’ is complete with 

diagrams, chords, and tunes for you to practice. 

The second section, “Learn to Play the Fantastic 

Plus,” is a completely new concept of guitar 

playing — a patented rearrangement of the strings 

that converts your guitar into a Plus. You get an 

entirely different sound when you play this in- 

triguing Plus. This section shows you exactly how 

to string your instrument in sets, how to finger 

the sets, and the chords you need to develop 

your skill. If you practice faithfully, you will 

soon enjoy the lasting pleasure of playing an in- 

strument — in this case, two instruments in one!
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By Thomas Heck 

(Mysteries in the History of the Guitar: Chapter III 

In previous articles we have inquired into the 

rationale for having double strings on the baroque 

(five course) guitar. It was pointed out that 
double stringing increased resonance. Gut strings 

being fragile, doubling them perhaps also insured 

that a concert could be gotten through with at 

least one string of a course intact if the other one 

broke. We also noted that using wire strings re- 

moved, at least in theory, the need for doubling 

strings for the sake of durability. And wire res- 
onates longer than gut, in general. 

Did the frequent use of wire strings on the 

chitarra battente (five course baroque guitar) 

contribute perhaps to the development of the 

single-string classic guitar? Perhaps . . An af- 

firmative answer would depend on how early the 

single string guitar emerged in Europe, and whe- 

ther it might have been created originally for 

wire strings. 

The notion that wire strings may have preceded 

gut strings on the earliest classic guitars seems to 

be an anathema to classic guitarists, myself in- 

cluded. But I can’t yet rule out the possibility on 

the basis of the evidence I have seen to this 

point. And I admit that it is a radical notion, 

never having been suggested in the literature on 

the guitar that I have read. Back to the five-course 

guitar: Had it ever been built to accommodate 

just five single strings in the 18th century? 

The Missing Link? 

Let us consider the five string (not five course) 
instrument by Ferdinando Gagliano, made in 

10 

Naples in 1774 (Fig. 1). This remarkable transi- 
tional guitar was once in the old pre—WW I 

Heyer’sches Museum in Cologne, and was included 

in Georg Kinsky’s descriptive 1912 catalog: 

Musikhistorisches Museum von Wilhelm Heyer in 

Coln: Katalog von Georg Kinsky. 2. Band. Zupf- 

und Streichinstrumente. Notable in this instru- 

ment are the following features: 

1. It appears unaltered, i.e., the tuning head 

(for five pegs) could not have been trun- 
cated from an earlier form that was for 

ten pegs, for example — a widespread 

practice around 1800 when the classic 

guitar first became popular. Also, the five- 

peg bridge appears to be original. 

2. The instrument conceivably could have 

been built for low tension wire strings or 

for gut strings. One rather suspects the 

latter, if for no other reason than because 

Naples, where this guitar was made, was 

famous for its quality gut strings — not 

for wire strings. But it is worth recalling 

that wire-strung ‘‘folk’”’ guitars of today 

have the same kind of pegged bridge. 

Naples appears to be where that feature 

originated, at just about the time this 

guitar was made. And this representes a 

clear break with the tradition of the old 

style terminal bridge found on lutes and 

baroque guitars, to which one tied gut 

strings. (One is hard pressed, after all, to 
tie wire strings in knots around the old 

style terminal bridge.)
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Figure 1 

Five string Guitar 

Ferdinando Gagliano 

Naples 1774     

  

  

  

    
Figure 3 

A perfect example of functional design: the head of the 

five string Gagliano guitar optimizes the disposition of 

pegs within the available space and suggests the figure-8- 

shape overall design. Each peg hold has exactly its share 

of surrounding, supporting wood (shaded area) to sup- 

port string tension. 

3. There is a new esthetic statement in this 

guitar. The figure-8-shaped tuning head 

mirrors the body. The strings are held by 

pegs at both their ends. The elaborate 

rose inside the soundhold is gone. It is 

the work of a luthier who clearly set 

about doing something “new” his own 

way — not by modifying the traditional 

method of building baroque guitars, but 

by going back to the drawing boards by 

creating ‘“‘a better mousetrap” as the ex- 

pression goes. The ornate bridge and in- 

lay work still testify to traditional school- 

ing on the part of the-luthier, however. 

4. The disposition of pegs in the tuning 

head reveals the maker’s profound theo- 

retical knowledge of functional, as well 

as esthetic, design (Fig. 2). 

Single strings — another hypothesis 

The rediscovery of ruins of ancient civiliza- 

tions in the latter 18th century led to a host of 

cultural and political developments, the most 
noteworthy of which was perhaps the young 

Napoleon Bonaparte’s successful effort (for a 

11



time) to re-create an “empire” with himself 
as “emperor” surrounded by his “‘imperial’’ 

bodyguard. He sent expeditions to the Middle 

East to bring back artifacts from biblical times 

(the Egyptian obelisk in the Place de la Concorde, 
Paris, being one). In short, antiquity was ‘‘in” 

during the latter 18th and early 19th centuries. 

Even in the field of music there was a “‘re- 

discovery”: the lyre (or lyre-guitar, or ‘‘chitarra- 

lira’”’ as it was known in Italy — the term “‘chitarra’”’ 

further revealing the root kithara, Greek for 

lyre). This ancient instrument appears always to 

have had single strings. It existed in a five-string 

form in the latter 18th century, as pictured in 

Agostino Pisani’s Manuale teorico-pratico per lo 

studio della chitarra (Milan, 1914), p. 16-17 (Fig. 

3) and in a variety of six-string forms in the earlier 

19th century (Fig. 4). 

If one accepts the notion that the lyre of an- 

tiquity had one string per note — a perfectly rea- 

sonable assumption based on iconographic evi- 

dence — then one can safely infer that the ‘‘re- 

construction” of lyres in the 18th century with 

single strings was a factor in the evolution of 

normal guitars from double-string to single- 

string models. 

, The fact that such activity occured in Naples, 

where Pompeiian excavations were daily taking 

place and where antiquity was all the rage, only 

tends to strengthen the notion that a conscious 

link existed between lyres and guitars in the 

minds of their makers. . . a link which assumed 

single strings as the norm, and which could easily 

have brought about the abandonment of double 

strings across the board. . . oracross the “‘finger- 

board,”’ as it were. 

  
Figure 3 

5- string lyre-guitar, 18th c. 
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Figure 4 

6-string lyre-guitar, 19th c. 

 



  

Liona’s Latest 
by Scott Bach 

From the great number of guitar albums cur- 

rently being released comes Liona Boyd’s newest 

disc, a fascinating and enchanting’ recording 
which surpasses most of the year’s others in its 

originality of style, form, and musical content. 

Entitled Liona Boyd/ Andrew Davis/ The English 
Chamber Orchestra 

(Columbia Master- 
works M35853), the 
album breaks new 

ground in guitar re- 

cordings and reper- 

toire, presenting 

transcriptions for 

guitar and orches- 

tra of pieces by 
Bach, Vivaldi, and 

three other rela- 

tively little-known 

18th century com- 

posers, 
Highlighted on 

the album are trans- 

criptions of Bach 

‘classics’ like Jesu, 

Joy of Man’s Desir- 

ing, and Air onaG 

String, which, with 

the added dimen- 
sion of the English ' 

Chamber Orchestra, are given refreshingly beau- 

tiful (though somewhat untraditional) treatment. 
Also present are three lengthy, beautiful com- 

positions by Tomaso Albinoni (1671-1750), 

Alessandro Marcello (1684-1750), and Domenico 
Cimarosa (1749-1801). The album is rounded off 
with the famed Vivaldi Concerto‘in D Major. 

The album’s most favorable quality is its 

LIONA 
BOYD 
DAVIS 
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serene, calming effect. From beginning to end, 

the album is smooth, a flowing river of tasteful, 

tranquil melodies. A combination of skillful 

playing by Liona Boyd and capable direction by 

Andrew Davis helps to achieve this effect. 

The album’s least favorable quality, which lies 

in its engineering, is 

the relative neutral- 

ity of the guitar-or- 

chestra balance. For 

an album clearly 

meant to feature a 

solo performer, it 

does not always ac- 

complish this. There 

are moments when 

the guitar and or- 

chestra have equal 

intensity, blending 

together into awash 

of sound that is too 

neutral, and the 

melody line is tem- 

porarily difficult to 

discern. In relation 

to the entire record- 

ing these moments 

are few, but their 

actual frequency is 

high enough to be 

noticeably disturbing. 

Nevertheless, the arrangements, all by Liona 

Boyd, are nicely done, and they represent a 

great deal of pioneering effort on her part. The 

music is beautiful, the playing is infused with 
personality, and the recording adds new strength 

to the argument that the guitar does have a 

place with the orchestra. 
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Chapter IX 

  

  

     
Why practice scales? Segovia gives us his cogent 

answer in the preface to his Diatonic Major and 

  

  

Scales 

Minor Scales, published by Columbia Music 

Company: 

The student who wishes to acquire a firm technique on the guitar should not neglect 

the patient study of scales. If he practices them two hours a day he will correct faulty 

hand positions, gradually increase the strength of the fingers, and prepare the joints 

for later speed studies . . . - In one hour of scales may be condensed many hours of 

arduous exercises which are frequently futile. The practice of scales enables one to 

solve a greater number of technical problems in a shorter time than the study of any 

other exercise. 

These words are from the greatest guitarist of our 

time and certainly one of its best technicians. 

(Anyone with any doubts about Segovia’s tech- 

nical prowess should listen to the newly issued 

Andres Segovia, The EMI Recordings 1927-39 on 
Angel Records to hear one of the most impressive 

techniques of this century.) 
Jascha Heifetz, the great violinist, used to 

audition prospective students simply by listening 

to them play nothing but scales! Heifetz believes 

the scale is the most important phase of tech- 

nique. “‘The foundation of every thing is the scale.” 
If you need any more encouragement to practice 

scales, read the words of any great musician about 

the development of technique. 

How one practices scales depends on one’s ob- 

jectives. For most students in the first few years 

of study, it is advisable to practice them very 

slowly with the objective of developing correct 

hand positions, finger movements, good tone 

quality, and particularly hand coordination. Hand 

coordination is an often neglected problem. A 

lack of coordination between the hands leads to 

very unmusical playing: choppiness, unwanted 

glissando, fingernail noises, and disjointed, un- 

even shifts. 

I would advise practicing your scales as Segovia 

has indicated in his booklet of scales. Use im, mi, 

ma, am, ia, ai, and imam. Although Segovia only 

recommends using rest stroke, I would also prac- 

tice with free stroke. Practicing in triplets (with a 

heavy accent on the first note of each triplet) is 

very helpful in playing evenly, especially at 

shifts: 
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Many students have difficulty developing right 

hand alternation speed. For this, practice one 

or more of the following formulas: 
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To work solely on scale velocity (begin this 
only after mastering correct hand positions, 

finger movements, hand coordination, etc.) I 

recommend working on chromatic scales and es- 

pecially scale passages from actual pieces. Passages 

from the first movement of Rodrigo’s Concierto 

de Aranjuez are especially valuable. I say this for 

the following reason. Unlike a pianist, who can 

use virtually the same fingering for a scale in many 

different pieces, the guitarist, because of the 

nature of his instrument, must use different 

fingerings for a scale depending upon the context 

in which it occurs. Therefore it makes more 

sense, and will save the player time in working on 

scale velocity, to work on scales with fingerings 

used in actual pieces rather than mastering one 

particular set of fingerings which cannot always 

be used in the repertoire. Now remember I am 

talking about developing scale velocity here. I 

strongly recommend scales with set fingerings, 

such as the Segovia scales, for working on other 

previously mentioned aspects of scale technique. 
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Opinions on whether one should devote a lot 

of time to scale practice in one’s advanced stages 

of technical development are divided. Violinists 

Yehudi Menuhin and Joseph Szigeti feel that 
after one has developed a sound technical foun- 

dation, the benefit to be derived from scale prac- 

tice is limited. Mischa Elman and Jascha Heifetz, 

on the other hand, believe scales should be prac- 

ticed constantly, all though one’s life. At one 

time Heifetz stated that a student should devote 

three-fourths of his practice time to scales! I 

personally still practice scales a half-hour each 

day. I find a certain comfort in their practice; a 

feeling of security is generated, as well as a high 

sense of orderliness in technique. 

Make of this what you will. Every artist has 

their personal practice routine and recommen- 

dations on how much time to spend on technical 

work. But I believe there is no denying the im- 

portance, nay, necessity of assiduous scale prac- 

tice in the early through intermediate stages of 

a student’s artistic development. 

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

Conservatory of Music, University of Missouri-Kansas City.  
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Catherine Lawrence 

  +> 

SHARON ISBIN IN CHICAGO 
  >_< 

May 9, 1980, Chicago, Korea House 

Sharon Isbin, classical guitarist from Minne- 

apolis, Minnesota, has excited guitar enthusiasts 

and critics all over the world since she made her 

first international tour in 1974 at the age of 17. 

She won first prize in the Guitar ’75 International 

Competition in Toronto in 1975 and the top 

prize in the guitar division of the Munich Inter- 

national Competition in 1976, and was first place 

winner in the Queen Sofia International Com- 

petition in Madrid in 1979. 

Ms. Isbin has performed solo and with orches- 

tra in a number of countries, including the United 

States, England, Japan, Canada, France, and 

Israel, and many of her performances have been 

broadcast on television and radio. In 1978, she 

was guest soloist with the Minnesota Orchestra, 

premiering the Concerto for Guitar, which was 

written for her by Israeli composer Ami Maayani. 

She can be heard on two Sound Environment 

Recording Series albums. 

As Donal Henahan, music critic of the New 

York Times has written “Miss Isbin proved to be 

a strong technician with accurate fingers and an 

ingratiating tone, and her phrasing was invariably 

shapely and musical ... Miss Isbin’s virtues as a 

performer include deep seriousness and a sensitiv- 
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ity to the inward beauties of apiece. . . introspec- 

tive dreamlike moods. . . grace and precision.” 

Sharon Isbin began her guitar studies with Aldo 

Minella in Italy and Jeffrey Van in Minneapolis 

and later studied with Bach specialist Rosalyn 

Tureck and renowned guitarists Oscar Ghiglia, 

Sophocles Papas, and Alirio Diaz. She received 

her Bachelor of Arts and Master of Music de- 

grees from Yale University and has presented 

many master classes. She is currently on the 

faculty of the Manhattan School of Music in New 

York City. 

Catherine: You certainly have an impressive back- 

ground. Tell us about your recent performances 

and activities in New York City. 

Sharon: This year I have been doing a lot of per- 

forming with the Alexander Schneider Branden- 

burg Ensemble in New York. Schneider is a well 

known conductor and violinist. He specializes 

in Baroque music and has his own string group. 

We have had performances in the city in Avery 

Fisher Hall, the Metropolitan Museum, and Sym- 

phony Hall. I also did some performing with his 

quartet and we played a couple of other major 

 



  

series in New York. So it has been an exciting in- 

troduction into the city since I just moved there 

a year ago. I have been teaching also at the Man- 

hattan School of Music. 

How many students do you have there and what 

degrees does the School offer? 

I won’t take more than 5 or 6 students. Right 

now there is an undergraduate degree but they 

plan in one year to have a graduate program. 

You began your studies with Aldo Minella in 

Italy. How did this come about? 

It is sort of a funny coincidence of how I started. 

My family in 1965 lived in Italy on sabbatical 

for a year. We heard that there was a good teacher 

who commuted to our small town twice a week 

from Milan, and his reputation was enough to 

make my parents believe that somebody in the 

family should study with him. So, I was the only 

one unoccupied at that time. I was nine. I started 

right away on classical guitar. I loved it. After 

that year we moved back to Minneapolis and I 

continued my studies with Jeffery Van. I later 
studied in the summertime with Oscar Ghiglia at 

the Aspen Music Festival. 

For how long did you study with Ghiglia? 

I studied with him for five summers. I also spent 

a summer studying with Alirio Diaz. 

One of the most remarkable things you are pres- 

ently involved in is your association with the out- 

standing Bach scholar and pianist, Rosalyn Tureck. 

Yes. We have been collaborating on a series of 

editions of Bach transcriptions for guitar. These 

will be published by Schirmer Corporation. It is 

remarkable for me because it has opened up an 

entirely new world of thought in a musical con- 

cept. To work with a keyboard artist as great as 

she is, has challenged my whole approach to play- 

ing on the guitar and I am excited by learning 

the scholarly approach to music. When we do 

these editions, we work from original sources we 

ordered from different manuscripts from all over 

Europe and it is a painstaking process of trying 

to make decisions and working out complications. 
It is facsinating to me. I feel very lucky because I 

called her just at the time that she moved to New 

York. She had been living in London for a large 

part of her life where she was concertizing exten- 

sively all over the world but particularly in Eng- 

land. It was just good timing. I managed to call 

her before she had an unlisted phone number. 
Now she is expanding to what will be known as 

the Tureck Institute. This will begin next year. It 

will have a base in New York and also in France 

outside of Paris. I will be involved teaching a 
guitar program in which she plans to include 

several different instruments. 

Will the Institute be involved only in teaching the 
music of Bach or will it include other music as 

well? 

I think it will concentrate on the music of Bach, 

but I am sure that, as she has in the past, she 

would include other composers as well. That is 

another wonderful thing about her. She is by no 

means narrow minded. She has a scope that is as 

vast as can be imagined. And it is this understand- 

ing of music that is extraordinary and I am just 

excited to be working with someone like that. 

How did you obtain the manuscripts from which 

you work? 

You can easily get a listing for them in the 

Schneider catalog. All these manuscripts are 

listed according to the library where they are 

being held and you can simply write to them. It 

took time, I must say. You sometimes get micro- 

filmed illegible copies and you have to write back 

and say, no I want something I can read. It can 

often be a frustrating experience, but it is essen- 

tial if you are going to put out an edition. 

There are major decisions that have to be made. 

For instance, in the E Minor Suite, to give you an 

example, there is a passage in the fugue where 

the bass line in one of the editions is very differ- 

ent from the bass line in another, for a period of 

about three measures. In order to decide which 

one you are going to choose, since there are no 

autographed copies, you have to make an editor- 

ial choice. A lot of this will be based on the hand 

writing, whether the person who wrote this 

edition is from a later period or an earlier period. 

Generally, the more closely associated to the time 

of the composer, the more accurate it will be. Also 
in the process of embellishment, writing them in, 

many of them are indicated in the manuscript 
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and many of them have to be added. Those that 
are added are editor’s choice and this will be 

clearly indicated in the edition we publish so one 

is not compelled to learn embellishments that 

where not original. Instead, you have that option. 

It is important because many people have the 

attitude that if it is not down there, then it 

should not be played. That is really wrong be- 

cause what was amazing about that time, is that 

the performer was skilled enough in the art that 

embellishment was a natural practice and it was 

not necessary many times to write them down. 

In many ways, it is far more unmusical to omit 

them than to play them. Obviously, to play them, 

it becomes musical. 

In the music of Bach, when is it appropriate to 

use the technique of double-dotting? 

This was a fallacy that was started with the Amold 
Dolmetsch Treatise. Dolmetsch was important 

because he unearthed a lot of sources and texts 

that hadn’t even been studied before. But, along 

with that came a bit of dogmatism in that the 

idea that you have to double-dot or over-dot is 

really wrong. It depends on the musical context. 

There are situations where the music in its majes- 

tic and stately manner will call for that, but there 

are other situations where it will be unmusical 

to do that. Fredrick Neumann who has done 

quite a bit of challenging lately has come out 

with a 800-900 page book on ornamentation. 

Even though I feel it tends to go off too much in 

the other direction, at least he has challenged 

that dogmatism. He says that you shouldn’t 
over-dot at all. But, I think that Donnington has 

arrived at a more moderate conclusion. He has 

agreed with some of Neumann’s findings, but 

again, it must depend on the musical context. 

And that is true with anything. You can go 

through all the treatises and come up with a 

heady list of ideas, but you can’t apply them 
blindly. You have to apply them to what the 

music structure demands. Actually, that is where 

the rules are created from. 

If one cannot rely on guitar editions of Bach 

music such as the lute suites, what other sources 

might you suggest? 

If you are planning to study these suites, I would 
recommend that you refer to the Bach Gesells- 

schaft which was the first collected works of 
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Bach put together by a number of European 

scholars. This has been updated by what is called 

the Neue Bach Ausgabe. In this you will find 

complete works of Bach from Passions and Ora- 

tories, keyboard works, violin, everything. And 

there is a section on lute music. In here you will 

find the 4 Lute Suites, Prelude, Fugue, and 

Allegro. This is the closest text you can work 

‘from if you are unable to order the manuscripts 

from Europe. In this you will find a lot of em- 
bellishments which are not included in guitar 

editions like the Bream edition and you will do 
well to consult this. Not only for that, but for 

the accuracy of the notes. Because a lot of the 

so called guitar editions have been filled with 

errors. 

I found another thing in fingering this music, es- 

pecially in passages that are very much like the 

keyboard, I am using cross-string fingerings in- 

stead of continuing on one string as in the Bream 

edition. This produces a more fluid quality of 

sound and flow. 

In what types of passages would you use cross- 

string fingering? 

It depends. For instance, in the Prelude of the 

first lute suite, (BWC 996 E minor), you get a lot 
of 16th and 32nd note passages where fluidity is 

very important. I would finger that cross strings 

so that you can get a lute-like, keyboard effect. 

And in the omaments themselves, in the mor- 

dents and trills, I try to use as much as possible, 

two strings for a single ornament rather than 

doing it on one string. The sound is much clearer 

and cleaner and also more resonant. 

On the subject of technique, how important are 
exercises and which would you suggest for the 

student? I was informed that you practice the 

Villa-Lobos Etude No. 1 with various fingerings 

of the right hand. 

Yes. There are a few staples that I suggest at least 

for students. Scales are essential and you can 

practice scales in many ways, with different 

rhythms, and with a metronome which is very 

important because you can build up speed that 

way. I do a lot of work with the metronome. 

You have to use it properly. You have to remem- 

ber whenever you are playing with a metronome, 

that it has to be musical. If you are going to do



  
phrasing and dynamics, they have to be there. It 

offers a control that is invaluable and a way of 

building technique, too. When! advance the speed 

of the metronome, I do it notch by notch so 

that degradations are slight. In this way, security 

is built up. I often practice difficult passages in 

different rhythms such as dotted rhythms to 

break it up into smaller units. You can invent all 

sorts of ways to use the metronome, but the im- 

portant thing is to use it seriously, to have a goal 

rather than making it a chore, whether you are 

playing a scale or a piece. 

What are your personal feelings on the music of 

Bach and what other music brings you gratifica- 

tion? 

  

I respect the music of Bach with the greatest 

depth because it to me is so universal, so com- 

plex, and stunning in its form and content, and 

it is the kind of music that will never die. It al- 

ways presents a challenge, and yet, I also find a 

real affinity to playing Spanish music, the music 

of the 19th century. I also enjoy a lot of contem- 

porary music because it is just another completely 

different perspective in technique for guitar. 

I feel the approach you are taking through your 

musical studies is greatly needed in the growth of 

the guitar as a musical instrument. Hopefully, 

your influence will continue to reach the hearts 

and intellect of music enthusiasts around the 

world, Thank you. 
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    El Baile (The Dance) Tapestry Design by Goya 
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HISTORY: The Guitar in the Arts 
  

By Vidal Benito Revuelta; translated by Robert Kotas 

WH ccording to Sainz de la Maza, the in- 

M genuity to which Francisco Tarrega 

#8 brought his mastery of the guitar’s six 

strings was in the tradition of such great musicians 

as Bach and Mozart. This genius unveiled the in- 

strument’s possibilities and shaped its future. 

Tarrega not only demanded a greater technical 

skill, but a sophistication unknown to guitarists 

before him. He established fundamental exercises 

and set down his thoughts on how to position 

the hands, how to produce correct sound, etc. — 

knowledge he acquired during a long study period, 

researching the instrument’s technical elements 

with full spirit and devotion. 

Tarrega was the Fra Angelico of the guitar. He 

showed the way, preaching the gospel of pure 

art, and made it possible for others to incorporate 

into the renaissance of Spanish art, the renaissance 

of the guitar, which today’s great musicians have 

played with much success. With Tarrega’s death, 

the guitar remained in the hands of a new genera- 

tion of notable guitarists, who coincided with a 

reign of Spain’s most gifted composers, Albéniz 

and Granados, and later, Falla, Turina, and 

Rodrigo. 

The Catalan, Isaac Albéniz (1860-1909) was 
very dear to the region of Andalusia, particu- 

larly the city of Granada, and reflected in a great 

deal of his work the fascination over which An- 

dalusia exercised his soul and his music. It was 

the great guitarist, Maguel Llobet, who was to 

become the ideal interpreter of Albéniz’s works, 

Granada, Torre Bermaja, and Rumores de la 

Caleta. In the words of Albéniz, ‘“‘Llobet was the’ 

guitarist bordering on the marvelous because he 

imprinted on the strings of his guitar a stamp of 

elegant purity which astounds.” 

And so the soul of Andalusia and the technique 
of the guitar lived their own life and a new life 

in the genial inspiration of Albéniz. Though com- 
posing his music at the piano, Albéniz’s melodies 
seemed to have been born for the guitar. Among 

  

the aroma of the flowers, the shadow of the cy- 

presses and the snow of the Granada sierra, 

Albéniz found a gold mine for his musical genius. 

Albéniz was nurtured on authentic visions which 

he converted into personal sentiments, giving birth 

and life to his musical pictures. The rhythms of 

dance, the air of the coplas, the strumming of 

the guitars and murmur of popular life are ex- 

pressed in the singular form of his music, to feel 

the surrounding reality. 

Enrique Granados, another Catalan, found his 

spiritual center in Madrid, the Madrid of Goya, 

where he also adopted many of the guitaristic 

sonorities to his music such as in his delightful 

Tonadillas and Danzas espanolas. Albéniz has 

said that Granados had assimilated the melan- 

choly of the Andalusian fields as no one else had. 

Spain’s most profound and genial musician, 

Manuel de Falla, found his strong musical roots 

deep in the Spanish soil. It was he who elevated 

popular music to a climax in an original synthesis 

between the popular melody and the more mod- 

ern and spiritual artistic technique. Many of 

whose new proceedings seemed the inventions of 

an impressionist, Falla’s music flowed through 

currents of Spanish tradition. The guitar, with its 

impressionistic harmony, took an important role 

in creating the gypsy rhythms and vivid colors of 

picturesque Spain. Thus, when Falla was to ren- 

der a tribute to the memory of Debussy (a com- 

poser so fond of the guitar), it was the guitar’s 

lament of six strings he chose to shower over his 

tomb. 

Joaquin Turina, Torroba, Salazar, Rodrigo, 

Bautista, Isasi, Asensio, Gambau — all were at- 

tracted by the sonorous tone of the guitar. Its 

delicate voice constituted a refuge while caressing 

the ears of the listener. With their compositions, 

these composers demonstrated that the high ar- 

tistic qualities of the guitar can become very 

beautiful and important musical expressions. 

(To be continued) 
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Artist Directory 
  

Brazilian guitarist, Carlos Barbosa-Lima has 
distinguished himself on the continents of Europe, 

North America, and South America, since his 

New York debut at Alice Tully Hall in March of 

1972. Mr. Barbosa-Lima has appeared success- 

fully with major American orchestras and in June 

of 1979, he was the first guitarist to participate 

at the ‘Festival Casals” in Puerto Rico, perform- 

ing with orchestra and in recital. 

Widely recognized for his transcriptions of 

works by Scarlatti, Bach, and Handel, Mr. Barbosa- 

Lima has had works written and dedicated to 

him by such well known contemporary composers 

as Ginastera, Mignone, Balad, Santorsola, and 

Harris. In addition to his career as a performing 

artist Mr. Barbosa-Lima has conducted master 

classes and seminars in the United States, Europe, 

and South America. Carlos Barbosa-Lima has 
made several recordings, including a Scarlatti 

album that was selected by “Saturday Review” 
as one of the best classical releases of the year. 

Shaw Concerts, Inc. 

1995 Broadway 
New York, NY 10023 

Mario Beltran   24 

Barbosa-Lima 

  

Mario Beltran, a native of Mexico, studied 

with the distinguished Argentine teacher and per- 

former Manuel Lopez Ramos in Mexico City’s 

“Estudio del Arte Guitarristico.” 
His achievements in music have been recog- 

nized by the “Mexican Union of Theatre and 

Music Critics,’ from whom he received their 

highest annual award in 1970 and again in 

1973. He is the youngest musician and the only 

guitarist to have received this award twice. 

Beltran has performed in the major cities of 

western Europe, as well as in the United States and 

in Central and South America. He has performed 

as a soloist with several orchestras in Mexico, and 

has recently toured Europe for the fifth time. 
Allen Hughes from the New York Times says 

‘Mario Beltran Del Rio impresses in his New 

York debut at Carnigie Hall. He made a strong 

impression and he is obviously a serious artist. 

His playing was clear, precise, beautifully in 

tune and altogether the result of careful planning 

and preparation.” 
Robert H. Bluestone 

c/o NMHU Music Department 

Las Vegas, NM 87701 

 



  

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. 
  

The extraordinary talents of David Perry have 

brought him acclaim through the musical world. 

Because of his mastery of the voice, the lute and 

the classical guitar, he is able singly to perform 

works usually requiring the collaboration of a 

duo. A consummate solo guitarist as well, Perry 

has appeared throughout the United States, both 

in recital and as guest soloist. He has made fre- 

quent guest appearances on both National Public 

Radio and RKO Radio as well as on television. 

He was chosen as technical advisor for the na- 

tional telecast of “Segovia at the White House.” 

In addition to his studies at the North Carolina 

School of the Arts and the American University 

in Washington, D.C., he was awarded two scholar- 

ships to study voice and guitar in Siena, Italy. It 

was there that he purchased his first lute and 

studied the lute song repertoire as well as the 

solo works. Perry has studied guitar with Jesus 

Silva and voice with John Bullock. 

Elliot A. Siegel Music Mgm’t Inc. 

Van Ness South — Suite W 832 

3003 Van Ness Street, N.W. 

Washington, D.C. 20008 

  Michael Laucke 

David Perry 

  

Winner of the “Grand Priz du Disque-Canada 

1979” Michael Laucke has performed in concert 

throughout North America and in Europe. Born 

in Montreal in 1947, he received his musical edu- 

cation at the University of Montreal and the Uni- 

versity of Toronto. Among his teachers on guitar 

were the illustrious Julian Bream and Rolando 

Valdes as well as Segovia’s renowned disciples 

Alirio Diaz and Oscar Ghiglia. 

His repertoire ranges from the early Renais- 

sance to the most demanding modern atonal com- 

positions and has had several Canadian works 

written for him commissioned through the 

Canada Council. Sequences from his concerts 

during the 1976 Olympic Games were televised 

live around the world. 

Mr. Laucke has three records on the RCI label 

to his credit with a new album with soprano 

vocalist, Pauline Vaillancourt, on Melbourne 

(Toronto) presently in preparation. He is also on 
the staff of Concordia University in Montreal. 

Ray Nelson 

U.S. Senate Rules Committee 

305 Russell, Room 418 

Washington, D.C. 20510 
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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. c page mail order catalog of chamber 

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

Drawer 2390, Box 277, Palo Alto, CA 94302 

- Made in France - 

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 

Pe CEB oy mar\ 7) Meyaitod ee MeL ma ye C Tt WITH THE LATEST IN 3-PLY CUSHIONED CONSTRUCTION 

e Provides protection from costly repairs CUS TOM MADE TO YOUR CASE 

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



President and Mrs. Carter 
nor 

Andres Segovia 

Song of the ieee iain 
a SpanishTune#* 

Fugue ( Originally or Lutes* GS Bah 

Theme and Variations F Sor 
Menuet in.A 0778-1839) 

Siclancolia. (Dold Mesto) _M. Castelnuovo Tede. 
Primavera (Quasi Toccata) (1895-1968) 

Allegretto Castellano F Moreno Torroba, 
8evilla* TAMbeniz 

(1860-1909) 

*Reused and adapted by Andres Seyoia 
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A 

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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  eae na 
IN ANAHEIM 

ALL GUITAR 
CENTER 

ONE OF THE LARGEST SELECTIONS 

OF THE FINEST CLASSICAL & 

FLAMENCO GUITARS IN THE WORLD 

  

Student & Concert 
Guitars 
  

M.L. Bellido 
M. Kohno 
J. Ramirez 

_ A. Marin 
M. Contreras 
D. Hopf 
R. Brune 
J. Oribe 
J. L. Bellido 
A. Raya 
M. Sakurai 
J. Aguilarte 
M. Gurian 
J. Orozco 
M. & H. Tamura 
J.C. Larivee 
Alvarez —Yairi 
V. Sanchis 
J. McMahan 
Hirade 
Guild 
Takamine 
Aria 
Ovation 
Martin 

   
   
    

   
    
   

    

Fernandez Ramirez 

Manzanero 

Nakade 

Rodriguez 

Hernandez 

Barbero (iit 

Matunaga 

Oshita 

La Chica 

Kono 

Monch 

Esteso 

Hauser 

Sesoko 

Kuniharu Nobe 

      

Music & Literature 
For The Guitar 

Our new mail order catalog, revised & 
updated, is now available for $2.00 

(U.S., Canada & Japan only) 

Complete 

Classical & Flamenco 

Sheet Music 

  

      

714-828-9762 

  

335 SO. MAGNOLIA 
ANAHEIM, CA 92804 (415)386-0395 

See 5EEq5 EEE E7Eqe0 1433 Clement St. S.E, CA. 94118 
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Michael Newman 
& DAddario Strings. 

The Classic 
Combination.     

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? 

@ 6 

    

FARMINGDALE, NY 11735 

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

  
  
  

  
 



    

  

CONCERTISTE 
Nylon Guitar Strings 

  

  

  

Completely Made by Hand 

Available Technical Variations 

Tension: Medium or High 

Bass Strings: Hand Wound Silver 

or Gold Plated 

Treble Strings: Precision extruded 

French Nylon 

  

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

Emilio Pujol, Tarrega’s only disciple. 

  

The Mid-America 

Guitar 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   
32 

  

 



JOSE. ORLBE 

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

FOR MORE INFORMATION AND BROCHURE, WRITE: 
2141 LAKEVIEW RD., 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 

A Paul and Janet Wilson Proprietors § 

  

  

  

    

GUITARS FOR THE CONNOISSEUR 

ALBERT 

AUGUSTINE 

made by 

Frank Haselbacher 

Instruments shown 

by appointment only. 

FRANK HASELBACHER 

Voluntown, Conn. 06384 

    

 



  

      

Guitars 
lassical ant flamenco 

Ppanctmacle in 
Spain 

  

and Japan 

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 

en eas 

  

SHERRY-BRENER 
OF MADRID 

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

 



  

  

CLASSIC GUITAR ARTISTRY 

I ., DOUGLAS NIEDT 
Antigua Records proudly presents 
the world’s newest guitar virtuoso 

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

Antigua Stereo $6.98 +75¢ postage 

ANTIGUA CASA SHERRY-BRENER, LTD. 

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

. Wrought Iron a“ 
antigua FLQ@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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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 

Price: $12.95 plus 95¢ postage can remain there permanently even when 

Sole Distributor: Antigua Casa Sherry-Brener, Inc., your GUITAR is put back in its case. 

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

  

  

  

              

   

        

   

            

“Arabesque”’ are the finest 

set of guitar strings I have 

ever tried. 

The treble strings produce a 

clear ringing bell-like tone. 

The bass strings are powerful 

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

the most subtle demands of 

the artist and I am _ using 

them exclusively in my re- 

CONCERT GUITAR STRINGS cordings for Angel. 

STATISTICS | 
Bass Strings: Handwound, Silver-Plated, ‘ 

: Made in France a I sincerely recommend these 
Treble Strings: Diamond Senge. Precision Nylon strings to any guitarist who 

Made in U pe 
insists upon the utmost from 

his instrument.      



  

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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“ Antigua m 

Castanets 

& 
Cejillas 
(Spanish Capo) 

  Handmade in Spain 

    

   

Professional Instruments 

Made of Exotic Woods 

Aged over 50 years. 

    
  

  

       

    

   

     

    

ANTIGUA CASA SHERRY-BRENER. LTD. 
Coed      

Proudly Presents 

“LONG LASTING GUITAR STRINGS” 

Proudly Pre: 

Anrieua,     

      

        
<p “THE WORLD RENOWNED GUITAR STRINGS” “THE WORLD RENOWNED GUITAR STRINGS” 
Es, “PLAYED BY THE MASTERS” erae < “PLAYED BY THE MASTERS” “PLAYED BY THE MASTERS” 

YROTESSIONAL QUALITY TOR CLASSICAL AND é PROFESSIONAL QUALITY FOR CLASSICAL _AND PROFESSIONAL QUALITY OR CLASSICAL AND |, RawosaDe or FLAMENCO GUITARS \\. MANDMADE IN FRANCE. FLAMENCO GUITARS HANDMADE IN FRANCE. FLAMENCO GUITARS \, 

STATISTICS 8 STATISTICS STATISTICS 
OR bere Stings: Mendwound , 34 Rave Geld Peted S9 ‘nose strings: Handwound = Silver Plated Bans Strings: Handwound - Copper (French Process) 

Frencacs Teens Mylom saagest Lise Diamond Gauged - French Nylon miguel Lisbet Premciace French Nylon Perel Liabet 
‘EXCLUSIVE WORLDWIDE DISTRIBUTORS i= ¥ VE WORLDWIDE DISTRIBUTORS <=" ‘Excuusive WORLDWIDE DISTRIBUTORS = '”*'** 

ANTIGUA CASA ANTIGUA CASA 
| Ottices tn Ottices tn: 

Sherry-Beener, Li MADRID LectNDany SBerry-Brener, Lis. A+ anon 
+ BARCELONA EOF © BARCELONA 210 ° GRANADA ‘corrane of MADRID + Gnanapn 
; + cai 

cn Fee = emits aoe eee * PARIS 
at Prone fava Gabe 8 Tt 

ANTIGUA CASA 

on Sherry-Brener, Lis. fs each aici ea me ee 

THE WORLD RENOWNED GUITAR STRINGS 4 

Played by the Masters | 
Professional Quality — For Classical & Flamenco Guitar — Handmade in France 

Available in Three Precision Tensions 
Cobre — High Long Lasting Oro — Medium High Plata — Medium 

Available at all leading music stores 
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PLAYER'S 
NAILS 

B
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an 
open 

letter 
to 

all 
guitarists: 

Many 
guitarists 

have 
been 

haunted 
by 

nail 
problems, 

and 
attempts 

to 
solve 

them 
have, 

so 
far, 

been 
only 

partly 
successful 

(such 
as, 

for 

instance, 
the 

very 
complicated 

method 
of 

making 
false 

nails 
| described 

in 
the 

January 
1979 

issue 
of 

Guitar’). 
| would 

like 
to 

take 
this 

opportunity 
to 

inform 
your 

readers 
that 

a 
revolutionary 

and 
definitive 

solution 
now 

exists, 
which 

is 
at 

the 
same 

time 
extremely 

simple 
to 

use, 
requiring 

only 
a 

certain 
amount 

of 
care. 

| 
have 

met 
in 

N
e
w
 
York 

a 
R
u
m
a
n
i
a
n
 

guitarist 
who 

lives 
in 

the 
U.S.A., 

Alex 
Radulescu. 

He 
used 

to 
have 

serious 
nail 

problems, 
and, 

with 
the 

help 
of 

a 
friend 

from 
an 

industry 
specialising 

in 
plastic 

fibres, 
they 

developed 
a 

new 
material 

combining 
several 

types 
of 

resins 
which 

virtually 
duplicates 

all 
characteristics 

of 
a 

healthy 
natural 

nail 
in 

consistency, 
feel, 

elasticity, 
but 

it 
is 

extremely 
strong. 

It 
is 

very 
easy 

to 
file 

and 
it can 

produce 
a 

superb 
tone! 

| have 
tried 

it and, 
in 

my 
opinion, 

it solves 
this 

old 
awful 

problem 
once 

and 
for 

all. 
It 

is 
just 

unbelievable. 
| use 

it permanently 
on 

one 
of 

my 
fingers, 

but 
| think 

every 
player 

should 
carry 

it around, 
for 

in 
an 

emergency 
it would 

take 
less 

than 
five 

minutes 
to 

put 
on. 

(With 
practice 

| can 
now 

do 
it 

in 
two 

minutes.) 
So, 

| feel 
it would 

be 
of 

interest 
to 

your 
readers. 

—Sérgio 
A
b
r
e
u
—
R
i
o
 

de 
Janeiro, 

Brazil 

The 
Complete 

Kit 
which 

includes 
2 
dozen 

nails 
plus 

accessories 
& 

complete 
detailed 

instructions 
can 

be 
ordered 

by 
sending 

$19.95 
plus 

$1.50 
postage 

to: 

B
A
L
K
A
N
 
M
U
S
I
C
 

and 
A
C
C
E
S
S
O
R
I
E
S
 

99 
Pond 

Ave., 
Suite 

224, 
Brookline, 

Mass. 
02146, 

U.S.A. 

Outside 
U.S. 

please 
add 

$1.00 
per 

kit and 
send 

only 
International 

Money 
Order. 

 
 

 
 

 



  

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 

As 
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Dear James, 

please do call on me.”   

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 

  

“IT 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, | 

VLADIMIR BOBRI 
Sepenee 27,1978 

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 

          
     

        
      
      
         

      

    

  

    

  

    
      

    
    
    
       

     
      

    
    
      

    
     
     
      

  

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 

        

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- 

M 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 

— The World's Greatest Guitar 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   

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   

  

    
    
    
     

      
       

    
    
    
    
    
    
    

 



  

te 
ee 

Birthdays of Aficionados 

  
Regino Sainz de la Maza, Burgos, Spain, September 7, 1897 

Antonin Dvorak, Nelahozeves, Bohemia September 8, 1841 

George Gershwin, Brooklyn, New York September 26, 1898 

Isaias Savio, Montevideo, Uruguay eas. October 1, 1902 

Camille Saint-Saens, La Cote Saint-Andre, France October 9, 1835 

Sylvius L. Weiss, Munich, Germany October 12, 1666 

Francisco Alfonso, Barcelona, Spain — October 15, 1908 

Carlos Pedrell, Minas, Uruguay October 16, 1878 

Miguel Soles Llobet, Barcelona, Spain October 18, 1878 

Pepe el de Badajoz, Badajoz, Spain October 19, 1899 
Georges Bizet, Paris, France October 25. 1838   oe Hernandis Simplico, Barcelona, Spain October 25, 1874   
  

 


