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DEDICATION 

UITARRA Magazine is dedicated to the 

{ s greatest guitarist, Andrés Segovia. 

Andrés ‘Segovia has given the guitar its bright- 

urs. After Segovia, and. until eternity, no 

ill ever hear the guitar played as we are 
h earing it t played. 

  

James Sherry, 
January 1, 1966 
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HISTORICAL RESEARCH 

    Yh 
DESIGNED By C. LAWRENCE 
   

By Thomas F. Heck 
Archivist, Guitar Foundation of America 

THE HISTORIC VARIETY IN GUITAR SIZES 

A casual browsing of illustrated histories of 

the guitar, such as Guitars ... from the renats- 

sance to rock, by Tom and Mary Anne Evans 

(New York, 1977) makes one aware of the great 
variety in size and shape that the guitar has ex- 

hibited since the 16th century and, indeed, 

continues to display in lands that are somewhat 

removed from the mainstream of central Europe. 

Anyone who has witnessed a Mexican Mariachi 

band, for example, with its robust guitarron 

(bass guitar), its standard Spanish guitar, and in 

some Cases its small requinto, about the size of a 

baritone ukulele, will attest to how much a cer- 

tain variety in guitar size adds spice to life! Have 

we lost some of this variety . . . this spice... 

with the standardization of the classic guitar 

today? 

The student of the classic guitar walking into 

a music store in 1981 to look over the inventory 

of nylon string guitars will soon realize that the 

so-called classic guitar of our era has become a 

very stereotyped, standardized instrument. Its 

physical characteristics are more or less settled as 

follows: 

— string length: 65 to 66 cm. 

— overall length: 100 to 101 cm. 

— body width: upper bout, 27-28.5 cm. 

waist, 23.5-24.5 cm. 

lower bout, 35-37 cm. 

— body depth: 9-10.7 cm. 

    
 



  

Without attempting to review the question of 

when, where, and how these dimensions became 

so fixed, I would like to offer some liberating 

thoughts for anyone—guitar maker or performer 

alike—who has ever questioned the necessity of 

classic guitars being this size and only this size. 

These reflections will seem especially timely to 

those who are involved in teaching guitar to 

young people, for a rediscovery of ‘‘small’’ and 

even “tiny” guitars for tiny tots is in progress at 

the present time. This may be due to the bene- 

ficial influence that the Suzuki approach to 

violin instruction is having in the musical world. 

A. Guitar size is only one factor in a guitarist’s 

success 

The meteoric success of Andres Segovia, start- 

ing in the 1920s in Europe but rapidly attracting 

international attention, is due to three major 

factors which, in my view, should be ranked in 

this order of importance: (1) his superior tech- 
nique and musicianship, (2) his introduction of 
new repertoire well suited to the instrument, and 

(3) his relatively loud Ramirez guitar. Jf Segovia 
had been born in Italy or Germany, it stands to 

reason that he would have achieved analogous 

success with a somewhat smaller instrument of 

Italian or German manufacture, although he 

would not have had much difficulty in obtaining 

        

Fig. 32. 
Chitarra comune 
(tipo francese). 

Fig. 31. 
Chitarra comune 
(tipo fiorentino). 

Fig. 33. 
Chitarra con bassi 

aggiunti (a 9 corde). 

a comparably large guitar in Germany, where the 

practice of guitar playing was widespread and 

where, as of the year 1899, the revival of the 

guitar was spearheaded by the Munich-based 

I.G.V. (Internationale Guitarristen-Verband, i.e. 

International Guitar Society). 

An interesting document in this connection 

is the Manuale teorico-pratico per lo studio 

della chitarra of Agostino Pisani, published in 

Milan in 1914, an excerpt of which is reproduced 

below. Notice that the guitars available in Italy in 

the pre-Segovian era ran the gamut from the 

small Chitarra comune (common guitar, Fig. 31, 

of the Florentine type) to the Chitarra germanica 

(the large German guitar, Fig. 35, of the Spanish 

type). In between were a spectrum of sizes, 

shapes, and stringings, including the Sicilian 

double-strung guitar, called a “harmonic”’ guitar 

(Fig. 34), and the “added bass’’ 9-string guitar 

which we know was so popular in latter-19th- 

century Austria (Fig. 33). 

B. Guitar size affects playability, sometimes 

adversely 

String length is crucial to the playability of 

the guitar, especially where the stretching of the 

left hand to reach certain intervals is concerned. 

Classic guitar music demands sometimes that the 

performer be able to maintain a five-fret stretch 

  
Fig. 34. Fig. 35. 

Chitarra armonica siciliana Chitarra germanica 
(a 10 e 11 corde). (tipo spagnuolo). 
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in the left hand—something that historically was 

possible for most players on the “early” classic 

guitar, since its string length was on the order of 

55-62 cm. Here are two examples of this require- 

ment, one from Giuliani, and the other from 

Carcassi: 

  

Matteo Carcassi, No. 11 in ‘50 Exs. Progressing in Dif- 

ficulty,” from the Method, republ. Carl Fischer (New 

York, 1962). 

  

Mauro Giuliani, Op. 118, 6 Variazioni per chitarra, 

measure 2 of the theme. 

In order to execute the above passages on the 

modern, standardized classic guitar with a 65 or 

66 cm. string length, one must be endowed with 

very large hands and one must have played the 

guitar for years. The stretch required between 

the index (1) and the little finger (4) of the left 

hand here is exactly equivalent to playing an 

octave on the piano with the same fingers. The 

distance tip-to-tip is about 16 cm. Most students, 

and most women, cannot span better than 14.5 

cm. between the index and the little finger on 

the left hand. Let us bear in mind that the same 

music performed on an earlier, smaller classic 

guitar having, say, a 58 cm. string length, would 

require a stretch in the left hand of only about 

14 cm.—one which is readily achieved by most 

students and most women. 

If one takes comfort in the relative loudness 

made possible by the standardized classic guitar 

of today—a loudness which appears to be linked 

to size, but which this writer is not absolutely 

convinced must be so linked—then one takes 
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no joy whatever in the realization that more 

than half of the potential guitar playing public 

will never be able to play the above passages 

satisfactorily. 

C. History sanctions variety in guitar sizes 

* It seems clear to all who have delved into the 

history of the classic guitar that the instrument 

which Giuliani, Carcassi, and Sor played was 

quite a bit smaller than the modern guitar. Even 

with gut strings, it projected enough to hold its 

own and to flourish in chamber music, in solo 

performance, and in concertos, pitted against a 

full orchestra. At the time of the first flowering 

of the guitar in Vienna (1800-1820), instrument 

makers produced a great many sizes and shapes 

of guitar, depending on the needs of the cus- 

tomer. There were ‘“Meistergitarren’” (master 

guitars) which tended to be larger, relatively 

speaking, with string lengths of 60 to 62 cm., and 

“Damengitarren” (ladies guitars) which were 

slightly smaller than the foregoing, averaging per- 

haps 55 to 59 cm. in string length. It is likely also 

that guitars of this smaller size were pressed into 

service as “Terz-gitarren,’’ tuned a minor third 

higher than the standard instrument. 

In any event, although we in the latter 20th 

century appear to have forsaken our options with 

respect to guitar size, all is not lost. The baroque 

guitar and its literature have already been re- 

vived in America and Europe. Michael Lorimer, 

Jim Tyler (whose book, The Early Guitar: a 

History and a Handbook, has just appeared), and 

Frank Bliven are three guitarists who come to 

mind in connection with baroque guitar perform- 

ance. And in Japanese journals such as Gendai 

Guitar, not to mention European sources, we can 

find reconstructions of classic guitars of the early 

19th century (Lacote, Panormo, Stauffer) being 

used in performance and being offered for sale. 

Dr. Brian Jeffery, the noted musicologist and 

leader in the Sor revival, enjoys playing the music 

of that eraon an authentic instrument. And, 

fellow guitarists, we are not alone. It is already 

fashionable to perform Mozart and Haydn on 

reconstructed fortepianos in preference to 

Steinway grands. So, all in all, a healthy histor- 

ical trend is setting in with respect to guitar sizes 

and styles that may ultimately make the instru- 

ment more playable and more interesting to 

more people.



  

  

  

  

Daniel A. Hazard 

Guitar Forum 
Study and Practice 
The Essential Mental and Physical Components     

We must understand first that there is a wide 

difference between studying and practicing. They 

resemble each other only in so far as they both 

require energy and time. By the same token, they 

are virtually inseparable in any system designed 

for efficient learning and memorization. 

To understand this concept, we must first 

divide study and practice into their component 

THE COMPONENTS OF STUDY: 

RESEARCH implies that we acquire some 

knowledge of the piece’s historical and 

national background; a general acquaint- 

ance with the composer and perhaps some 

of his other compositions; a survey of per- 

formance styles and practices of the time; 

and an accurate score from which to work 

(either a copy of the original manuscript or 

an authoritative edition). 

EXAMINATION implies that we learn the 

piece’s key, time signature, dynamic in- 

dications, tempo markings, title, and opus 

number. We must also decide what these 

things mean to us and how they will effect 

our approach and understanding of the 

piece. Tempo markings and expressive 

indications should be carefully looked up; 

the opus number can help us judge where a 

composition fits in, in relation to the 

composer’s whole output; the title ‘may 

help define the mood, character, etc.; the 

key might require a special tuning. All 

such matters are considered part of the 

examination. 

PRESTUDY involves study and analysis of the 

score before practice. The analysis should 

include complete fingering of both left and 

right hand parts (including indication of 

parts. What is generally termed ‘Study’ should 

actually consist of: Research, Examination, and 

Prestudy. What is generally termed ‘Practice’ 

should actually consists of: Practice, Mental 

Rehearsal, and Refinement. These six compo- 

nents are at the core of my learning and memo- 

rization model. We can begin by understanding 

the terms. 

rest and free strokes); an observation of the 

formal, harmonic, and rhythmic structure; 

and possibly a preliminary listening to a 

performance or recording of the piece. The 

latter is optional and sometimes impossible 

in the case of an unrecorded work or new 

contemporary piece. Studies have shown 

that listening to a piece before you begin 

the learning process is beneficial in forming 

a concept of the piece as a whole, however, 

one must avoid a slavish reproduction of 

someone elses interpretation. Prestudy also 

means ‘playing it through in ‘your head’ 

before you pick up your instrument. 

THE COMPONENTS OF PRACTICE: 

PRACTICE (the manual process) means a 

large number of repetitions, with close 

attention to mere correctness of notes, 

fingerings, dynamics, tone color, etc. Good 

practice is intelligent repetition, but there 

is little intelligence in repeating anything 

without concentration of mind. The mere 

act of practicing in itself does not insure 

the improvement of a skill. ‘The value of 

practice lies only in the repetition of a pat- 

tern of response that inevitably will vary 

and may be reinforced by the person or his 

teacher. It is the subtle manipulation of 
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reinforcement that produces improvement, 

not the practice itself.”"6 

The most important stage of practice is the 

initial impression. Nearly all psychologists 

and educators agree that the first impres- 

sion is the most lasting one, therefore, in 

our practice it is economy of time and 

energy to take advantage of this fact so 

that no corrections need be made later. “In 

learning something, make a deliberate and 

deep first impression and then trust that. 

Instead of repeating the impression, repeat 

the recall or memory.’”” This leads to the 

next component... 

MENTAL REHEARSAL is defined as im- 

plicit recall of the material already learned. 

There are different stages of this—first; 

after making an adequate and permanent 

first impression, repeat it in recall, or from 

recall, as often as is necessary to deepen 

this first impression. This stage of mental 

rehearsal provides for efficient and secure 

learning. It is generally used on small 

sections of a piece (say, one phrase at a 

time). Second; once a piece is somewhat 

learned as a whole, another type of mental 

rehearsal has been proven beneficial. Dur- 

ing a mid-way point in practicing a piece, 

one should pause for a period of mental 

rehearsal away from the instrument and 

then return to complete the practicing. For 

example—play it twice; think it once; then 

play it again twice. Third; once the piece is 

fairly well learned, mental rehearsals may 

occur anytime or place you wish—the more 

the better. Psychological teaching suggests 

that the last thing at night is a good time 

‘for rehearsing what one desires to remem- 

ber. Why waste those last several minutes 

you fall asleep? They can make a difference. 

It must be remembered that mental re- 

hearsal includes recall of notes, left and 

right hand fingerings (rest strokes and free 

strokes), dynamics, tone colors, expres-. 

sion, rhythm, and all other ingredients of 

the actual physical performance. Mental 

rehearsals should be practiced in ‘slow- 

motion’ and ‘a tempo’. “With each sound 

that is ‘heard’ mentally in ‘thinking through’ 

a musical composition there should be as- 

sociated a special consciousness of the 

fingers which are to produce that sound. 

To mental hearing must be added mental 

feeling. 8 

REFINEMENT is the on going process of 

improving a composition either technically 

or interpretively. While most technical 
aspects will improve through physical 

practice, most interpretive ‘concepts must 

evolve through the mind. Refinement re- 

quires that the performer regards his 

performance objectively. Many players 

allow themselves to produce sounds that 

they would condemn at once if they heard 

them in the performance of another. We 

must strive to become both performer and 

audience at the same time. As Busoni once 

said, ‘‘No one in the audience listens more 

attentively than I do. In quest of new 

beauties, I must continually have my mind 

alert to opportunities for improvement.””9 

As most guitarists realize, great works of 

music are like old friends—they will be 

with us for a lifetime. Considering this 

point, we must lay great value on these 

words of Manuel Lopez Ramos, ‘In order 

to continually refine these great works for 

guitar, we must learn to renew our love for 

the music constantly—just as we renew 

each day the deep feelings for our love- 

ones.”19 Refinement is the never ending 

search for the composers inner thoughts 

and feelings at his moment of inspiration. 

As you can see, merely understanding the 

primary components of study and practice 
nearly sets up a system—but not entirely. 

There is yet more to consider before a 

complete learning and memorization model 

can be formed. However, one important 

observation can already be made—pure 

mental activity should be substituted for 

much of the work usually done at the gui- 

tar. As the great piano teacher Leschetizky 

puts it, “Thought is most essential in the 

study of pieces; for the way by which they 

are learned and memorized goes from 

brain to fingers, and never in the other 

direction, from fingers to brain.””!1 

6Robert W. Lundin, An Objective Psychology of Music (New York: Ronald Press, 1967), pp. 132-133. 

7Carl E. Seashore, Psychology of Music (New York: McGraw-Hill Book Co., 1938), p. 151. 

8James Friskin, The Principles of Pianoforte Practice (New York: H. W. Gray Co., 1921), p. 29. 

9James F. Cooke, Great Pianists on Piano Playing (Pennsylvania: Theo. Presser Co., 1917), pp. 99. 

10Manuel Lopez Ramos, Masters Class (Mexico City, Mex., June 6, 1977), Lecture. 
11Malwine Bree, The Groundwork of the Leschetizky Method (New York: Schirmer, 1902), p. 76. 

 



  

  

SPANISH ESSAY No. 1 “Lament” 
Dedicated to my twin brother, Harvey Aaron during our period of separation of Oct. 1961 - Dec. 1967 

by Bernard A. Aaron 

ee Se ZS           

      

     

   

Esspressiv0, Dolorosof e 

EO LOE Se (a 3 

 



SPANISH ESSAY No. 1 (Cont'd) Bernard A. Aaron 
  

      LS ee {| 2 SS 

     



  

  

SPANISH ESSAY No. 1 (Cont'd) Bernard A. Aaron 
  

 



RECORD 

During the last decade guitarists have made 

great strides in search of “new’”’ repertoire for 

guitar. With much of the European music already 

h Willi uncovered, attention became focused on a con- 
Jo nl I lams tinent whose musical heritage was rich, yet for 

the most part, untapped. Among the greatest 

i h 1 f music to be revived was that of the Paraguayan 
p ays t e music 0 composer Agustin Barrios Mangoré, and at the 

forefront of that revival stood the eminent 

s . , British pioneer John Williams. 

Agustin Barrios Ma ngore, The recording listed above is a highlight in this 

musical exploration, but should not be mistaken 

Columbia M35145 _—s for a “greatest hits of Barrios’’ album. Indeed, it 
does contain some of Barrios’ finest, but Mr. 

Williams has also included some of his more 

obscure works. 

Mr. Williams displays much brilliant virtusoity 

in his execution of this technically demanding 

music, and demonstrates an obvious love for the 

South American style. 

There appears to be no relationship between 

these recorded pieces and the Richard Stover 

editions, though they do correspond in many 

places. Williams did compliment Mr. Stover on 

his research in Guitar Player magazine. 

The music of Barrios is a good match for any 

guitarist and John Williams has handled the task 

with much excellence. I would highly recom- 

mend this recording to anyone wishing to hear 

guitar virtuosity at its best. 

P.S. An amusing anecdote: After an out- 

standing concert (featuring much Barrios music) 

at London’s prestigious Wigmore Hall, John 

Williams bounced back on stage for his last en- 

core with his guitar and Vol. I of the Barrios- 

Stover edition in hand. He then preceded to 

perform right from the book Barrios’ charming 

“Villancico de Navidad,” which incidently is the 

easiest piece on his record! 

  
  David Breaugh 
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RIEVI 

The Rodrigo Concierto de Aranjuez has turn- 

ed up again and again in recent recordings, and 

it is not difficult to figure out why; the piece is 

well-loved for its extraordinary beauty and its 

authentic Spanish flavor, and it has become in- 

creasingly popular with each passing year. In 

combination with that other well-loved Rodrigo 

work, the Fantasia para un Gentilhombre, the 

two pieces set the stage for an album filled with 

beautiful music, which is precisely the way to 

describe Alexandre Lagoya’s fairly recent record- 

ing of the works. 

Released on the Phillips label, the album fea- 

tures a rich, full sound which well suits the two 

beautiful concertos. Of particular beauty is the 

haunting middle section of the Aranjuez. On the 

whole, the orchestral part is nicely played by the 

Orchestre National De L’Opera De Monte-Carlo, 

which is conducted by Antonio de Almeida. 

For the most part, Lagoya does a good job 

playing the concertos, achieving a very nice 

guitar sound (it should be noted, incidentally, 

that Lagoya is well known for his good sound, 

which is the result of his own innovations in right 

hand sound production technique). However, 

there are moments—particularly during the fast 

scale passages in both concertos—when the play- 

ing loses its earlier strength and ease. Also, 

Lagoya chooses not to use the spirited rasgueado 

technique in the first movement of the Aranjuez, 

even though the score is clearly marked for its 

use. The reasoning behind this does not seem 

clear, especially since he used the technique in 

later sections. 

Despite these problems, however, the spirit of 

the music remains intact, and the record is thus 

a lovely exposition of Rodrigo’s colorful music. 

by Scott Bach 

  

WS 

Rodrigo /Concierto de 

Aranjuez, Fantasia para 

un Gentilhombre, 

Alexandre Lagoya, 
Phillips 6500 454 
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MAURICE RAVEL: Bolero, Theme for Solo 

Guitar—Transcribed by Peter Kraus, Theodore 

Presser Co. $2.50 
Even though Bolero by Ravel has been world 

reknown for decades, the recent motion picture 

“10” was responsible for a new surge of interest 

in the piece. This new-found interest has been a 

springboard for various commercial endeavors, 

among which this guitar transcription of the 

Bolero is undoubtedly one—the music is promoted 

on the front cover as having been ‘‘used in the 

motion picture ‘10’.”” But let us put aside the 

marketing tactics of this publication and take a 

look at the music within: 

From a technical standpoint, this is a piece of 

intermediate-to-advanced difficulty. The finger- 

ings are all straightforward, and the transcription 

presents no usually difficult problems. 

From a musical standpoint, the piece presents 

two main challenges to the guitarist: forming a 

legato sound while working in bolero rhythms, 

and effectively articulating the long crescendo 

(from start to finish) that the piece is famous 
for. These are two very beneficial exercises in 

musicianship. 

Surprisingly, the Bolero translates very well to 

the guitar, and with a little effort on the player’s 

part, this could become a guitar work of sub- 

stantial importance. The transcription, by Peter 

Kraus, is nicely done, and despite its ‘“‘“commercial 

overtones,” this version is worthy because it 

adds well-established music of great value to the 

guitar’s repertory. 

Scott Bach 

The Guitar Works of Agustin Barrios Mangoré, 

Vol. I, II, WI—Edited by Richard D. Stover, 

Belwin-Mills Publishing Corp. $3.00 
Even though this publication has been in exist- 

ence nearly four years, I feel it still deserves 

mention as one of the finest guitar collections 

available. This three-volume edition contains an 

exhaustive representation of the genius of Agustin 

Barrios Mangoré. With pieces ranging from inter- 

12 

. 

mediate to advanced in difficulty, this music is 

of great value both musically and technically 

speaking. 

Although the composition style of Barrios 

Mangoré is rather light, the composer appears to 

be very versatile in his writing. This collection 

contains many pseudo-Baroque and Classical 

pieces with a South American flavor as well as 

the Romantic sounds for which Barrios is so 

noted. 

Barrios obviously had a phenomenal tech- 

nique as these 60 pieces demonstrate every kind 

of technical challenge. Each piece is an excellent 

study in its own way—with an emphasis on scale 

passages, slurs, arpeggios, long reaches, and even 

tremolo. 

The fingerings have been carefully added by 

the book’s editor, Richard D. Stover, through 

consultation of Barrios’ own recordings. Mr. 

Stover captures the true Barrios style which is 

evident on the recordings. 

One disappointing factor is that the collec- 

tion is not complete in itself—a few of Barrios’ 

most popular guitar solos (including La Catedral 

and Danza Paraguaya) have been left out for 

separate publication with Belwin-Mills. Never- 

theless, this collection is most valuable to guitar- 

ists and I commend Mr. Stover for his compre- 

hensive research. 

David Breaugh 

Christmas Music for Guitar — Arranged by James 

Grimm, Midwest Music Publications. 

$3.95 
With the holiday season fresh upon us, this 

small collection of folk songs, entitled ‘“‘Christmas 

Music for Guitar,” will be of interest to those 

infused with the holiday spirit. The collection 

focuses on some very popular holiday music, pre- 

senting the pieces in easy-to-play arrangements 

replete with lyrics and chordal accompaniment. 

Included in the publication are Christmas 

classics like Silent Night and O Little Town of 

Bethlehem, presented in pleasing arrangements



  

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

to GUITARRA Magazine, Publication/Record Reviews, 3145 West 63rd St., Chicago, IL 60629 
  

which take on greater sonority when the accom- 

panying chords are added on a second guitar. 

With a third person (someone to sing the lyrics), 

the music truly comes to life, setting the stage 

for an enlivened holiday gathering. 

The famous Of particular interest is the Ukranian Carol, 
Bolero by the only piece in the collection without chordal 

Maurice Ravel accompaniment or words. The Carol is a pulsat- 

transcribed ing, bell-like piece which warrants the attention 
for guitar of guitarists who enjoy working with haunting 

melodies. 

For the most part, these selections are popular 

pieces meant for people who simply want to have 

fun playing the guitar during the holidays. The 

arrangements, by James Grimm, are easy to learn, 

and more than coincidentally, Christmas Music 

The Guitar Works of for Classical Guitar contains 12 selections on 12 

AGUSTW BARRIOS MANGORE pages—one piece, on one page, for each of the 12 

days of Christmas! 

        

Scott Bach 
Belwin-Mills 
presents NATHANAEL DIESEL: 15 Pieces for Guitar — 

three volumes Transcribed by Francois Castet, Alphonse Leduc/ 

of Barrios Theodore Presser Co. $3.75 
Francois Castet has transcribed this collection 

of 15 short pieces by Nathanael Diesel, an 18th- 

century composer and (presumably) guitarist. 

‘ncn ce From a technical standpoint, these pieces are 

—— 2 excellent learning material for an intermediate 

beginner guitar student; they present a series of 

small challenges in the first position which in- 

clude basic two and three-note chord changes, 

simple scale passages, and slur ornaments. 

From a musical standpoint, however, the 

Holiday ‘ pieces lack variety, and therefore tend to lose the 

music in player’s interest. Too, the fingerings appear to 

easy-to-play have been made with only technical ease in mind, 
arrangements thus detracting from the musical impact on the 

  

listener. A set of re-fingerings done with melody 

and phrase in mind would at once help to trans- 

form Diesel’s pieces into compositions of far 

more substance and beauty. 
—Scott Bach 
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Toronto, Canada 
Guitar ’81 
International Guitar Festival 

June 22-27, 1981 
The Guitar Society of Toronto is pleased to 

announce that it will hold, for the third time, an 

International Guitar Festival, to be known as 

Guitar 81. It will take place from June 22 to 

June 27, 1981, at the Edward Johnson Building, 

Faculty of Music, University of Toronto. This 
will bring together guitarists from around the 

world to meet each other, to exchange ideas, to 

spread information and to generate a feeling of 

understanding and co-operation among individual 

guitarists, Guitar Societies, teachers, students, 

luthiers, composers and afficionados. 

Each evening, a concert will be given by 

international masters of the guitar and lute. 

The following artists will be performing: John 

Mills (England) and Lynne Gangbar (Canada), 
Sergio Abreu (Brazil), Toyohiko Satoh (Japan) 
and Paul O’Dette (U.S.A.), Sharon Isbin (U.S.A.), 
Narciso Yepes (Spain), and Turibio Santos 

(Brazil). 

Seminars, Workshops and Lectures 

The 10-String Guitar ......... Narciso Yepes 

ae Music of Brazile 5. se. Turibio Santos 

Glasses DY. i555. John Mills and Sergio Abreu 

Workshop for Guitar Makers . . .José Romanillos 

Ensemble Workshop. .......... Paul Gerrits 

of the Laval Trio 
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DUG WOPKSHOPSS 5. ai5s5- 5020s Michael Andriaccio 

and Joanne Castellani 

Renaissance and Lute Workshop. ........... 

Paul O’Dette 

Baroque Lute and Guitar Workshop ......... 

Toyohiko Satoh 

Composer’s Workshop ...... Stephen Dodgson 

and Reginald Smith-Brindle 

‘Teacher Setiuiay <2 3 oe Aaron Shearer 

and Eli Kassner 

Players wishing to participate in any of the 

workshops listed above must submit audition 

tapes no later than April 15th, 1981, to: 

Guitar 81 

139 St. Leonard’s Avenue 

Toronto, Ontario 

Canada 

M4N 1K6 

International Competition 

One of the highlights of the week will be an 

international Performers Competition, co-spon- 

sored by the Canadian Broadcasting Corporation. 

The following prizes will be awarded: First 

Prize: $1,500 and a top model Kohno guitar 

kindly donated by Mr. Masaru Kohno of Tokyo,



  

Japan. Second Prize: $1,000 and a top quality 

guitar. Third Prize: $500. For more detailed in- 
formation regarding competition prizes contact 

Guitar ’81 at address given in this article. 

Competition Rules 

1. The competition will take place between 

June 22-27, 1981. 

2. The competition is open to guitarists of all 

ages and nationalities. 

3. The competition will be in two stages. The 

first will be on tape and the second will be a 

live performance. 

Application forms and tapes must be received no 

later than April 30, 1981. 

Prescribed Program 

Tape Elimination 

1. Prelude and Presto (Tres Viste) from the 
Third Lute Suite by J. S. Bach (any stan- 
dard edition) (B.W.V. 995). 

2. Fandango from Tres Piezas Espanolas by J. 

Rodrigo (Schott G.A. 212). 
3. Etude Number 2 by H. Villa-Lobos (Eschig). 

(Credits to Mid-America Guitar Society) 

Akron, OH 
The University of Akron Department of 

Music has announced the appointment of Ron 

' Franklin as the first Chairman of the newly 

created Guitar Section. Mr. Franklin has been 

performing professionally for over ten years 

and is a cum laude graduate of the Baldwin- 

Wallace College Conservatory of Music where 

he studied guitar and renaissance lute with Dr. 

Loris Chobanian. He received the Master of 
Music degree from Texas Tech University where 

he was a graduate teaching assistant under James 

Bogle. 

His performances have included the world 

premiere of a piece for Guitar, Viola and Violin 

by James Bogle at the 1979 American String 

Teachers Association’s National Guitar Symposi- 

um and the world premiere of Loris Chobanian’s 
highly acclaimed Sonics for 4 Guitars at the 1977 

ASTA Symposium in New Orleans. Mr. Franklin 

performed with the orchestra of the Cleveland 

Ballet during the Spring 1979 season in the popu- 

lar rock ballet Ozone Hour and the world pre- 

miere of Texturas. His most recent solo programs 

have featured the renaissance lute and baroque 

guitar in addition to the standard classical in- 

strument. This experience in styles ranging from 

popular to renaissance insures that guitar stu- 

dents at The University of Akron will find ample 

opportunity to explore a wide range of styles and 

techniques. 

Located 30 miles south of Cleveland, The 

University of Akron, an institution of 25,000 

students, is situated in a metropolitan area of 

one-half million which supports a metropolitan 

symphony orchestra and chorus, a youth orches- 

tra, a professional chamber ballet, chamber en- 

sembles of distinguished area artists, and numer- 

ous other cultural organizations. The Depart- 

ment of Music with 400 music majors is located 

in a $20 million performing arts complex. The 

department offers a Bachelor of Music with 

options in performance, music education, theory- 

composition, history and literature, and jazz 

studies; a Bachelor of Arts in music; and a Master 
of Music with options in performance, accom- 

panying, music education, theory, composition, 

and history and literature. 

For information regarding course offerings, 

scholarships and assistantships, please contact: 

Ron Franklin, Guitar Section Chairman, Dept. of 

Music, University of Akron, Akron, Ohio 44325. 

Boston, MA 

James Stanley Ballinger, President of New 

England Conservatory, has announced the ap- 

pointment of Neil Anderson to the faculty of 
New England Conservatory for the 1980-1981 
academic year. Neil Anderson graduated from 

the Hartt College of Music at the University of 

Hartford. A student of Manuel Barrueco, Aaron 

Shearer and Eli Kassner, he has performed ex- 

tensively in the United States, Canada and 

England both as a soloist and chamber musician. 

Mr. Anderson has commissioned new works for 

guitar and has premiered several compositions 

which have been dedicated to him. As a teacher, 

he has been the head of the guitar department 

at the University of Lowell College of Music, 

and has been on the faculties of the Boston 

Conservatory, the Hartt School of Music and 

the ‘Chautauqua Summer Music School. Mr. 

Anderson was recently elected Educational 

Chairman of the American String Teachers 

Association, Guitar Division and is serving his 

third year as Artistic Director of the Boston 

Classical Guitar Society. 
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Dallas, TX 

The Dallas Classic Guitar Society is now selling 

season tickets to its remarkable 1980-81 series. 

Being billed as ““A New Decade of Guitar,” the 

upcoming season promises to bring a number of 

firsts to Dallas. 
One of the most obvious changes this year will 

be the new location: the Antole Hotel Audit- 

orium. According to David Woolf, the Society’s 

president, “We are really excited about the new 

hall. The auditorium will provide the space neces- 

sary for the growth of the Society without sacri- 

ficing the acoustics we’ve been used to at Caruth 

Auditorium. 

Launching the season was Manuel Barrueco 

on September 23, 1980. The Cuban-born artist 

is the first guitarist to be graduated from Peabody 

Conservatory and the first guitarist ever to win 

the Concert Artist Guild Award. 

On January 19, 1981, Sabicas, the undisputed 

master of the flamenco guitar, will exhibit his 

mastery of the instrument in an eagerly awaited 

Dallas debut. It is a rare opportunity for Dallas 

to hear the finest in flamenco guitar. Now in his 

seventies, Sabicas, with his Spanish gypsy origins, 

continues to captivate audiences with his ‘‘soul’’ 

whenever he plays. In addition, he is establishing 

an impressive discography: to date, over 30 

albums recorded on several labels. 

Of the accomplished lutenists on this contin- 

ent, one is unparalleled: Paul O’Dette. O’Dette 
has quickly established himself not only as a 

lute virtuoso, but as a leading authority on 

Medieval and Renaissance music as well. He is 
currently on the faculty of the Eastman School 
of Music. As part of his program, he includes an 
entertaining commentary on his pieces. O’Dette 

will perform on February 23, 1981. 

The final concert of the series will be by 

Sharon Isbin on April 6, 1981. Although still 

quite a young performer, Isbin is making a niche 

for herself by winning most of the recent major 

competitions in the United States and Europe. 

As a bonus concert, not part of the subscrip- 

tion series, the Society will present the eminent 

Spanish soprano, Victoria De Los Angeles in 

concert with renowned guitarist Eliot Fisk. This 

will be the first time the two have performed a 

full concert together. She will be singing music 

appropriate to the guitar and voice combination 

—mostly Spanish folk songs, including the Ten 
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Sephardic Songs and works by de Falla and 

Granados. This special concert will be in McFarlin 

Auditorium at SMU on November 23, 1980. The 

first 1200 subscribers to the regular series will re- 

ceive a free ticket to this concert. Also major 

donors of the Society (those contributing $80 

or more) will be invited to a special reception 

honoring Madame De Los Angeles and Mr. Fisk 

following their concert. 

All concerts will begin at 8:15 p.m. Season 

tickets are now available through the Society by 

writing P. O. Box 140724, Dallas, Texas 75214, 

or by calling (214) 745-1711. The series is $20 
with student discounts available. Among the 

various benefits that season ticket holders enjoy 

(besides a substantial discount off the single 

ticket price) are a ticket to the bonus concert, 

priority in single ticket sales, free sangria at the 

Anatole, and reduced prices for valet parking. 

For further information, please call Cindy 

Shropulos at (214) 745-1711. 

London, E:ngland 

International Guitar Summer School 

8th - 15th August 1981 

We are pleased to announce that Alfred A. 

Kalmus Ltd. will once again be organizing this 

year’s International Guitar Summer School held 

annually in the village of Cannington, Somerset, 

under the direction of John Duarte. 

The School in 1981 will be held from 8th to 

15th August and the Registrar would like to re- 

port that we reached maximum capacity last 

year with 100 students coming from over a 

dozen different countries spanning from Argen- 

tina and Brazil to Israel and the Scandanavian 

countries. 

At last year’s School, Alfred A. Kalmus Ltd. 

and the Director, John Duarte, were delighted to 

be able to welcome Milan Zelenka, from Czecho- 

slovakia, as guest of honour for the week whose 

concert was recorded by BBC 3 in the Village 

Church for later transmission in their Guitar 

series. 

For further details about this year’s Summer 

School enquiries should be addressed to: The 

Summer School Registrar, Alfred A. Kalmus Ltd. 

2/3 Fareham St., Dean St., London W1V 4DU. 

Ne



  

  

  

Julian Bream Continues to E:nlighten 
Presenting the unique as well as the tradi- 

tional in a concert program usually results in a 

sense of completeness. This is true of the music 

itself, the instrumentation, and the individual 

interpreters and interpretations. The English 

lutist and guitarist, Julian Bream, satisfies these 

criteria in that each of his performances, pre- 

sents fresh interpretations of the popular classi- 

cal guitar repertoire, and, in addition, con- 

tributes transcriptions of older music, and in- 

spiring music of our own era. Bream’s latest 

performance of November 30th at the Pick- 

Staiger Concert Hall, Evanston, Illinois, was no 

exception. 

Players of the violin or piano have an enor- 

mous repertoire from which to choose and dis- 

criminate, but the guitar repertoire, as we know, 

is very limited. Thus, in an attempt to expand it, 

Bream sought music for the lute which had laid 

dormant for centuries, and transcribed them for 

guitar in addition to playing them on their orig- 

inal instrument. This year, the lute was omitted 

from Bream’s program, however, works for it 

were played on the guitar such as the opening 

Passacaille and Gigue in D by Sylvius L. Weiss. 

Here, Bream employed a much different inter- 

pretation than that of his recording, ‘Baroque 

Guitar/Julian Bream”. Rather than generating 

a steady uninterrupted rhythm, he added dotted 
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rhythms to enhance the light ornamental quality 

of Weiss’ music. 
Accompanying these two pieces by Weiss was 

a Sonata for Violin senzo Basso (No. 1) by his 

contemporary, J. S. Bach. Although the second 

movement, the Fuga, is most often represented 

as a virtuoso piece in itself, apart from the 

Sonata as a whole, Bream played the Sonata in 

its entirety (Adagio, Fugo, Siciliano, and Presto). 
Characteristic of Bream’s playing were subtle 

but effective contrasts between staccato and 

legato, and the emphasis, rather than the ob- 

scurity, of the theme through embellishment. 

Aside from the serious or intellectual, Bream 

always, in some fashion, presents humor to his 

audiences. This time, however, he relied solely 

on the-music itself to reach the audience, as in 

the Fantasia, Opus 30 by the most well known 

guitar composer of the classical period, Fernando 

Sor. Its exaggerated, over emphasized imitations 

of very high treble with low bass, and its clever 
use of pizzicato and harmonics, was enough to 

lift the spirits of even the most reserved individual. 

In the first pieces following intermission, 

Tonadilla: La Maja de Goya and Danza Espanola 

No. 10, by Enrique Granados, Bream failed to 

reach his paramount ability, a problem which 

was later to be found due to an inner ear infec- 

tion causing some physical imbalance and dis- 

‘comfort. Bream recovered quickly, however, 

with the Fantasia by Roberto Gerhard, a con- 

temporary composer, and Joaquin Rodrigo’s 

Invocation et Dance. Lastly, two pieces by 

Albéniz, Cordoba and Torre Bermeja, brought 

the program to a climax, proving Bream’s ver- 

satility in representing with equal splendor all 

periods and origins of music. 

Julian Bream received a standing ovation for 

his exceptional performance, and, in recipro- 

cation, granted the audience two encores. 

—Catherine Lawrence 

Norman Ruiz in Recital 
Norman Ruiz presented an afternoon recital 

at Evanston’s Noyes Cultural Arts Center on Sun- 

day November 9th. Ruiz, a self taught perform- 
er and teacher in the Chicago area, performed an 

extremely varied program of works that seldom 

fail to please an audience. This performance 

was no exception. 

Norman Ruiz 
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Using the warm, rich tones of his Ramirez, 

Ruiz was able to give the opening Granados 

Spanish Dance No. 5 (Playera) the extra roman- 

tic quality that the guitar can bring forth. Still, 

perhaps due to opening nerves, some of the lush 

phrases seemed to end a bit abruptly. This same 

lack of melodic sustain also detracted from the 

long sweeping lines that are so much a part of 

Ravel’s Pavane for a Dead Princess. 

Settling down, Ruiz quickly demonstrated his 

talent in the following set of pieces by Villa- 

Lobos (Preludes 1 and 2, and Choros No. 1). 
Exceptionally well played was the Choros; a 

tasteful touch of rubato combined with a relaxed 

playing style which brought to life the intrigu- 

ing rhythms of Brazil. 

The transparent but delightful folklike mel- 

odies of John Duarte’s English Suite were appro- 

priately played with a light touch that worked 

most effectively in the Prelude. 

The Baroque period was represented by a 

Pasacaille by Robert DeVisee followed by two 

Sonatas by Domenico Scarlatti. In the Scarlatti, 

Ruiz resisted the popular temptation of work- 

ing to imitate the bright sound of the harpsi- 

chord; instead, he used the natural sounds of the 

guitar while injecting the necessary purity of 

tone and rhythmic drive.



The most impressive performance of the 

afternoon was that of four Venzuelan Waltzes 

by Antonio Lauro. Often these pieces are merely 

raced through to tantilize an audience, yet Ruiz 

used the quick shifts and rapid scale passages to 

highlight the color and dancelike quality of these 

stylized waltzes. 

In a program that seemed to be somewhat of a 

hodgepodge, a welcome finale was provided by 

the more substantial Sonatina in A by Morena- 

Torroba. As in the opening Spanish Dance, Ruiz 

  

used a full sound and a variety of articulations 

to demonstrate his flair for the distinctive roman- 

ticism of the Spanish literature. In this final 

work as in the preceding pieces, Norman Ruiz 

communicated a sincere appreciation of the 

music he played. His unpretentious rapport with 

the audience left them feeling involved as well as 

entertained. 

Honoring a _ request from the audience, 

Tarrega’s Recuerdos De La Alhambra was played 

as an encore. 

—Paul Henry 

Eliot Fisk Concert Review 
A Halloween night concert at Northeastern 

Illinois University marked the first in a series of 

concerts sponsored by the Mid-America Guitar 

Society. Elliot Fisk, hailed as a true phenomenon 

of his instrument, showed the Chicago audience 

the talent that elicits such acclaim. 

His program was made up almost entirely of 

his own transcriptions. These skillfully conceived 

transcriptions demand a superior command of 

the guitar. In this respect Mr. Fisk was equal to 

the task. The display of his technical ability, 
however often overshadowed the beauty of his 

own transcriptions. This was most apparent in 

the opening Suite XV in A minor by J. J. Fro- 

berger. The delicate rhythmic flow and the con- 

trapuntal melodies were frequently obscured by 

ever increasing tempos and overzealous orna- 

mentation. 

The following Haydn Sonata No. 28 fared 

much better. Mr. Fisk used his masterful control 

of dynamics and articulation to capture the de- 

lightful spirit of Haydn’s work. Few guitarists 

are able to so fluently negotiate the fleeting 

phrases with the vitality that Haydn’s style de- 

mands. 

Mr. Fisk closed the first half of the program 

with Bach’s Sonata in G minor for violin (BWV 

1001). Here again in the Adagio, an unusually 

fast tempo left the graceful phrases and beauti- 

ful harmonies lagging far behind. It was not until 

the Presto that Mr. Fisk found a suitable match 

for his quickness. The result was impressive. 

An unpredicted highpoint was the perform- 

ance of “‘Notes on a Southern Sky”; a recently 

composed work by Robert Beaser. This free 

form piece successfully explores a variety of 

moods while making full use of the many tex- 

  

Eliot Fisk 

tures of sound of which the guitar is capable. 

It was here that Mr. Fisk was most effective 

in drawing the listeners into the music. 

Best suited to Mr. Fisk’s style were the clos- 

ing group of Paganini Caprices. These showpieces 

allowed him to demonstrate a technique that is 

spontaneous and unrestricted. An enthusiastic 

audience responded by encouraging four encores. 

Elliot Fisk surely displays a performance style 

that generates tremendous excitement. Still, the 

intimate, lyrical beauty of the guitar and its 

repertoire often become glossed over in this ex- 

citement. Had Fisk allowed his audience to hear 

more of this beauty, his otherwise impressive 

performance would have seemed more complete. 

—Paul Henry 

[Paul Henry was the winner of the Society of 

American Musicians Guitar Competition, 1980] 
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Chapter X] 

  

  

  

There is a wonderful but probably apocryphal 

story about the famous nineteenth century 

pianist, Leopold Godowsky who was scheduled 

to perform Beethoven’s Piano Concerto No. 1 

with the Philadelphia Orchestra. As he was board- 

ing the train in New York, a messenger ran up to 

him with an envelope. In the envelope was a note 

from the symphony conductor saying that the 

program had been changed. Instead of the Beet- 
hoven concerto that had been orginally sched- 

uled, Godowsky was to play a concerto by a 

local Philadelphia composer, the score of which 

was also enclosed in the envelope. Godowsky had 

never played or even heard the piece before. 

After muttering some choice words to himself 

about the conductor, he boarded the train, shut 

himself in a private compartment, and proceeded 

to study the music, imagining himself playing all 

the notes as he heard them in his mind, memor- 

izing the work as he studied. After a few hours 

the train rolled into Philadelphia and Godowsky 

went directly to the symphony hall and perform- 

ed the concerto flawlessly from memory—with- 

out ever having played it physically on the piano 

before the performance! 

This story has been told countless times about 

many famous musicians with appropriate changes 

of details. But it makes a strong point for a very 

important kind of musical practice, as important 

as any you may do with the guitar. This is mental 

practice—practicing a piece away from the guitar 

hearing the sound, seeing your fingers on the fin- 

gerboard, and feeling all their movements. 

If you have ever found yourself backstage 
minutes before your recital is to begin, frantic- 

ally going over passages you are not certain are 

thoroughly memorized; if you have ever found 
yourself playing a piece in public and begun 

thinking, ‘(Does my second or third finger start 

this phrase’”’ or ‘‘How does the next section be- 

gin”; or if you have ever had memory slips or 
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doubts about your memory of any kind, then 

read on—there is a cure. 

In my own teaching I have found that when 

my students perform publicly, ninety-five per- 

cent of the mistakes they make are due to mem- 

ory slips and insecurities, not to a lack of tech- 

nical ability. They often tell me in lessons or 

after a performance, “But I had it memorized 

perfectly at home.’ This is probably true, but 

the problem is that the type of memory they 

have relied upon is very shallow. They have been 

working with a type of reflex memory where if 

A happens B follows, if B happens C follows, etc. 

But if something goes wrong with C they get 

flustered and make a technical error or in bad 

cases forget where they are in the piece alto- 

gether. As soon as they get on a stage or in a 

pressured situation they suddenly become very 

self-conscious. They become acutely aware of 

everything that is happening. They suddenly see, 

hear, and feel things they were never aware of at 

home. This sudden consciousness unnerves them 

and they suddenly begin doubting themselves: 

‘Does this finger go here? Does the next chord 

start at this fret or at that fret?” This intense self 

awareness has made them lose the reflex-like 

habit of their finger movements so their reflex 

memory has fallen apart. 

To combat this frightening event, it is neces- 

sary for the performer to know every intimate 

detail of his music. Mental practice is the an- 

swer. The famous piano pedagogue, Theodor 

Leschetizky said a student must 
“Study every composition so thor- 

oughly that he knows every detail in 

it accurately, beginning at any point, 

and that he can visualize the whole 

without music—that is, see in his 

mind what is written, without either 

notes or instrument. If after a work 

has been studied not only the melody



but the entire composition in detail 

cannot be seen and heard by the 

mind’s eye and ear, it has never been 
thoroughly and accurately learnt. A 

lack of exactitude in this respect is 

the reason why so many people who 

can play quite well when they are 

alone are absolutely stranded before 

and audience. The presence of other 

people compels them to concentrate 

their attention on what they are do- 

ing, and they find they do not ac- 

tually know what that is. When alone, 

so long as the fingers can go well- 

worn ways unconscious of what they 

do, without hindrance of thought, 

they will be fairly safe. But if for any 

reason they become self-conscious, 

losing their instinct, they fail in- 

stantly. The learner must therefore 

thread his way so carefully through 

the network of complications which 

a musical composition presents, that 

he emerges familiar with every de- 
tae es 

Once again, the goal is to be able to close 

one’s eyes and perform the piece; hearing, seeing, 

and feeling everything as it happens. Unfortun- 

ately, it is not easy to do. In fact it is terribly 

draining and will require a terrific amount of 

concentration. A good place to start is with a 

simple two octave C major scale as fingered by 

Segovia. Hold the guitar in your lap and play the 

starting pitch. Then close your eyes and play 

the scale in your mind. Do not physically move 

any fingers. Feel your second finger pressing 

down the fifth string at the third fret hearing 

the pitch as 7 plays the C rest stroke. Feel the m 

finger pluck the fifth string rest stroke as the left 

hand fourth finger presses on D and the second 

finger lifts away from the C. And so forth. If you 
can successfully do a two octave scale, try a three 

octave pattern. 
Then try a song that you already play well. 

Again, play the first note or chord on the guitar 

to get the starting pitch in your mind. As soon as 

you hit a snag—if you lose the pitch, cannot see 

the fingerboard in your mind, cannot feel which 

finger is playing (right hand or left hand), stop 

and look at the music. If you still cannot figure 

it out, pick up the guitar and physically play the 

passage to clear up the problem. Then work over 

that part mentally a few times until you have it 

and continue. If you hit another snag, stop and 

go through the same process. 

Of course at first you will have to go very 

slowly with quite a bit of hesitation. But even- 

tually you will be able to “play” the piece up to 

tempo seeing, hearing, and feeling everything in 

your mind. And be certain you are honest about 

it! Don’t gloss over an uncertainty. If your men- 

tal image is the least bit fuzzy about a pitch, see- 

ing the fingers’ shape on the fingerboard, or the 

feel of a chord, stop and bring it into focus. If 
you don’t, you can be certain that when you 

play the piece under pressure you will make an 

error in that very spot. 

If you find it exceedingly difficult to get past 

the first measure, try going through the piece in 

your mind with the music in front of you but 

still mentally hearing it, seeing it on the finger- 

board, and feeling your fingers’ movements. After 

practicing this a few times try it without the 

music. 
I recommend that a student begin daily men- 

tal practice as soon as a piece is playable at a 

moderate tempo. It will actually speed up the 

process of learning the piece technically as well 

as aiding memorization. One can often get as 

much done in one hour by mental practice as 

with two hours of physical guitar practice. And 

the mental practice need not be done for an 

hour straight each day. It can be done a few 

minutes at a time almost anywhere—in the shower, 

while waiting for a bus, while eating, etc. 

Keep in mind that although it is agonizing at 

first to do mental practice, it gets easier with 

time. But it is well worth it. The mental security 

will leave you free to think of musical interpreta- 
tion and emotive playing instead of notes. You 

will no longer have to worry about “‘what comes 

next.” The music will literally flow from your 

soul as if you were composing it on the spot. 

You will be free to put all your energy into play- 

ing with expressiveness and musicality. It is a 

wonderful feeling. And not only that, but 

not having to worry about notes and memory 

will free you of a large part of you stage fright. 

And the next time a conductor pulls the old 

concerto switch at the last minute routine, well, 

you'll be ready. 

[Douglas Niedt is a concert artist and chairman 

of the Guitar Department at the Conservatory of 

Music, University of Missouri at Kansas City.] 
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HISTORY: The Guitar in the Arts 
  

By Vidal Benito Revuelta; translated by Robert Kotas 

he guitar, in the Calé or gypsy vocabu- 

lary, means sonanta, and with it, the toc- 

  

aores, or guitar players, express all shades 

of sentiment which surround the Andalusian flam- 

enco folk song: seguirillas, soleares, malaguenas, 

palos, canas, martinetes, tanguillos, fandangos. 

The copla, Cante Andalusia, or flamenco, whose 

success is greatly owed to the gypsies, is a sorrow- 

ful melismatic song revolving around the note me. 

Its derivation extends through ancient mystical 

figures and ideas that symbolize sorrow, and 

among these symbolic figures is the flamingo 

bird which at one time populated the whole of 

the Mediterranean coast. Thus, the name flamenco 

was adapted to describe the cante jondo of the 

gypsies in Andalusia. (Unamuno comes to say 

that the influence of the gypsy upon the people 

of Spain was greater than that of the Arab. The 

Andalusian musical bulk contains gypsy elements, 

however, the creation of this characteristic music 

is not of their own work.) 

Flamenco originated in Andalusia, extended 

to Madrid and to all other areas of Spain, and 

then to the world radiating “that intellectual and 

affected existence within the tension of the jipio, 

the copla, and the gallant and virile plucking of 

the guitar.”’ (“The cante jondo contains some of 

the common characteristics of oriental music, in- 

cluding Japanese music in certain forms; but the 

cante jondo also possesses elements of the jota, 

the Gallegan farruca, and the Castillian seguidillas, 

all of which have influenced flamenco”’, says 

Rafaei Lafuente.) 
Through cante jondo flamenco, Andalusia 

  
Ramon Montoya 
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Nino Ricardo 

discovered, after many long centuries, the in- 

spiration of its sentiments and the expression of 

its own life. “The Highlands of Andalusia’, 

Anselmo Gonzalez tells us, “chands itself over to a 

dense and tragic feeling about life. In the Low, in 

the Andalusia of the sea, the joyful gaditanas 

(cante grande) and the fandangos (cante chico) 
of Huelva symbolize the coveted veins of tem- 

perament and sadness’. In the former, ‘‘the 

seguirillas of Cordoba, the players allow them- 

selves to be carried away by their own impulses— 

rebellion, fate, conflict, etc.—between heavy and 

obsessive clapping, and dark and abrupt strums 

of the guitar, in search of an ecstasy which 

soothes and balances. 

“The silence within the cante grande’’, con- 

tinues Anselmo Gonzalez, ‘‘represents a majestic 

and dramatic lull in which the guitar participates, 

for the guitar is, at given moments, a suggestive 

fountain of silences.” 

The soleares of Seville, the flamenco song 

from which all others stem, are similar to the 

seguirillas, but in a minor tonality, and have a 

much slower and sweeter silences. ‘The soleares 

give truce and advice, whilst the seguzrillas, 

intolerant, intransigent, and fanatical, sail past 

that fate.’’ It is from this song that the best 

interpreters of flamenco have risen in both 

mediums of guitar playing and dance. 

Thus, the guitar converted many Spaniards 

into flamenco actors as in the cases of Ramon 

Montoya and Nino Ricardo, who rationalized 

intuitive beauty and the close union of slender 

but incisive suggestions. 

(To be continued) 

 



  
The Seguirillas of Cordoba. 
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Drawer 2390, Box 277, Palo Alto, CA 94302 

Fine Hardwood Music Stands... 

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

page mail order catalog of chamber 
music furniture, please send 

otands $1 (refunded on first order). 
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ANTIGUA CASA SHERRY-BRENER, LTD. ANTIGUA CASA SHERRY-BRENER, LTD. ANTIGUA CASA SHERRY-BRENER. LTD. 
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THE WORLD RENOWNED GUITAR STRINGS 

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 

     
    

        

       

      

    

   

  

    

   



    
Threads of nylon become special core. Core is wrapped with Winter Silver wire in correct ratio. Result is extra-brilliant GHS string. 

New GHS Classic Guitar Strings Deliver Ultimate Brilliant 
Full-bodied Tone, Thanks to Special Construction Method 

You've Got To Try A Set! 
GHS research has developed two new sets for the 

dedicated classical artist. 

Ask your dealer for GHS La Classique set 2370 or 

2370G in the blue label. The sets contain our new 

extra-brilliant basses (wound strings) constructed by 

a special method. 

The Secret To Brilliant Tone 
Although many factors combine to give a classic 

string its tone, exhaustive GHS research has dis- 

covered the most important factor of all: core-to- 

cover ratio (the mathematical relationship between 

the thickness of the core and the thickness of the 

cover wire). 

With this in mind, we worked out some great new 

core-to-cover ratios. 

GHS Develops Special Cores 
Once we had developed the ideal core-to-cover 

ratios we ran into a problem. The core sizes we need- 

ed were not the same as the standard sizes available 

from our suppliers. We solved this with a special 

construction method. Now we make our own cores 

by building up threads of nylon in various amounts 

to form cores of any desired thickness. The cores are 

then wrapped with Winter Silver™ cover wire of the 

produce basses 

with ultimate 

brilliance. 

New GHS Classic Sets 
2370 & 2370G deliver 
brilliant tone     

Choice of Trebles—Plain or Ground 
Both new sets contain the same basses, but you get 

a choice of trebles. The 2370 set contains regular pro- 

fessional grade clear nylon trebles. 

The 2370G set contains ground trebles (‘‘G’’ for 

‘‘sround’’). The micro-grinding process trues the 

strings so they come out exactly the same thickness 

from end to end. GHS ground trebles play perfectly 

in tune and ring out with somewhat more brilliance 

and volume. They feel satin-smooth. 

Sets Have Balanced Tension 
We combine the trebles and basses into high ten- 

sion sets with excellent balance from string to string, 

making difficult left hand fingerings easier. Your 

right hand, too, will appreciate the uniform 

response. 

GHS Quality Control— 
Another Big Plus! 

Highly trained GHS inspectors are constantly at 

work, using micrometers, illuminated magnifying 

glasses, breakstrength testing machines, and other 

devices to assure that only highest quality strings get 

to be GHS Strings. 

Try our new 2370 & 2370G sets soon and hear what 

extra-brilliant tone can add to your music. 

GHS...THE CHOICE OF 
EXPERIENCE! 

gus strings 
The String Specialists 

Manufactured by GHS Corporation 
2813 Wilber Ave., Battle Creek, MI 49015 
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PLAYER’S NAILS 
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 | de- 

scribed 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 New York a Rumanian 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. 

Sergio Abreu—Rio de Janeiro, Brazil 

The Complete Kit which includes 2 dozen nails plus accessories & complete detailed in- 
structions can be ordered by sending $19.95 plus $1.50 postage to: 

BALKAN MUSIC and ACCESSORIES 
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. 

  

  

   

    
    
   

  

m Antigua = 

Castanets 

& 
Cejillas 
(Spanish Capo) 

Handmade in Spain 

Professional Instruments 

Made of Exotic Woods 

Aged over 50 years. 
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IN ANAHEIM 

Abb GUITAR 2 
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 
L0nbe 2 
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 

Ovation 
Martin 

   
   
   
   
    
   
   

   

Fernandez Ramirez 

Manzanero 

Nakade 

Rodriguez 

Hernandez 

Barbero 

Matunaga 

Oshita 

La Chica 

Kono 

Monch 

Esteso 

Hauser 

Sesoko 

Kuniharu Nobe 

  

      

Music & Literature 
For The Guitar Complete 

Classical & Flamenco Our new mail order catalog, revised & 
Sheet Music | updated, is now available for $2.00 _ 

: (U.S., Canada & Japan only) — 

  

      

714-828-9762 

  
335 SO. MAGNOLIA 

ANAHEIM, CA 92804 (415)386-0395 

SESE EEqEEqEqEEuE 1433 Clement St. S.E, CA. 94118 
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GALLERY 
OF 

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

ready a model of classic restraint in instrument building, 

the guitar blossomed forth as an object of lavish ornamen- 

tation. Marquetry and inlay of mother-of-pearl, tortoise 

shell, ivory, ebony and satinwood plus gilt, all became the 

decorative materials with which luthiers embellished the 

guitars of the 16th and 17th centuries. Guitars were con- 

sidered extensions of personal adornment reflecting the 
courtly tastes for sumptuous damasks, furnishings and 

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

adorned simplicity of his violins, felt free to indulge his 
decorative fancy when he built guitars. 

66 
MAGNIFICENT INSTRUMENTS 

in all their Renaissance and Baroque glory 

A superb photographic collection 

with informative museum descriptions 

in three parts: Guitar Review 30-32-35 

set of three $16.00 including postage 

or $7.00 each including postage   ALL REMITTANCES MUST BE IN U.S. DOLLARS, PAYABLE IN THE U.S.A.   
GU ITAR REVIEW —_—-. 409 East 50th Street, New York, N.Y.10022 
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CLASSIC GUITAR ARTISTRY 

jty 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 medium gray with black trim 

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

WITH THE LATEST IN 3-PLY CUSHIONED CONSTRUCTION 

CUSTOM MADE TO YOUR CASE 

e Ideal for travel or storage — water repellant 

e Provides protection from costly repairs 

FOR MORE INFORMATION AND BROCHURE, WRITE: 
ORIBE GUITARS e 2141 LAKEVIEW RD. e VISTA, CA 92083 Tel. (714) 727-2230   
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Antigua Guitar Blanket 
Eindorsed by Manuel Lopez Ramos 

yor 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. 

f Once the AGB is placed on your guitar it 

Price: $19.95 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, ss 
: Made in France e: I sincerely recommend these 

Treble pee Precision Nylon strings to any guitarist sho 

insists upon the utmost from 

his instrument.      



  

 



  
  

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         
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x4 yeaus of continvovs publication 

     
  

4 Seginning with 

drawing by Bobri 

GRAB Gu 
and eo AWA of ar'icles by 

wih Zab Mes egovia 

  

“The Guitar Review is a testimonial and an 

inspiration to all who love the guitar and 
beauty.” 

ANDRES SEGOVIA 

  

“1 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 

ilar Review will commence 4 new exclusive 

ro al 
Pca 

THE GUITAR REVIEW 409 East 50th Street New York, New York 10022 
descriptive brochures on request 

35  



JOSE. OREBE 

gs 
Ta 

' 
Pr 

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 used by —Ma de I n France— 

Emilio Pujol, Tarrega’s only disciple. 

  

The Mid-America 
Guifar Society 

Invites you to participate in our 1980 - 1981 

season of classic guitar events: 

Concerts featuring professional artists, 

Student recitals, 

Monthly meetings. 

For information about performances and member- 

ship, write or call: 

THE MID-AMERICA GUITAR SOCIETY 

909 W. Armitage Avenue 

Chicago, Illinois 60614 

Phone: 525-7621 
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. 
Preyyet® 

President and Mrs. Carter 

Hana 

Andres S. 

—L Concerté 

The White House 
Sunday Marcle 11,1979 

Progra 
Song of the Emperor and‘D se le on LdeNarvae= 

a Spanish’ 

Fugue (Originally for- Lutes* Bch 
Theme and Variations E Sor 
Menuet in.A 0778-1839) 

Mclancolia (Dolce c bigot M. Castel nuow Ted. 
Primavera (Quasi Toccata GEFSS ) 

Allegretto Castellano F Moreno Torroba, 

8evilla* 

*Rensed and adapled by Andres Seyoria 

   



  

    

Guitars 
lassical ant flamenco 

Habra i 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) 

_ GASA 

SHERRY: 

  

  

  

   REWER LTD: 
OF MADRID 

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

A luxurious publication 

lavishly illustrated 

with engravings, photographs, 

and drawings by famous graphic artists. 

Each issue an individual entity. 

Considered together, the 45 issues 

e embrace a wide range of subjects illuminated 

    

                      

   

    

   
   

     
   

   

by outstanding figures of the guitar world. 

Included are scholarly articles on aspects of 

musicology, playing technique, 

instrument construction, the guitar in art, flamenco 

and other folklore music of various parts of the world; 

reviews of new music, books and records. 

Rare musical selections include compositions for guitar solo 

and in combination with voice and other instruments. 

ISSUED 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 

 



  

  
Andres Segovia 
Comments on 

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

® crease the love and know- 
8 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   

    

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 

sas . > 

  

     
    
    
      

      

    

    
    
    

      

A Word from Sabicas 
“\~.. 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 

— 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 
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Birthdays of Aficionados 

  
Fernando Sor, Barcelona, Spain, February 17, 1778 

Manolo el de Badajoz, Badajoz, Spain January 14, 1892 

Maria Luisa Anido, Buenos Ares, Argentina January 26, 1907 

Wolfgang Mozart, Salzburg, Austria eps January 27, 1756 

Franz Schubert, Vienna, Austria January 31, 1797 

Ferdinando Carulli, Naples, Italy February 10, 1770 

Nicolas Paganni, Genova, Italy. February 18, 1784 

Felipe Pedrell, Tarrangona, Spain : February 19, 1841 

Luigi Boccherini, Lucca, Italy February 19, 1743 

Andres Torres Segovia, Linares, Spain February 22, 1893 

George Frideric Handel, Saxony, Germany February 23, 1685 

oS 

  
 


