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CHRISTOPHER PARKENING 
NEW YORK 

MASTER CLASS 
By Scott Bach 

[Editor’s Note: The author of this article, Scott Bach, originated the idea of a Christopher Parkening 

master class for New York City, and took on the task of making all necessary arrangements during the 

year in which the reality of the class took shape.] 

Excitement ran high at the Queens College Department of Music in New York City last April 18th, 

19th, and 20th. On those dates, the college’s Music Department became the site of a long-awaited, 

much publicized guitar master class taught by the great American guitarist Christopher Parkening. 

Excitement ran high for Christopher Parkening, too. This was to be his first Northeastern U.S. 

master class ever, the final one of several local master classes which had taken him on a nation-wide 

traveling marathon to California, Washington State, Missouri, and now to New York, Parkening’s last 

stop before a much-anticipated fishing vacation in Florida. 

A full year in the making, the New York City master class was the highlight of the East Coast’s guitar 

season, drawing players from as far north as Montreal, Canada, to as far south as Cary, North Carolina, 

and gaining attention from The New York Times, The Daily News, and Newsday, three of the largest 

daily newspapers in the United States. 

j he excitement of a full year’s worth of 

preparation and anticipation reached its 

@ peak when over 80 guitarists converged 

on the grassy Queens College campus on Friday, 

April 18th, and the Christopher Parkening master 

class began. From the inception, Parkening estab- 

lished a comfortably informal atmosphere, and 

on each of the three days, he worked with 16 

performing students, each of whom played before 

an eager audience of over 70 auditors. On each 

day, the master class lasted for approximately 

eight hours. 

The emphasis of the instruction was mainly 

on technique, and in that area, Parkening was 

extremely thorough. He fully covered the areas 

of correct sitting position, hand position, and 

correct practicing, while also deeply delving into 

the areas of proper nail filing (to achieve better 

sound), correct rasgueados, public performing, 

Christopher Parkening and John Ambrose and how to begin to improve one’s musicianship. 

   
  
 



  
Christopher Parkening and Teresa Tullo 

What Parkening stressed most was goal-oriented 

practicing, or working at mastering specific 

techniques, one by one, before going on to tackle 

other challenges. Many beautiful pieces, he ad- 

vised, contain valuable technical exercises which, 

when mastered, will not only improve technique, 

but will also serve as added repertory. He referred 

specifically to Tarrega’s Estudio Brillante, Bach’s 

Chacone, and Rodrigo’s Concierto de Aranjuez 

as examples of such pieces. 

In working with the performing students, 

Parkening also encouraged the auditors to com- 

ment on and critique the performances, thereby 
helping to clarify and increase their own know- 

ledge and teaching skill. 

By the finish of the tiring-but-enlightening 

three days, the performing students felt that they 

had benefitted significantly from the instruction 

and the contact with Parkening’s approach to 

mastering the guitar. Further, Parkening’s method   Christopher Parkening and Scott Bach



  

  

PERFORMING STUDENTS 

John Ambrose, Long Island, NY 

Peter Argondizza, Manorville, NY 

Gary Cohen, Flushing, NY 

Steve Corley, Washington, DC 

Jim Dalton, Point Pleasant, NJ 

Fred Draper, Mont Kisco, NY 

Melva Grogan, Pound Ridge, NY 

Thomas Kemp, Montreal, Canada 

Giuseppe Palmese, Mohigan Lake, NY 

Ann Meyer-Rothschild, New York, NY 

Ann Mia Sadowsky, Yorktown Heights, NY 

Richard Savina, Long Island, NY 

Michael SheF rin, New York, NY 

Paula Talayco, Brooklyn, NY 
Teresa Tullo, Cary, NC 

Ed Wright, Rowayton, CT             

    
  

Christopher Parkening demonstrating one type 

of rasgueado stroke. 

    Christopher Parkening making a point to the class. 

of teaching was regarded as refreshingly direct 

and extremely thorough. He gave honest, open 

criticisms and advice, and he was well-able to 

guide each player onto his own correct path. 

Parkening passed along an extremely valuable 

new perspective on guitar playing. 

“Christopher Parkening’s ideas are unique,” 

stated one auditor. “He teaches you to com- 

bine simplicity, common sense, and lots of hard 

work, all with the ultimate goal of achieving true 

musical expression. Parkening is not only a great 

musician, but a superb teacher as well.” Indeed, 

for those who attended the master class, Chris- 

topher Parkening’s appearance as teacher in New 

York City was surrounded not only by true 

learning and enlightenment, but by a special 

sense of excitement which Parkening inspires 

wherever he goes. 

SZE ES 
PHOTOGRAPHS BY SCOTT BACH 

 



  
  

The Single Concept Approach 
to Productive Practice 

By Kraig Hanadel 

It is evident that many students approach the 

learning of a new composition in a decidedly 

haphazard fashion. Although these students may 

be in possession of solid technique, they often 

try to do too much at once, resulting in frustra- 

tion. One simply cannot accurately solidify left 

hand changes, while learning to bring out a middle 

voice and execute a crescendo. This approach can 

only lead to individual chores being left unfin- 

ished, and in turn hamper the student’s develop- 

ment as a musician. The guitarist who does not 

learn how to properly approach a piece of music 

will wallow in mediocrity for quite some time, 

that is, if he doesn’t trade in his guitar for a clar- 

inet. 

In my studies with the virtuoso guitarist and 
teacher, Christopher Parkening, I have often 

heard said that a student should strive to correct 

a problem or accomplish a particular task separ- 

ately and thoroughly before moving on. With 

total concentration focused on, for instance, 

correcting the left hand problems within a piece, 

one can be much more assured in laying the 

proper groundwork for solid accurate playing. 

This principal applies to all phases in solidify- 

ing a work. Select a single concept in your prac- 

tice (legato, dynamics, etc.), work on it deliber- 

ately, and then move on. With this ‘‘single con- 

cept approach” to practice, many students will 

be able to dramatically increase the amount of 

progress made during practice. The following is 

a list of twelve concepts that must be covered 

in order to properly prepare a work for perfor- 

mance: 
1. Sight reading and familiarization 

2. Memorize music and right hand fingerings 

3. Check for wrong notes—check timing and 

note values 
4. Tuning practice 

5. Mechanical isolation 

6. Legato practice 

7. Balance—Phrasing 

8. Dynamics 
9. Timbres—Orchestration 

10. Noise elimination 

11. Overall concept of the music 

12. Performance practice 

Note: The order may be slightly different for 

some, and a few of the more obvious tasks (writ- 

ing in the right hand fingerings, for instance) 

have been omitted. Also, it is taken for granted 

that the music itself (the quality of the arrange- 

ment or transcription has been properly research- 

ed and analyzed. 

SIGHT READING AND FAMILIARIZATION 

Many of us are not the sight readers we ought 

to be, hence, it is important to emphasize thor- 

ough sight reading and familiarization with a 

piece before an attempt is made to commit it to 

memory. This will save much wear on your mind 
and body. 

MEMORIZE MUSIC AND RIGHT HAND FINGERINGS 

Once the notes and finger positions are fam- 

iliar, the task of memorization is tackled. Since 

most guitarists have their own method of accom- 

plishing this, there is no need to outline any one 

approach in detail. It is worth mentioning, how- 

ever, that one should avoid skipping practice 

days during the memorization process. A chore 

as dry as this can be put off indefinitely, and 

procrastination, especially for the musician, can 

be a lethal disease.



  

CHECK FOR WRONG NOTES — CHECK TIMING AND NOTE VALUES 

It is a common occurrence in master classes 

for a student to carefully perform a piece, only 

to have the instructor point out a number of 

notes that were incorrectly memorized. This is 

a waste of valuable time, time that should be 

utilized to the maximum benefit of the student 

guitarist. 

One should strive to learn a composition cor- 

rectly. After memorization, sight read slowly 
through the music, checking visually and aurally 

the notes you have learned and make your cor- 

rections accordingly. Use this double-check 

method to assess the accuracy of your timing and 

note values as well. 

TUNING PRACTICE 

Non-guitarist musicians often complain that 

most guitarists play terribly out of tune. Unfor- 

tunately, this is true. A solution would be to 

practice tuning up for each piece just as one prac- 

tices playing each piece. 

Pick your tonic chord in the first position, a 

tonic and a dominant chord in a higher position, 

and a few of the atypical chords from the music. 

Now work on getting your instrument in tune 

within that context. This is called ‘‘tempered 

tuning” as it applies to the guitar. The guitar 

does not stay perfectly in tune from key to key, 

so you must temper its tuning to compensate. 

There are many benefits from tuning practice. 

Your ear will develop, your sound will improve, 

andy ou will spend less time tuning between pieces, 

thereby preventing members of the audience from 

slipping under the seat in front of them for anap. 

MECHANICAL ISOLATION 

This is undoubtedly one of the most impor- 

tant items on the list. All musical sensitivity 

in the world will not make up for sloppy, inac- 

curate playing—and this sloppy playing is the re- 

sult of sloppy practice. 

The excellent guitarists do not plow through a 

work from beginning to end, over and over again, 

and expect accuracy problems to miraculously 

correct themselves. Mindless playing does not 

lead to improved playing—it only leads to ex- 

treme boredom. 

To correct left hand difficulties, learn to an- 

alyze their causes. List your problems by mea- 

sure on a piece of paper. Then, carefully resolve 

them. Think! Make the impossible hard and the 

hard easy. 

LEGATO PRACTICE 

Playing the guitar in a legato fashion can be 

very difficult, yet it is one aspect of technique 

which separates the better guitarists from the 

mediocre. 

Set aside a number of practice hours for con- 

centrating only on smooth, fluid playing. Learn 

to hold notes for their full value (outlined by 
Loris O. Chobanian in “Musicianship Through 

Phrasing” in Guitarra No. 35). To this same end, 

learn to decrease the amount of time between 

changes. The result will be impressive, more en- 
joyable playing. 

BALANCE — PHRASING 

Read through the music and analyze which 

voice(s) should be brought out in each phrase. 
Refer to Douglas Niedt’s excellent series of 

articles on “Interval and Chord Balance,” for 

a knowledgeable treatment of this subject. 

(Guitarra Magazine Nos. 34-37) 

DYNAMICS 

Dynamics are the breath of life within music.. 

A properly executed crescendo is exciting, a 

Pianissimo repeated section is touching, and of 

course, doing each effectively takes practice. 

Pencil in your ideas, then practice carefully to 

6 

bring these ideas to fruition. Use a tape re- 

corder in your dynamics practice. Often, a 

musician will ‘“‘hear’’ himself execute a crescendo 

or other dynamic change but in reality, it is in- 

audible to others.



  

TIMBRES — ORCHESTRATION 

A carefully considered analysis of tone colors 

and shadings is necessary if one desires his 

guitar to sound like Beethoven’s oft-quoted 

“Miniature orchestra in itself.”’ The various 

combination of flesh and nail, right and left side 

(as well as many other techniques) can be util- 
ized to make a work both beautiful and memor- 

able. 

NOISE ELIMINATION 

Play through the music, listening only for 

buzzes, thuds, etc. Mark down the location of 

extra-musical noise, analyze it and correct it. 

The rewards will be cleaner playing with few- 

er obstacles between the music and the audi- 

ence. 

OVERALL CONCEPT OF THE MUSIC 

Consider what the composer had in mind 

when he wrote the piece. What message did he 

want to convey? Dwelling upon the intellectual 

and spiritual power of the piece, even its felic- 

ity, will enhance one’s ability to perform the 

music with depth. 

PERFORMANCE PRACTICE 

If you have gone through the list in its correct 

order, applying one concept to another, you 

have formed nearly a complete picture. Practice 

now to smooth out any rough edges and become 

comfortable with the piece. Take the numerous 

concepts that you have meticulously analyzed 

and practiced and make them work together 

as an artistic whole. 

With work, this approach can lead to greatly 

increased clarity of thought during practice. 

   
Chris Amelotte, a respected guitar instructor 

from San Diego, stresses goal oriented practice 

—that is, the establishment of concrete objec- 

tives for each practice session. Mr. Amelotte 

states, “Be discontent until the goal you’ve set 

is realized, and reward yourself with its accom- 

plishment.” 

Approaching this in a logical manner, with an 

uncluttered mind, will produce measurable 

results. 

Kraig Hanadel in a Parkening master class, San Diego, CA, April 19, 1979



    

Chapter X 

  

  

     
It is not my intention to defend the right to 

transcribe a musical work. This has been dealt 

with and successfully defended many times in 

past years. Rather, I wish to express an opinion 

regarding a disturbing trend in the art of trans- 

cription. The trend I am speaking of is the modern 

transcriber’s almost blind pursuit of the original; 

sticking to the original text as closely as possible, 

unaware of the consequences. In their dogged 

pursuit of the original notes, these transcribers 

lose sight of their ultimate goal—to bring the 

music to life. Instead, with their automaton- 

like original note for original note approach to 

transcription, they snuff out the very life of the 

music. But do not misunderstand. Closely check- 

ing the original music is an important part of 

transcription. But it should not determine the 

final character of the transcription. One of the 

important criteria of the effectiveness of a trans- 

cription is that the music sound good on the 

guitar. A transcription is not supposed to be an 

imitation of the original instrument. We perfor- 

mers are not in the business of doing impersona- 

tions of other instruments! Segovia said it very 

well: “Transcribing is not merely passing literally 

from one instrument to another. It means find- 

ing equivalents which change neither the esthetic 

spirit nor the harmonic structure of the work. . .” 

To take an obvious example, in performing 

any of the Bach solo violin or cello works, one 

cannot play on the guitar only what is written in 

the original violin or cello music and expect any 

kind of musical result. One will end up with a 

poor impersonation of a violin or cello. The addi- 

tion of bass notes, inversion of harmonies, addi- 

tions or deletions of chordal notes, etc. are all 

sometimes needed to make a transcription “‘guit- 

aristic.’” Our goal is ultimately to make the work 
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Transcriptions   

  

  

sound on the guitar as good as or better than the 

original instrument, and to accentuate a particu- 

lar quality of the music that the original instru- 
ment could not capture. This quality could be 

something technical such as contrapuntal trans- 

parency and clarity, or something more abstract 

such as an air of tenderness or fragility which the 

guitar can capture better than, say, the piano in 

some impressionistic works. One cannot usually 

achieve these goals by slavishly following the 

original. 

On the other hand, one must also guard against 

the other extreme of taking too much liberty 

with the text, also resulting in losing the spirit of 

the original music. Changes must be made with 

unerring instinct and taste. Perhaps it is in reac- 

tion to past musicians taking too much liberty 

with the original text, that today more and more 

transcriptions are being written by people who, 

sticking so closely to the original text, stifle the 

spirit of the music. 

But one needs only to listen to some good 

transcriptions to hear the philosophy of free- 

dom from the printed note work successfully. 

Segovia’s transcriptions of Albéniz and Granados 

by no means closely follow the original piano 

music. But his transcriptions magically bring 

these pieces to life with a soulfulness and musical 

quality that the piano cannot touch. Similarly, 

Rick Foster’s famous transcription of Bach’s 

Jesu, Joy of Man’s Desiring leaves out many, 

many notes of the original music. But by avoid- 
ing entanglement in mere notes and instead con- 

centrating on the spiritual qualities of the music, 

Foster was able to produce a musical version of 

tremendous beauty and communicative power. 

This version (in contrast to others that attempt 

to follow the original music more closely) sounds 
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so right on the guitar that when listening to it we 

never think of the notes, chord voicings, or even 

the fact that much of the music in the original is 

indicated to be sung by a choir! 

Again, let me emphasize that in transcription 
there is nothing wrong with authenticity and fol- 

lowing the original score as long as the music 

sounds better that way. If it does not, and in 

most cases it will not, this does not necessarily 

mean the piece is unsuitable for transcription, 

but only that something is wrong with the 

“authenticity.” Musicology by itself is not enough. 

Musical knowledge is only good for the perfor- 

mer in that it frees his imagination. Only when 
knowledge, of the score, real musicianship, and an 

instinctive feeling for what works on the guitar are 

  

brought together, does atranscription come tolife. 

Finally, as in all aspects of musical study, one 

must trust one’s instincts, feelings, and ears. As 

Antoine de Saint-Exupery wrote in his classic, 

The Little Prince, “It is only with the heart that 

one can see rightly; what is essential is invisible 

to the eye.” 

And so it is with transcription. What is impor- 

tant is not what we see on the original score be- 

fore us. What is important goes far beyond that. 

Many young musicians today in our music schools 

and on our concert stages do not understand 

this, and that disturbs me. We should not be 

afraid to close our eyes more often, and discover 

what really matters. Remember, what is essential 

is invisible to the eye. 

  

  

Publication Reviews 
  

Compositions, methods, books, and records to be reviewed by GUITARRA Magazine may be sent to GUITARRA 

Magazine, Publication/Record Reviews, 3145 West 63rd Street, Chicago, IL 60629 

NICCOLO PAGANINI: Caprice #24—arranged 

for guitar by John Williams, Boosey & Hawkes 

Music Publishers Ltd., P.O. Box 130, Oceanside, 

NY 11572 
For many years guitarists have desired to play 

the transcriptions and arrangements of John 

Williams. I was informed once by a well-known 

British guitarist that Williams’ London home con- 

tains a huge stack of unpublished editions, some 

of which are still in their original form. Until 

now, very little published music has bore the 

John Williams name. That may change, however, 

as Boosey & Hawkes has unveiled a most valuable 

addition to the guitar repertoire: “The John 

Williams Series.’’ This series contains the famed 

“Caprice #24’’ by Niccolo Paganini. 

“Caprice #24” is a concert blockbuster and 

a virtuosic work of great technical display. The 

Williams edition is very exciting and includes 

many guitaristic adaptations. The published score 

contains very few fingerings and differs slightly 

from his recording, but this should not hinder 

the proficient guitarist. 

John Williams has taken many liberties in his 

edition of Paganini’s 24th Caprice, but has re- 

mained faithful to the intent of which the work 

was created. It is a technical study of the highest 

merit—and a true audience pleaser at that. I look 

forward to seeing more of the John Williams 

style and billiance in print. 

David Breaugh 

Lubbock, TX 

  David Breaugh



    

The Formation of an Intensive Model 

“Ever since Franz Liszt in the middle of the 

nineteenth century created a new vogue when, in 

a moment of interpretive fevor, he cast his musi- 

cal score from its rack and continued his recital 

from memory, it has become the custom of musi- 

cal soloists to perform their works without the 

use of printed notation.”! Although there should 

be no approbrium attached to playing with the 

music, most solo performers feel that they can 

play more freely, more subjectively if they play 

from memory. Following Segovia’s example, this 

is the tradition which prevails among most guitar- 

ists today. 

Playing from memory demands much study and 

practice, but all to often we are unaware of the 

learning processes which should occur if we wish 

to optimize our time and effort toward this goal. 

It is also an acknowledged fact of a performer’s 

life that vastly more time is spent in his private 

studio in serious and devoted practice than in 

actual public performance. The same relationship 

exists for the serious student in relation to his 

practice time as compared with the lesson time. 

Therefore, it is of utmost importance to make 

the best possible use of our practice time; i.e., we 

must know how to study and practice. 

In a series of articles to follow, I will formu- 

Guitar Forum 
Learning, Memorization, & Retention 

By Daniel A. Hazard 

late an intensive model for learning, memorizing, 

and retaining music. It is not my intention to 

establish the ‘one supreme method’ for every 

composition or musician, in fact, psychological 

research has shown that optimal memorization 

strategies vary with the learner as well as the 

music and performing medium. “No particular 
method has any automatic superiority.”2 How- 

ever, after a close evaluation of the learning and 

memorizing techniques used by many well 

known teachers and performers; an indepth look 

into the psychological research on music memor- 

ization and learning; and good common sense 

gained through years of performance experience; 

I present this model as a guideline for the custom 

tailoring of your own ‘superior method’ suited to 

your own individual needs. As you examine the 

different aspects of this model it is of the utmost 

necessity that you strike a balance between con- 

fidence and criticism — in other words, you must 

pursue the described method temporarily with 

vitality and determination attended by the belief 

and expectation that what you are doing will 

indeed ‘work’ yet, at the same time without 

criticism the method may never be evaluated 

efficaciously, nor will it ever become custom 

tailored. 

  

1 Robert W. Lundin, An Objective Psychology of Music (New York: Ronald Press, 1967), p. 123. 
2 Rudolf E. Radocy and J. David Boyle, Psychological Foundations of Musical Behavior (Illinois: 

Thomas Books, 1979), p. 307. 
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Memory— A Quadrivial Approach 

We all realize that memorizing music to the 

performance level is hard work requiring consider- 

able effort to learn and remember. But what 

many people do not realize is that principles and 

techniques for learning and remembering do not 

necessarily make remembering any easier; they 

just make it more effective.3 You will still have 

to work hard at it, but you will get more for 

your efforts. Often a performer may say, “I have 

a poor memory” as a convenient excuse for fre- 

quent ‘memory-slips’ during a performance, how- 

ever, this is a poor excuse. ““The capacity of your 

memory is a function of the memory techniques 

you use. Thus, improving the technique improves 

the capacity.”4 

The process of remembering is generally viewed 

as consisting of three stages: 

1) Acquisition or encoding is learning the ma- 

terial first with the music, then without. 

2) Storage is keeping the material until it is 
needed. This usually requires some form of 

maintainence to assure performance quality. 

3) Retrieval is getting the material back when 
it’s time to perform. 

One indispensable tool of memory is assoct- 

ation. ‘Nothing in music or elsewhere can be 

learned and remembered where there is not some 

previous memory to which it can (consciously or 

subconsciously) be attached — by similarity, 

contrast, or some other factor.’® In order to 

cultivate a memory for guitar performance four 

forms of observation should be applied so that 

four forms of association may be set up: 

1) Observation of the look of the music as 

printed. Finger, hand, arm, and body posi- 

tion as well as their movements must also 

not elude the close scrutiny of the eyes. 

2) Observation of the sound of the composi- 

tion; an overall concept of what the 

piece is about. (Listening to a teacher’s 

fellow-student’s concert, or recorded per- 

formance may be beneficial though not 

necessary.) 
3) Observation of the manual processes‘ in- 

volved, the ‘feel’ of the passage, the length 

of a leap, the pulsating motion of a vibrato, 

etc. 
4) Observation of the constructional features 

of the music (melodic, harmonic, rhythmic, 

and formal). 
These observations should be made during the 

initial stages of learning any new piece (or exer- 

cise for that matter) and continued throughout 

its evolution. 

Memory resulting from the first form of ob- 

servation may be called Visual Memory. Musicians 

sometimes have this form of memory so strongly 

developed that they involuntarily ‘see’ each page 

before them. More commonly we visualize finger, 

hand, and arm movements — their relationships, 

patterns, and locations on the instrument. 

Memory resulting from the second form of 
observation may be called Auditory Memory. 

The most common application of this form of 

memory allows for the formation of a general 

overall concept of the composition’s sound, son- 

orities, etc. This is also the kind of memory that 

enables us to hear what comes next in the music. 

Memory resulting from the third form of ob- 
servation may be called Tactile Memory. It de- 

pends on habit. Once the limbs and fingers have 

become accustomed to going through any series 

of actions in a stated order they have only to 

perform the first of these acticns for the rest 

to follow automatically, each provoking the 

one. 
The fourth and last form of observation pre- 

pares us for a form of memory which may be 

called Analytical Memory. It is probably the 
most susceptible conscious cultivation. It de- 

mands a certain theoretical knowledge and skill 

in formal and harmonic analysis. It implies intel- 

lectual memory which includes anything that 

brings the music to the performer’s consciousness, 

whether it concerns tonality, form, technique, 

counting, melodic line, or programmatic sugges- 

tion. 

While music is the most complicated material 

  

3 Wayne H. Bartz, Memory (Iowa: William C. Brown Co., 1968), p. 29. 

4 Kenneth L. Higbee, Your Memory, How it Works and How to Improve it (New Jersey: Prentice- 

Hall, 1977). 
5 Percy A Scholes, The Oxford Campanion to Music (London: Oxford Univ. Press, 1955), p. 630. 
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to learn and memorize, requiring great accuracy 

and attention to detail, we suddenly realize that 

it makes more different kinds of sensory impres- 

sions than any other material to be memorized. 

For maximum learning and memorization we 

must approach each new piece from ‘all angles’ 

so to speak — cultivating deep and exacting im- 

pressions in each of the four memory channels. 
The following diagram summarizes this meth- 

od in the form of a circle or ‘wheel’: 

  

During the learning process, techniques de- 

veloping each of these forms of memory should 

be used. Only then can each form of memory in- 

teract, fortify, and support the next. Removing 

or weakening any quadrant of memory from this 

‘wheel’ decreases the likelihood of a ‘smooth ride’ 

during actual performance. Only through this 

Quadrivial Approach can one secure optimal 

learning and memorization in the performance 

medium. 

Menmorization 

    
Daniel Hazard is on the faculty of the College of DuPage in 

Glen Ellyn, Illinois and the University of Illinois — Chicago Circle Campus. 
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HISTORY: The Guitar in the Arts 
  

By Vidal Benito Revuelta; translated by Robert Kotas 

oaquin Rodrigo’s famous Concierto de 

Aranjuez generated throughout the en- 

tire world a harmonious passion for the 

study of the guitar. This work was dedicated to 
Sainz de la Maza and was first played on the 
twelfth of December, 1940. Its interpretation by 

this genial guitarist brought a great triumph for 

both performer and composer. 

“The Concierto de Aranjuez,’’ says Father 

Federico Sopena, “is a conclusive, disengaged, 

and perfect work. It is almost anecdotal in its 

apprenticeship, which is suggested by the guitar 

in its dialogue with the orchestra. It gives us al- 

most an unrestricted happiness, but it also brings 

an ordered and soft personal sadness, a limitless 

expression, apt not only for the Spanish, but for 

all hearts.” 

Andrés Segovia, who was born in Linares in 

1894, succeeded Tarrega. ‘He did not become a 
direct pupil of Tarrega,” says F. Sopena, ‘“‘self 

dictated, his triumph is, above all, a personal 

triumph.” If the Bach of Cossals carries histori- 

cal significance in the world of interpretation, 

Segovia’s discovery of particular works for the 

lute marks the beginning of another revolution. 

The guitar, a polyphonic instrument, not only 

adapted music from similar or extinct instru- 

ments such as the vihuela, but also violin works 

as important as Bach’s Chacona which are trans- 

migrated into a distinct and very deep beauty. 
It is not easy to succeed with the guitar with- 

out any picturesque motivation. Only through 

cultural and social refinement is the mastery. of 
Segovia’s music possible. Segovia has incorpor- 

ated such important names of European and 

American composers as Tannsmann, Villa-Lobos, 

Castelnuovo-Tedesco and many more. He stimu- 
lates continuously all the possible instrumental 
combinations with the guitar and, above all, 

rises to such heights as to make the performer 

and the work inseperable. ‘““There only exist two 

  

great musicians in the world: Cassals and Segovia,” 

said Kreisler, the violinist. 

Sainz de la Maza, a single figure in our musical 

life, a musician and humanist, historian of the 

vihuela and guitar critic, composer and academi- 

cian, triumphed at a very early age in Granada, in 

the Granada of Garcia Lorca, on the twenty- 

seventh of May, 1920. Of Sainz de la Maza, the 

poet Garcia Lorca tells us this: “On Thursday, 

the 20th, there was presented before the public 

of Granada one of the most interesting artists of 

Spanish youth, interesting because of his life and 

because of his art. He is, like Llobet and Segovia, 

a knight errant who with his guitar over his 

shoulder, traverses land after land, drinking in 

the countries and leaving places through which 

he passes full of ancient melancholy music. 

‘‘Regino Sainz de la Maza is, above all, aman 

full of uneasiness and melancholy. Melancholy 

like all who wish to fly but realize they are wear- 

ing iron shoes; melancholy like he who with full 

delusion, goes to the grotto of a sorcerer and 

finds it decorated with English furniture; melan- 

choly like all we who cannot shine with the 

splendid wings which God has attached to our 

shoulders. The ideal for Sainz de la Maza is to 

walk, to see new things and to change horizons. 

This unending search for life, of enjoying fresh 

and extraordinary flowers in one’s path, is also 
experienced through art, this passion of remov- 

ing from the ancient coffins, the Spanish vihuela 

players of the sixteenth century, where, covered 

with cobwebs, they slept perhaps the sleep of the 

forgotten. 

“This is what we owe with sincere gratitude 

to Sainz de la Maza. This great artist of the 

guitar has joined those who patiently set about 

discovering an uncovering the ancient Spanish 

music. It is one double task of the artist and the 

patriot. These admirable Spanish musicians of 

the sixteenth century, who saw the birth of the 
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fugue and the canon, and who opened the path 

which Bach and Mozart were to cross, have 

awoken in their dusty tombs, thanks to this 

valient and passionate young man who makes us 

look at these ancient flowers through an anxious 

and vital temperament. The melancholy and hap- 

piness of Luis de Narveaz and Mudarra, and the 

hidden sadness of that delicate artist Luis de 

Milan, are heard once more in the Spanish twen- 

tieth century thanks to this eminent guitarist, 

who has searched with affection for the yellow- 

ing parchments, and has allowed the greatest 

emotion to run through those six lyrical veins 

which the most difficult instrument possesses.” 

The man from Burgos, Sainz de la Maza, like 

the Catalan Llobet and like other great concert 

players, also has himself composed works for 

guitar—Studies, Preludes, Solea, Cantilena, 

Boceto andaluz, and Castilian songs, amongst 

others—born of that marvelous world of music in 

contact with the guitar, which has been and is 

for Regino Sainz de la Maza the irreplacable in- 

strument. He himself tells us that the guitar ‘‘be- 

came my guide and my lazarillo through the in- 

finite wood of music, and on penetrating a glori- 

ous past I could perceive and verify in a direct 

way the importance which the guitar assumes in 

that vast area of instrumental music.” 

  

  
Joaquin Turina 
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Joaquin Turina 
By Staff Author 

ZG)» = 
oaquin Turina y Perez was born in Seville, 

Spain, on December 9, 1882. He began 

to study music in his native city with the 
organist and choir master of the cathedral. He 
then entered the Madrid Conservatory, where he 

specialized in the piano with José Targo. In 1905, 

Turina went to Paris and enrolled at the Schola 

Cantorum. His musical studies ended there with 

various teachers, one of whom, Vincent D’Indy, 

had a profound influence upon him. 
Turina remained in Paris for a decade. His 

close association with most of the leading young 

French composers inevitably affected him, and 

he began to write music in their style and idiom. 
Fortunately, his meeting with and friendship for 

his celebrated compatriot, Isaac Albéniz, turned 

his thinking in the direction of musical national- 
ism. He was able to combine French impression- 

istic tendencies with Spanish folk idioms. 

Turina came to the attention of the Parisian 

music public with a Piano Quintet which the 

Quatuor introduced in 1907. Four years after 
this another excellent chamber music work was 

given in Paris, his String Quartet, introduced by 

the Quatour Touche. Both these works are distin- 

guished by a sureness of form, articulateness, and 

keen sensitivity. These qualities are also found in 
Turina’s next important work, the one in which 

his musical personality revealed itself fully de- 

veloped for the first time. 

It was La Procesion del Rocio, a musical des- 

cription of a religious procession in Seville, writ- 

ten in 1912, and introduced that year by the 
Orquestra Sinfonica in Madrid. La Procesion del 

Rocio, which Debussy likened to a luminous 

fresco, made its composer an important figure in 

the Spanish nationalist school; to this day, it 
remains one of his most notable works. 

Turina returned to Spain in 1914, settling in 
Madrid. From then until the time of his death he 

  

played a major role in his country’s musical life. 

He was the pianist of an important chamber 

music ensemble, the Quinteto de Madrid. He was 

professor at the Madrid Conservatory. He directed 
performances of the Ballet Russe in Spain. He 
wrote music criticism. And, he was a member of 

the Spanish Academy of Arts. 
But his principal significance rested with his 

creative work. Beginning with the premiere of his 

opera, Margot, in Madrid in 1914, his place with 

the foremost Spanish nationalist composers was 

never in dispute. Several of his works are among 

the proudest achievements of this school of com- 

posers. These include La Oracion del Torero, for 

string quartet, the Sinfonia Sevillana, which won 

first prize in a competition conducted by the San 

Sebastian Casino in 1920; and the Danzas Fantas- 

ticas, a glorification of authentic Andalusian 

rhythms. 

Pedro Morales divided Turina’s music into 

three groups. “First, those bearing no distinctive 

mark of nationalism; second, those in which it 

predominates; and third. . . in which the idiom 
is a blending of Spanish and foreign elements.” 

In his most important music, Turina is, accord- 

ing to Leigh Henry, “‘a musical impressionist of 

fine sensibility, both spiritually and musically. 

His music however, differs in constructive meth- 

ods from that of those generally termed impres- 

sionists. He tends towards the rather literary type 

of poetic expression exemplified in Albéniz’ [beria 

or in Images of Debussy, but his treatment of 
sound and rhythm is more objective in the strictly 

aural sense, and more full of feeling: for pure 

musical design than that of the elder Spaniard. 

Viewed as a whole, the general character of his 

work is subjective and impressionistic and has a 

certain flavor of romanticism.” 

Joaquin Turina died in Madrid on January 14, 
1949, 
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HISTORICAL RESEARCH 

  

DESIGNED BY C. LAWRENCE     By Thomas Heck 

MORE ABOUT THE TRANSITION FROM DOUBLE-STRINGS (COURSES) TO SINGLE STRINGS 

Renaissance (4-course) and baroque (5-course) 
guitars typically had two gut or wire strings per 

course, as we have seen. Classic guitars, on the 

other hand, had from the beginning and still have 

just one string per ‘“‘course”’ or per note — indeed, 

this is virtually part of the definition of the classic 
guitar. It is even more axiomatic than the sacred 

number six, which typically, but not invariably, 

describes the number of strings on the classic 

guitar. 

Our previous article dealt with the transition 

from double to single stringing, offering a repre- 

sentative date, 1774, for what may be the earliest 

single-string guitar of any kind deliberately made 

that way. That Gagliano guitar could not have 

been altered by truncating the tuning head as 

pictured below (Fig. 1) or by other forms of 
adaptation, although lopping four pegs off the 

top of a ten-peg tuning head was a very common 

and easy method of modifying 17th and 18th- 

century baroque guitars so that they would 

appear as genuine classic guitars for six single 

strings. 

Previous writers have often failed to take into 

consideration this operation when discussing the 

history of the classic guitar, and have been misled 

into assuming a much earlier date for the origin 

of the instrument than corroborating evidence 

(music, method books, iconography) could pos- 

sibly substantiate. 

Let us consider some of these corroborating 

documents. In April 1972, Editions Minkoff re- 

printed in one volume two relevant French guitar 

methods in facsimile: 

[Bailleux, Antoine.] Methode de Guitare par 
Musique et Tablature avec differens Exer- 

cices ... par Mr. B.D.C.... Mis au jour par 

Mr. Bailleux. Paris: Bailleux, s.d. [Datable 
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Figure 1 

17th and 18th century guitars originally built 
with 10-peg tuning heads were often truncated as 
shown here, pegs number 4-7 being lopped off, 

to produce what might appear to be an unaltered 

six-string guitar. This has led to much confusion 

in the dating of early classic guitars.



  

  

. METHODE DE GUITARRE 
La Gutarre est. montee de neuf Cordes, qu sont isting uees aveng rangs 

pe Pee Shas NG 
La. premuere Corde nommee Chanterelle est. accordee seule en Mi ,A, 

Les deux Cordes du 2° rang sont accordees a Lunisson du Si, C. 

Les dew Cordes du 3 “rang sont accordecs a ( unisson du Sol,E . 
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touwhe. Et la Chanterelle iv Lunisson avec tes quatriemes a la seconde touche , 

Comme on prend toutes les-notteds de. la Musique sur toutes les Cordes de la Guatarre. 

GAME DIATONIQUE. 
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@ 2 3 ee o- ee 

Tortrdn 

Figure 2 
The Bailleux guitar method (Paris, c. 1773) shows a baroque guitar with now only nine strings in use, 

the chanterelle or top string being represented as a single string. Reentrant tuning was still in use! 
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Dans ce Manche les lignes perpendiculaires designent les cing 

cordes, et les lignes transversalles désignent Jes I2 touches. 

cd 

  

      

    

    

    
  

  

  

  

  

  

  

      

    
  

                  

Chevillé : 
Manche dela Cutarre 

vn de face. 

° te e 
ao ’ 

eA: s a-vides 7 

SAllel la = vol | ve | amc Sllet 

17 Touche fat fro hee fae 8) Rarcdon 
‘on Case. Bs oe on Peek ae A naturelle 

alae : 
a” “4 as & | " ae (sFasthon 

we vlab re | 0o/ 

vetlnct |e 
3% | ow | on ow | re h |wlh Zc 

ue : Able d 

~ [@ Fa tlsch lre & |wolt ce 

t os lb fae b [mc bla b| | 
“¢ 

sof 4 fe 4 zy ae lak || 

[re Bolt fat a la Al ae 
Om] ou ou ou on ou wer 

movi ae re’ fie luc b 

au fit | ve . 
~ a : ee 

” [en | as a ars nek | | 

net |fa & lr e vet 
om] on ou ou, |wol k ou Fn 

Ae | ce WL me b «ue \ 

ne (AEH [oe | ate blued # lat 8 on 
af . a b eb ae b ak mae . 

ar : 

70" [~~ 4 oie et a ret a y™ 

wt 4 |v : 
~ [vel 4 wealf@ a fa tlre’ 

a. ou on ou ou 

fa Wire b fuel b | ue’ b tae’ b 

2” fa {ret [rol lure y lane’ 

Table —— de la |Guitarre . 

ee 

te 

orette de Unstruben 

914, 

Figure 3 
The Lemoine guitar method (Paris, c. 1808) goes even farther than the Bailleux, dropping double 

strings altogether for five single strings, while conserving the 10-peg instrument. 

18 

 



1766-92 by Hopkinson, dated 1773 by 

Minkoff.] 
Lemoine, A. M. Nouvelle Methode courte et 

facile pour la guitarre a l’usage des com- 

mencans composee par Mr. le Moine... 

Paris: Imbault, s.d. [Datable c. 1808 by 

Hopkinson. ] 
The Bailleux method pictures a conventional 

baroque 10-peg guitar on which only 9 strings are 

used, The high e (chanterelle), so the author im- 
plies, works better as a single string (Fig. 2). 
Re-entrant tuning is still apparent in his tuning 

scheme, the fourth and fifth strings being doubled 

at the octave. Bailleux has now begun to incor- 

porate staff notation (‘‘musique’’) into his method 
as well as “tablature,” the traditional kind of 

guitar notation. He uses both in parallel staves 

throughout his method. 

Lemoine, on the other hand, writing perhaps 
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VAR: 

two decades later, has completely forsaken double 

strings. He recommends using just five strings 

on the still normative ten-string instrument 

(Fig. 3). The lack of a sixth (E) string is further 

evidenced by his music. Lemoine’s “Ah! Vous 

dirai-je Maman”’ (Twinkle, twinkle, little star) 
variations (Fig. 4) only use the upper five strings. 
And they are notated in what historians of the 

guitar usually call “violinistic’’ or ‘‘primitive”’ 

guitar notation. Its features are the following: 

(a) No effort is made to distinguish a melody 

line from an accompaniment by means of note 
stem direction. (b) There is no rhythmic indepen- 

dence of parts. A fuller discussion of the develop- 
ment of primitive staff notation for guitar concur- © 

rent with the emergence of the classic instrument 

can be found in my article “The Role of Italy in 
the Early History of the Classic Guitar...” in 

Guitar Review no, 34 (1971): 1-6. 

AH'VOUS DIRAI-JE MAMAN 

Avec quatre Variations. 
\    

        

  

         

      

Fin 

    

- 
| 

r nc. 

Une seule fois la reprise. 

  

    
  

  

  

  

  

  

  

  

  

pc.% 

  oe = eS 

Figure 4 

“Twinkle, twinkle, little star” is penned for five-string guitar by Lemoine. The theme and two (of four) 
variations are reproduced here. The staff notation is primitive. 
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Guitar Competition 

ae 981 / 

The Society of American Musicians (S.A.M.) 

is an organization of some 325 musicians, artists 

and teachers. Since its foundation in 1914, 

S.A.M. has strived to promote the best interests 
of music in America and to uphold the highest 

standards of musicianship. Its purpose is to 

provide help and encouragement to student 
musicians and young artists through contests, 
awards and performance opportunities. 

S.A.M. is a nonprofit organization managed 
by a board of directors. All money collected 

from membership dues and application fees 

is spent primarily on cash prizes and judges’ fees. 
To qualify for membership you must be an 

American or a resident actively engaged in the 
musical profession and feel that your standards 
of achievement are compatible with the aims 

and ideals of the Society. 
Membership in the Society of American 

Musicians entitles you to enter students in the 

contests, membership directory, all society com- 

society of 

, American Musicians | 

      

munications, and invitations to the award recital 

and annual banquet. 
The contests are held in downtown Chicago. 

Contestants are assigned a time and perform for 3 

judges who listen from behind screens (to eliminate 

any form of prejudice). Winner of each division are 

announced at the conclusion of each contest. 

The first annual classical guitar competition 

sponsored by the Society was held at DePaul Uni- 

versity on March 30, 1980. Winners were Paul 
Henry (Young Artist), Kurt Rodarmer (Senior) 
and David Thompson (Intermediate). This year, 
there will be added a fourth division, Junior. 

Teachers wishing to enter students in next 
year’s contest must join the Socity of American 

Musicians by November 1, 1980. Guitarists 
(Young Artist age) not currently studying may 

join S.A.M. and sponsor themselves. Member- 
ship applications are available by writing: Patricia 
M. Berkenstock, 2423 Thayer Street, Evanston, 

Illinois 60201, (312) 869-8930. 

CONTESTANTS MAY PLAY AHEAD OF THEIR AGE BUT NOT BEHIND. 

ALL WORKS ARE TO BE PLAYED FROM MEMORY. 
CONTESTANTS PLAYING INCORRECT REPERTOIRE WILL BE DISQUALIFIED. 
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Z INFORMATION 
JUNIOR 

Ages: Must have a birth date more recent 
than Nov. 14, 1967 

Application Fees: $7.00 

Prizes: 1st Place — $50.00 

REPERTOIRE: = 

. Tarrega: Lagrima. Var. eds. 

. Logy: Aria from Partita in A min. Universal. 

. CHOOSE ONE: Any of the Carcassi 25 
Melodic and Progressive Studies. Var. 

eds., or from Renaissance Guitar, Wilson’s 

Wilde (Dowland’s Lute Book) p. 26, ed. 
Noad. Ariel Pub. 

C
o
 
D
O
 

  

INTERMEDIATE 

Ages: Must have a birth date more recent 

than Nov. 14, 1963 

Application Fees: $7.00 

Prizes: 1st Place — $75.00 

Paid performances 

1. Bach: Sarabande from the Violin Partita 

in B min. Var. Eds. 

2. Sor: Etude No.6. Ed. by Segovia. Marks Pub. 
3. CHOOSE ONE: Any Brouwer Etude 1-10, 

Eschig; Villa-Lobos Prelude No. 3 or No. 4; 

Eschig; Haydn: Andante, Columbia, 148; 
Chilesotti-Neidle: Any of 6 Lute Pieces of 
the Renaissance; Ponce: Prelude No. 6, 

Schott, GA124, Vol I; Milan: Pavane No. 3 
or No. 6, Ricordi/Belwin Mills; Haug: Alba, 
Berben. 

  

SENIOR 

Ages: Must have birth date more recent 
than Nov. 14, 1959 

Application Fees: $8.00 

Prizes: 1st Place — $150.00 
Paid performances 

1. Frescobaldi: Aria con Variazone, Schott. 

2. Tarrega: Capriccio Arabe in A maj. Var. 
eds. Use Repeat. 

3. CHOOSE ONE: De Falla: Homenaje De- 
bussy, Ricordi; Albeniz: Mallorca, Celeste; 
Lauro: Any of the 4 Waltzes; Sor: Any of 

the Etudes, 7-20, Segovia ed., Marks Pub.; 
Turina: Fandanguilla, Schott; Bach: Prelude 
from the 1st Cello Suite in D maj. Durate 

(Bream) and Schott (Faber). 

  

YOUNG ARTIST 

Ages: Must have a birth date more recent 

than Nov. 14, 1949 

Application Fees: $15.00 

Prizes: 1st Place — $300.00 

Dame Myra Hess Memorial 

Concert Series (Paid) WFMT   Preliminary: 
1. Torroba: Sonatina in A maj., Ricordi- 

Columbia. 

2. Bach: Prelude in E maj. from the 4th 

Lute Suite. 
Finals: 

1. Ponce: Variations on Folia de Espana, 

Schott. 

2. Villa-Lobos: 
Etudes. 

Choose any one of 12   

  

Note: This initial list is subject to change. It is 

the teacher’s responsibility to check this list 

against the official 1981 brochure.     
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Davis, CA 

Since the formation in 1979 of the Davis Guitar 

Guild by its current president, Stuart King, Davis 

California has become an active center for the 

study and performance of classical guitar music. 

This small city, fifteen miles west of Sacramento 

in the agriculturally rich central valley is the loca- 

tion of a major campus of the University of Calif- 

ornia. 

Under Stuart King’s energetic leadership, last 

year’s classical guitar program at Davis compared 

favorably with that of most major U.S. cities. It 
opened in October with a week-long master class 

and concert by the renown Uruguayan guitarist 

and composer Abel Carlevaro. This was followed 

by master classes and concerts during the year by 

Manuel Barrueco, Phillip Rosheger, George 

Sakellariou, and Eliot Fisk. 

The Davis Guitar Guild is a nonprofit organ- 

ization committed to educating and enriching 

Davis’s guitar community through the sponsor- 

ship of world-renown teachers and performers. 

The Guild also encourages local professionals, 

composers, and young players. A yearly series 

is dedicated to the premiering of new works and 
exploring all facets of the guitar in chamber as 

well as solo music. One program in the series is 

devoted to the young guitarists of Davis. 

Next year’s program promises to be even better 
than last year’s. It will begin with a three-day 

master class (Oct. 25 - 28) and concert by Juan 

24 

Mercandal. This will be followed by a four-week 
master class by Abel Carlevaro. The Carlevaro 

master class will run Thursday through Sunday 

for four successive weeks, March 20 through 
April 14. The required repetoire, all edited by 

Abel Carlevaro, is: 

Prelude, Fugue, & Allegro 

J. S. Bach 

10 Studies for Guitar 

F. Sor 

Etudes I, IV, VI 

H. Villa Lobos 

Theme, Variations & Fugue on Folias de Espana 

M. Ponce 

Five Preludios Amercanos 

A. Carlevaro 

Five Estudios Americanos 

A. Carlevaro 

Serie Didactica Quarto Cuadernos (4 vol) 

A. Carlevaro 

Optional Piece 

Performers should know all the pieces but will 

not be required to play all of them. Details will 

be given at a later date. Fees for performers will 
be $275 for four weeks, $175 for two weeks, and 

$100 for one week. An auditor’s class pass will 
be available for $100 for the complete session, 
$60 for two weekends, $35 for one weekend, or 

$12 for a single day. Since there will be spaces 
for only twelve performers anyone interested in



participating is urged to submit a $10 nonrefund- 

able application fee and a ten to twenty minute 

tape including at least one of the required pieces 

and one optional piece. On December 15 tapes 

will be reviewed by the Guild’s executive board. 

Accepted applicants will be notified by January 

1st. Auditor’s passes can be reserved by submit- 

ting a $25 nonrefundable deposit. For detailed 

information contact: Stuart King, Davis Guitar 

Guild, 234 J Street, Davis, CA 95616. Telephone 

(916) 756-6455. 

Next year’s program will also include a week- 

long master class by the California guitarist 

Michael Lorimer during the week of June 8 -12. 

Previous to the master class Lorimer will give a 

Davis concert on June 5th, sponsored by the 

University of California. 

Rio Piedras, Puerto Rico 

During the millenial search for Truth and 

Beauty, music has provided some of mankind’s 

finest spiritual treasures. The International 

Guitar Festival of Puerto Rico Inc., conscious of 

its civic responsbility and humanistic principles, 

has undertaken this cultural project as a positive 

contribution to our society and its future. It is 

our desire to stimulate the professional develop- 

ment of the talent of Puerto Rico, to promote 

the guitar in its many interpretative and creative 

facets, and to offer both concerts and specialized 

educational experiences of excellent quality. 

We welcome to our Festival, artists, students 

and music lovers from all the nations of the 

world. It is our hope that this musical experi- 

ence will engender an artistic communion com- 

mensurate with our highest aspirations. Through 

art and education we discover the important 

realities of existence, a necessary step to a har- 

monious understanding of life. 

Board of Directors 

Francis Schwarts 

President 

  

ACTIVITIES 
Master Classes 

by Alirio Diaz, Angel Romero, Manuel Barrueco 

Guitar Concerts 

by Alirio Diaz, Angel Romero, Manuel Barrueco 

Leonardo Egurbida, Juan Sorroche 

Special Mandolin Concert 

by Gustavo Batista 

International Guitar Competition 

with Medal Prizes of 

$3,000 — First Prize 

$2,000 — Second Prize 

$1,000 — Third Prize 
Lectures 

by Robert J. Vidal, Juan Helguera, Gustavo 

Batista, Manuel Velazquez 

Festival activities will take place at the Univer- 

sity of Puerto Rico, Rio Piedras campus; the 

Puerto Rico Conservatory of Music and the In- 

stitute of Puerto Rican Culture: educational 

institutions collaborating in the First Interna- 

tional Guitar Festival of Puerto Rico. 

For further information, write Festival Inter- 

nacional de Guitarra de Puerto Rico, Apartado 

21402 Estacion U.P.R., Rio Piedras, Puerto 

Rico 00931. 

West Hartford, CT 

The Guitar Division of ASTA has just received 

a grant from the E & O Mari Co., maker of La 

Bella Strings, to help produce the 1981 Sympo- 

sium to be held at the Hartt School of Music, 

University of Hartford. The Symposium will be 

held from-October 21 through 24 and is open to 

everyone. 
This symposium will consist of presentations 

on various topics of concern to all guitarists by 

leading teachers and performers. There will also 

be concerts and master classes by guitarists 

Oscar Ghiglia, Sharon Isbin, and Manuel Barrueco. 

In addition noted British composer Stephen 

Dodgson will conduct workshops dealing with 

the performance of his music, and there will be 

a concert of his more recent guitar compositions. 

Persons interested in presenting papers at the 

symposium are asked to submit an outline of their 
presentation to: Richard Provost, Hartt School 

of Music, 200 Bloomfield Ave., W. Hartford, CT 

06117 no later than April 30, 1981. 
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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 

Early much more. For your copy of our new 32 
: 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   
  

  

         ANTIGUA CASA SHERRY-BRENER. LTD. ANTIGUA CASA SHERRY.BRENER, LTD. 
of MAI of MADRID           Proudly Presents 

se OG 

Anricua 
“THE WORLD RENOWNED GUITAR STRINGS” 

ye   

     

      
    

     

      
“LONG LASTING GUITAR STRINGS” 

z ae “PLAYED BY THE MASTERS” > 

\, HANDMADE IN FRANCE, FLAMENCO GUITARS, \, 

1 ~4 COBRE 7 
STATISTICS 

ase Sulnge: Hendwound - Copper (French Proce) 
Precome Toros 

“ou EXCLUSIVE WORLDWIDE DISTRIBUTORS  '"*'** 
ANTIGUA CASA 

<cq “THE WORLD RENOWNED GUITAR STRINGS” 
<. D BY THE MASTERS 

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

    

  

Frenciece Terepe gs: Diamond Gauged - French Rylon \aigest 
iseise EXCLUSIVE WORLDWIDE DISTRIBUTORS  ‘”*" 

ANTIGUA CASA 

Treble Strings: 

THE ° Ottices 
LEGENDARY ~ Bren i. ge Soone oF Sherry-Brenee, Lis. gs 

gurrans of MADRID © GRANAD. 
> : 26 WEST Grd STREET 

sfingee CHICAGO, TLL. oom - U.8.A. - 
Phone Area Code 312 737-1711          

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 

THE WORLD RENOWNED GUITAR STRINGS 4 

           

 



JOSE ORIBE 

al a 

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 
  

  

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 usedby —Madein France— 

Emilio Pujol, Tarrega’s only disciple. 
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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 

      

  

 



  

AXNLEERY 
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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IN ANAHEIM 

ALO GUuicdR 
CENTER 

ONE OF THE LARGEST SELECTIONS 

OF THE FINEST CLASSICAL & 

FLAMENCO GUITARS IN THE WORLD 

   
   

       
   
   

    

Fernandez Ramirez 

Hernandez [ie Manzanero 

Barbero Nakade 

Matunage Fag Rodriguez 

Oshita Esteso 

La Chica Hauser 

Kono Sesoko 

Monch Kuniharu Nobe 

fap 

Complete 

Classical & Flamenco 

Sheet Music 

714-828-9762 

335 SO. MAGNOLIA 

ANAHEIM, CA 92804 

SP SEEEEEEEE5E5 
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Student & Concert 
_Guttars 
  

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 

Ada... 
Ovation 
Martin     
  

Music & Literature 
For “The Guitar 

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

(U.S., Canada & Japan only) 

  

      

  

    (415)386-0395 

1433 Clement St. S.E, CA. 94118 
      
  

  

    
 



  

“This new method is truly a 
remarkable achievement which will 
very likely become the standard in 
English-speaking countries for years to 

come... 1 recommend it 
enthusiastically.” 

Jerry J. Lobdill, GUITAR & LUTE (#11 

JUAN MARTINS 

Cl Ale Wa 
dela Guilana 
NOW AVAILABLE IN A DOMESTIC PRINT! 
Complete in 2 volumes with 60 minute 
three-record set played by Juan Martin. 

@ A self-study approach for the player at any level, from 
beginner to professional 

@ About 100 pages of music in staff notation 
and tablature 

@ Over 140 attractive, detailed photographs to illustrate 
the lessons 

@ 12 essential toques with many exciting falsetas 

and rasgueado rhythms 

VOLUME I — Lessons 1 through 14 (7 record); 96 pp., Softcover. $15.95 

VOLUME II — Lessons 15 through 26 (2 records); 96 pp., Softcover. $15.95 

Available from your favorite dealer, or direct 
from DEPT. 3GAX. 

THEODORE PRESSER COMPANY 
BRYN MAWR, PA. 19010         
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GUITAR 
REVIEW 
  

34 yeans of continvovs publication 

  
with GR48 Guilr Remi 

“The Guitar Review is a testimonial and an 
inspiration to all who love the guitar and 
beauty.” 

ANDRES SEGOVIA 

  

“I know of no other magazine in the world. 

like it.” 
HEITOR VILLA-LOBOS 

  

“Best wishes for the greatest success with 
your valuable Guitar Review, which I much 

admire.” 
IGOR STRAVINSKY 

  

“1 shall treasure these issues wherein you so 
properly and intelligently honor that notable 
and lovable instrument, the guitar.” 

CARL SANDBURG 

  

“The Guitar Review is in my opinion the 
handsomest and most distinguished musical 
periodical in America...” 

RALPH KIRKPATRICK 

  

“The Guitar Review provokes and stimulates 
connoisseur and layman alike by cultivat- 
ing the colorful tradition of one of the noble 
polyphonic instruments.” 

EMANUEL WINTERNITZ 
Curator of Musical Instruments 

The Metropolitan Museum of Art 

  

“The Guitar Review fills a definite need and 
I sincerely hope you will continue to have 
special numbers . . . which are of interest to 
musicologists as well as guitarists.” 

CARLETON SPRAGUE SMITH 
formerly Chief of the Music Division 

The New York Public Library 

ew will commence 4 new exclusive 
and corllinving sures of articles by 

Andres Segovia 
ith abject malter chosen by The Masstro 

GA Ihe 2pinid moves him. 
THE GUITAR REVIEW 409 East 50th Street New York, New York 10022 

descriptive brochures on request



President and Mrs. Carter 
Jlonor 

Andres Segovia 

Song of the Emperor and ‘Diferencias‘on 
a SpanishTune # 

Fugue (Originally for- Lute) such 

de Narvaez 
(ca, 1538) 

Menuet in.A ori i855 

Melancolia (Dole « Meso M.Castelnuow Tede: 
Primavera (Quasi Toccata (1895-1968) 

Allegretto Castellano F Moreno Torroba, 

Sevilla* I. Albeniz iz 

(1860-1909) 

*Revsed and adapted by Andres Segovia 
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Expert Instruction 

Accessories 

All Major Strings 

Publications 

De Olde 
Guitar Shoppe 

Specially Selected 

Imported Handmade 

Classic Guitars 

6806 Douglas 
Des Moines, Iowa 50322 

515/278-8780 

4. 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       
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Michael Newman 
& DAddanio 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? 

ay 2 
FARMINGDALE, NY 11735 

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

    

  
  
 



  

  

  

Antigua Guitar Blanket    
Price: $19.95 plus 95¢ postage 

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

3145 W. 68rd St., Chicago, Illinois 60629 (312)737-1711 

Findorsed 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 

) ARABESQUE 
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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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. 

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

Protect Your Valued Guitar With An 

INSULATED GUITAR CASE COVER 

e Handsome 

ADDS RESISTANCE TO SHOCK & ERATURE CHANGE 

WITH THE LATEST IN 3-PLY CUSHIONED CONSTRUCTION 

“se CUSTOM 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   
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Guitars 
lassical ant flamenco 

Handbnack 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 

SHERRY-ORENER. 
OF MADRID 

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

a Da. 
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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 IRREGULARLY 

Subscription for 3 issues $16.00 (foreign $18.00) 

Back issues beginning with No. 28 are available 

at $7.00 a copy ($8.00 foreign) 

  

REPRINT EDITIONS 
HANDSOMELY BOUND IN GOLD STAMPED COVERS 

Vol. I (issues 1-6, 1946-1948) $36.00 
Vol. II (issues 7-12, 1948-1951) $40.00 

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 

A 
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Andres Segovia 
Comments on 

GUITARRA Magazine 
“I hope that this fine mag- 
azine (GUITARRA Mag- 
azine) accomplishes its 
artistic purpose — to in- 

® crease the love and know- 
f ledge of its readers —for 

the beautiful instrument 
which is the guitar.” 

ANDRES SEGOVIA 
1966 Winston-Salem, NC 

   

   

   

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 ¢       

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 

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 

  

     
    
    
    
        

      
    
    
     

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’ 
  

  

   

      

  

 



  

  

   

    

_ December 16, I 770 

Fame Bouse Paris, a = 

_ Francisco Tarrega, Castellon, Spain 
Benjamin Britten, 

Manuel de Falla, Cadiz, ‘Spain 2 
Jean Sibelius, Tavastehus, Finland : 

Manuel M. Ponce, Fresnillo, Mexico 
Joaquin Turina, Sevilla, Spain se 

Hector Berlioz, La Cote Saint Andre-France 

     Antonio Cano Lorca, a, Murcia, Spain 

   
  

Lowestoft, Suffolk, — 

Christopher Parkening, Los Angeles, California 

December 18, 1811 

  

  
oe Van Beethoven, Bonn, Germany. 

  

= November 10, 1668 
November 21, 1852 

_ November 22, 1913 

November 23, 1876 
December 8, 1865 _ 

December 8, 1886 © == 

December 9,1882 
December 11, 1803 
December 14, 1947   
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