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GUITARRA’S NEW COLUMNISTS ‘ 

Jose Oribe: World renowned guitar maker. 
Mr. Oribe’s guitars are played or have been 
played by The Romero’s, Vincente Gomez, 
Michael Lorimer and many other famous 
guitarists. 

David Harris: Internationally famous 
guitarist and lutenist. Mr. Harris has spent 
a life time of travelling world-wide, gather- 
ing knowledge of his chosen profession. 
He is currently professor of guitar at 
West Virginia University.     
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Oribe: On Guitars 
05" | % 

— Forward — 
It has been twenty years now since I completed my first guitar. Nearly eight hundred have followed since that first 

experience. It is rather like having eight hundred children. Making something from scratch, feeling through each 
operation, from selecting and matching materials, through assembly, to polishing, to testing sounds is a creative act. 
The guitar is like a child, an extension of ones self. When the time comes to part there is a feeling of loss such as 
one feels with the parting of a loved one. But knowing that my creation is in appreciative hands, bringing pleasure 

to others is a joy always. 
I am often asked how I got started with the guitar. Actually I was oblivious to the classical guitar until age 23. 

Initially I felt tremendous excitement at having discovered this wonderful instrument and its beautiful repertoire. 

It was five years before making my own guitar occurred to me. The idea of building the instrument was 

overwhelming and challenging. 
In due time that first guitar was complete. I was both proud and apprehensive when I took it to my teachers, who 

were the Romero family. They were kind and offered encouragement. That encouragement slowly began to soak in. 

Practice became more and more difficult for me. After a short while of playing, I would slump back in the chair, 
hold up the guitar and study it. I would compare the features of mine with those of the two master Spanish-made 

guitars that I owned. I tried to visualize other possibilities and dream of what I needed to do to equal or better them. 

I became obsessed with the idea of building another guitar. This time it would be harder. That first guitar had 

been made in the garage of a friend with his father’s tools and machines. I had neither tools nor machinery, and only 
limited funds. I lived in an apartment, but there was an empty garage and I possessed an ever-increasing passion. 

I convinced myself that if my first try was a success and these masters had been making guitars all their lives, it 

would be a cinch for me to equal or top theirs before long. My father loaned me one thousand dollars and I was 
off and creating. 

Well, it wasn’t that easy. The first 90% of the job was relatively easy, but that last 10% is, as they say, what 

separates the men from the boys. One must be, as I was, obsessed to pursue the steps through to perfection. The years 

of research, of experimentation, of sanding and polishing, of anxiety that the sound would be right, and finally of 
pleasure in a player’s satisfaction are with me as I begin this series of articles. My hope is that as you read them you 
will have a guiding hand, not a forcing one. There are many choices for a guitar maker or player and these choices 
are best made individually, but based on sound information. In the coming months, you can expect information on 
the components involved and construction technique, factors in selection and refinements, and finally maintenance 

and care of your guitar. 

    

  

  

  

Chapter I 

MATERIALS USED 

IN THE CONSTRUCTION OF GUITARS 

ig 4 tis safe to say that the best woods for most 

wr xq musical instruments have been identified 

2 through hundreds of years of experience 

by the leading exponents of their time. The guitar 

is no exception. Most major makers in the world 

agree on certain woods that work best. 

When I decided to begin making guitars back in 

1962, besides the obvious need for workshop space, 

Z 

machine tools, clamps and fixtures, finding cor- 

rect woods was foremost in my mind. I was aware 

of attempts by others to use local woods for econ- 

omy sake. However, I felt if I were to succeed, I 

could not afford to be penny wise and pound fool- 

ish. I determined to find a supplier of the rare 

woods needed for a prime instrument. 

Happily, there were several local suppliers. I 

 



used the best information available at the time — 

word of mouth, books and written articles — to 

make my choices. Little has changed since then. 

Except for some new soundboard materials, most 

of the other materials are still standard. The most 

popular woods used in construction of concert 

guitars today are as follows: 

BACK AND SIDES 

Brazilian Rosewood 

East Indian Rosewood 

Maple (occasional use) 

Spanish Cypress (Flamenco guitars) 

SOUNDBOARDS 

European Spruce 

Western Red Cedar 

Sequoia Sempervirens (Calif. Redwood) 

NECKS 

Honduras or Genuine Mahogany 

Spanish Cedar 

BRACING MATERIALS 

Spanish Cedar, Mahogany and 

matching soundboard materials 

FINGERBOARDS 

Black Ebony 

Rosewood (A compromise for economy) 

BRIDGES 

Rosewood 

FITTINGS 

Ivory 

Bleached Bone 

MILLING SPECIFICATIONS 
It is desirable that most of these woods be cut on 

the quarter. This is not always possible with some 

of the rosewoods because of scarcity. Rosewood, 

when cut into sets that are not entirely cut on the 

quarter, should be cured for many years. If they 

survive without checking, they can usually be 

relied upon to remain stable thereafter. It is 
advisable, however, to stress test them under 

conditions of very low relative humidity before 

they are used. 

AGING 
Since it is almost impossible to find these woods 

cured sufficiently and ready for use in a quality 

instrument, wood should be chosen well in ad- 

vance of actual construction and allowed to cure 

properly. Curing, I believe, is perceived differently 

according to the industry involved. The needs of 

the furniture industry, as an example, differ from 

those of the musical instrument maker. I do not 

consider wood that is kiln dried or even quickly 

air dried for that matter, actually cured. To me, 

  

      
  

The Jose Oribe workshop in Vista, CA



the proper curing of wood to a state necessary for 

use in a quality vibrating instrument, not only 

involves reducing the water content, but also 

involves the chemical changes which take place 

in the very make-up of the wood. The chemical 

changes occurring between starches and sugars, 

the crystalization of the resins and other processes 

contribute to the resonant frequency of the wood. 

Therefore, though the drying of wood can be 

accomplished rather quickly, the proper curing 

necessary for quality guitar making can only come 

with correct exposure to the atmosphere and the 

passage of time. 

Exactly how much time is necessary for woods 

to cure enough for instrument use is open for 

conjecture. Trade manuals, specialty books or the 

encyclopedia, supply basic information but it will 

be given in minimums and may refer to the drying- 

out process rather to aging. The length of time 

needed for the AGING process remains a value 

judgment of the craftsman. Unfortunately, this 

judgment is often influenced by availability, stor- 

age and curing space, capital investment, cost in 

general and finally by the standards of the 

individual craftsman. However, there is usually 

little argument against the fact that the longer 

the cure, the better the quality of the wood for 

sound purposes. Of course, the craftsman must 

draw the line somewhere. After a reasonable curing 

time, an instrument can be made. The changing 

process of the wood will go on indefinitely. In- 

struments mature both through the aging process 

and the playing of them. 

When I decided to make guitar-making my 

profession, I needed to develop a procedure to 

make the most of this curing principle. My first 

instrument was made with the oldest and best wood 

that I could find. I proceeded to buy all the wood 

I could afford even though this meant borrowing 

money, using my possessions as collateral. Having 

well cured wood became my foremost priority. 

STORING THE WOOD 
Woods should be cut into sets of appropriate sizes 

and stored with spacing between each slice. I use 

either of two different spacing materials: thin 

strips of masonite or plastic clothes line cord, 

interwoven through the stack of wood, then taped 

tight. Curing is facilitated with all of the surfaces 

exposed to the atmosphere to promote oxidation. 

The prepared wood is dated, and allowed to cure 

slowly, away from light and strong drafts. Light 

will darken the wood unevenly and drafts can 

cause such problems as warpage and cracking. 

  

    

  

Ebony and spruce stacked with spaces for air flow Backs and soundboards exposed to controlled humidity 
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Enlargement of cross section of Sequoia soundboard Jose Oribe specifications for purchase of wood



  

  

      
  

Jose Oribe with his chief assistant and wife Juanita 

The age and desirability of the stored wood 

became the basis for its selection. 

WOOD SELECTION 
The choice of a type of wood for a particular part 

of the guitar is again a value judgment of crafts- 

men and guitarists. Popular choices include the 

following: 

BRAZILIAN ROSEWOOD which is extremely 

rare in high quality sets, is usually the preferred 

wood for the backs and sides of concert guitars. If 

it is not available, EAST INDIAN ROSEWOOD 

may be selected. Though there have been changes 

in popularity of the ROSEWOODS throughout 

the years, shortages and persuasive selling are 

largely responsible — not the quality of the wood. 

SPANISH CYPRESS is used primarily for Fla- 

menco guitars, although some important players 

are using guitars made of rosewood for this 

purpose. 
SPANISH CEDAR is widely used in Spain for 

necks. HONDURAS or GENUINE MAHOGANY 
is stiffer and heavier. I prefer MAHOGANY be- 

cause its greater stiffness can eliminate the need for 

lamination, and the increased weight in the neck 

and head tends to limit vibration of the soundbox. 

However, using the laminated neck technique is 

an excellent solution to light wood, since it 

both stiffens the neck and adds weight. 

EBONY, is the very best fingerboard. Good ebony 

is rare and expensive. Rosewood solves the prob- 

lem for the price conscious. 

Soundboards are a long story in themselves. How- 

ever, SPRUCE has been used since the earliest of 

time, tried, tested and proved to be excellent. Of 

the SPRUCES, the European variety is first choice 

by most and of course the most expensive. WEST- 

ERN RED CEDAR and SEQUOIA REDWOOD 
have come along in the last twenty years of so 

and have created great excitement and controversy. 

There are probably more concert guitars today 

made with these woods than of SPRUCE. 

BRACING MATERIALS are usually matched 

esthetically with the construction of the instru- 

ment and the standard for fittings have been 

BONE or IVORY. 

IN THE FINAL ANALYSIS, even though there 

are other important factors that contribute to the 
overall quality of an instrument, such as the 

ADHESIVES and FINISH, the woods used to 

make an instrument become the instrument and 

only the craftsmanship used in its construction 

deserves as much attention.
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     Mastering The Tremolo   
  

PART II 

Once the left hand has learned its part, finger the first chord and play it over and over again pami 

slowly at M.M. = 100 with the tick falling on p and m of the right hand: See example below. 

  

Play the melody (ami) very loudly and strongly 

(and each finger with the same tone quality) and 

the accompaniment (thumb) very softly and 

lightly. Be certain each finger makes a short stroke 

and after plucking returns to its possiton directly in 

front of the second string (in between the first and 

second strings) almost immediately. A very 

common error is for the a finger to follow through 

too far and remain hovering above the third or 

fourth strings while m and 7 play. This means a 

will be out of position when it has to play again: 

the finger will be slightly late in hitting the string, 

will miss it entirely, or, you will tense the hand in 

reaction to the finger floundering out of control. 

Also be certain the fingers are contacting the string 

with flesh and nail together to eliminate any clicks 

and nail noises. Extraneous noises in a tremolo are 

very irritating and noticeable to the listener. 

Listen very closely to be certain p and m are 

plucking exactly on the metronome ticks. A very 

important principle in playing an even tremolo is 

that if p and m securely play on their beats, usually 

i and a fall into their appropriate rhythmic spots. 
For that reason, to keep the tremolo even, always 
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feeland hear the pulse of p-m p-m p-m as you play 

the tremolo, even at fast speeds. See example below: 
  

  

      

When practicing the tremolo as an exercise, give 

m a strong accent to help you feel and hear p-m 

p-m p-m. When playing a tremolo in performance 

you should feel a very slight accent on m — just 

enough that your ears and tactile sense still key in 

on p-m p-m p-m to keep the notes rhythmically 
even and precisely placed, but not enough that the 

evenness in volume between each finger (ami) is 

upset. 
Once your finger movements are under control 

(short follow-through and each finger kicking 

back to its position in front of the second string), 

fingernail noise eliminated, balance is correct 

(fingers loud, thumb soft), and the accents secure 

(p and m plucking precisely on the metronome



  

ticks) proceed to play through the A minor section 
of Recuerdos de la Alhambra. 

As you continue playing and monitoring these 
points, two more problems will crop up. The first 
problem is that chords played in the lower part of 
the fingerboard will give quite a different feel to 
the right hand than those in the upper part of the 
fingerboard due to differences in string tension. 
See example below: 
  

      

      

On certain chords you may find that your tremolo 
becomes uneven or less secure feeling or that the 
balance between the melody and accompaniment 
goes out of adjustment. When this happens simply 
repeat the tremolo pattern on these particular 

chords until the right hand gets ‘‘the feel”’ for them. 
You also may want to momentarily slow the 

metronome down a notch or two for a problem 
chord to correct any trouble. 

The second problem you will encounter centers 
around left hand - right hand independence. When 
the left hand makes a sudden or difficult shift or 
chord change, as a reflex you also might tense the 
right hand, throwing off the evenness of the 
tremolo usually resulting in (see example below): 

(to be continued) 
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Douglas Niedt is a concert guitarist and chairman of the guitar department, 

Conservatory of Music, University of Missouri at Kansas City. 

 



  

NED ROREM contemporary 

composer. ““The world’s best 

— composer of art songs”’ 
Time Magazine 

  

  

  

foday’s Composers and 

Their Music 
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NED ROREM 

N @ Y Orn in Richmond, Indiana in 1923, Rorem 

By moved to Chicago where he studied piano, 

4} meeting Debussy and Ravel, an experience 

which “‘changed his life forever’. After two years 

at the Music School of Northwestern University, 

he studied at Curtis Institute and later with Ber- 

nard Wagenar at Julliard. In 1946 he took his MA 

and traded music copying for orchestration lessons 

with Virgil Thompson. He later studied at Berk- 

shire Music Center. In 1949 he moved to France 

where he lived until 1958. He has composed three 

symphonies, three piano concertos, five operas, 

several ballets and other music for the theater, 

choral works of every description and literally 

hundreds of songs and cycles. He is also author of 

eight books, including four volumes of diaries and 

a collection of lectures called Music from Inside 

Out. His orchestral pieces have been performed by 

such distinguished conductors as_ Bernstein, 

Mehta, Mitropoulos, Ormandy, Paray, Reiner, 
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Steinberg and Stokowski. His Air Music won the 

1976 Pulitzer Prize in music. 

Rorem has said: ‘“‘My music is a diary no less 

compromising than my prose. A diary nevertheless 

differs from a musical composition in that it 

depicts the moment, the writer’s present mood 

which, were it inscribed an hour later, could 

emerge quite otherwise. I don’t believe that 

composers notate their moods, they don’t tell the 

music where to go — it leads them ... Why dol 

write music? Because I want to hear it — it’s as 

simple as that. Others may have more talent, more 

sense of duty. But I compose just from necessity, 

and no one else is making what I need.”’ 

The piece chosen here is taken from Rorem’s 

Suite for Guitar, commissioned by the Cleveland 

Orchestra and first performed at Blossom Music 

Center by Joseph Breznikar on July 25, 1980. It 

is published by Boosey & Hawkes which has all 

performance rights. 

 



    

  

S Suite For Guitar ° 
Movement No. Ill Original Work by Ned Rorem 
  

  

    
  

  

  

  

    

  

  
    

  

  

          
BSI. 142 

~~ Reprinted by permission from Boosry & Hawkes, Inc. 7 
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FRET KNOTS _ 
  

  

by David Harris   
  

The Eight String Guitar 
An Adventure in 

f I were asked to give advice to a young 

ms person interested in a career in the guitar 
eat world, one of the things I would tell him 

or her would be to play the 8-string guitar. 

The performer of today must meet much higher 

standards than those of yesterday because of the 

interest and research being done in the field of 

musicology, which reflects the use of facsimile 

editions and correct style and ornamentation, as 

well as better training and knowledge of technique. 

The 6-string guitar has severe limitations in 

adapting baroque lute works since the lute at that 

time had up to 13-courses of strings. Narciso Yepes, 

who developed the modern 10-string guitar in the 

early sixties, says, ‘If the guitar is to the lute as 

the piano is to the harpsichord — that is, a new 

expression of an old instrument — then, I should 

be able to make direct transcriptions from lute 
music to guitar.’’ For the same reason, Jose Tomas, 

a long time assistant to Andres Segovia, is playing 
an 8-string guitar. Tomas says, ‘“I'wo more strings 

are not much more than six ... it is not a harder 

instrument.” 

The guitarist often makes the decision to 

purchase a lute and begin its study. He then has 

to decide what type of lute to work with and 

whether or not to include a vihuela or a baroque 

guitar. We now see performers with up to four or 

five instruments in one recital; this verges on the 

ludicrous. 

In the past, whenever I have written about the 

8-string guitar, I have received angry letters 

from “‘lute purists” (usually playing lutes with 

nylon strings) telling me I have no _ business 

playing lute music on the guitar. 

This boils down to a debate on aesthetics. We in 

the guitar world have been going round-and-round 

on these same points for generations. Take the 

fingernail issue, for example. Emilio Pujol in his 

10 

Musical Creativity 
El Dilema del Sonido en la Guitarra, tells us flesh 

is better than nail and that Tarrega finally decided 

on flesh over nail; Segovia says the guitar is ‘‘in 

shadow” when played only with flesh. To quote 

Pujol, ‘““Our perceptive faculty is developed and 

shaped by the influences which surround us, 

inducing us almost always to disagree with every- 

thing not in sympathy with them. Only the chosen 

few succeed in keeping an open mind, so that their 

own previous convictions do not hinder them from 

the understanding of new facts and other people’s 

opinions. Questions of aesthetics are better settled 

through this channel of intelligent perception, 

than by our experienced reasoning power.” 

Take also the ‘‘New In-Thing”’ in renaissance 

lute technique, which has the player assuming a 

straight-wrist position and playing scale-like 

passages using the thumb and index finger in 

alternation. This will produce a strong-weak 

quality in the rhythm. This rhythm, they tell us, 

is de rigueur in lute music. If this rhythmic 

technique held for the lute in the Renaissance, in 

which so much vocal polyphony was transcribed 

to the lute in shortcut arrangements, it must have 

irritated composers such as Josquin des Pres. 

It simply means that the lute, although a popular 

instrument in upper-class households, was 

sequestered from the main body of music making. 

Also original lute compositions were arranged for 

instruments which could not have produced the 

strong-weak rhythmic quality. I’m sure John 

Dowland would have been most happy to hear 

Queen Elizabeth performing one of his composi- 

tions on the virginal. Besard tells us in his 

Thesaurus harmonicus that he knew of players 

using fingers in alternation, even on the lower 

notes. Thomas Mace, writing in his Musick’s 

Monument published in 1676, says that some 

players used nails and that it may have been useful



Pictured Above: Guitar and Harpsichord Duo David Harris and Harry Elzinga 

Appearing at West Virginia University  



in a chamber group. He favored flesh. Fair enough! 
When I speak of the 8-string guitar, I speak of 

practicality. For example, one could not imagine 

using a different keyboard instrument for a Bach, 
Mozart, Liszt, and Stravinsky piano recital. If one 
could, or think such a program should never be 
performed, then all classical music is in trouble. 

I enjoy listening to Horowitz playing the Scarlatti 

sonatas and Rosalyn Tureck playing Bach, both 

on the grand piano. The point therefore is that 
any instrument well-played with wit, style and 
intelligence is one of the joys of mankind. 
Some more advice to a young performer is not 

to waste time on second-rate music, from any 

period, and to play more ensemble music. For 

instance, one may choose to include a set of 

renaissance songs, a Weiss suite and a Boccherini 

quintette on one program. An 8-string guitar, with 

capo for the lute songs, would work well for this 
program. Now that the guitar has been established 

in our universities and colleges the guitarist will 

find among his fellow students the opportunity to 

play more chamber music. 

Technically the 8-string guitar is no more 

difficult to play than a 6-string guitar and in many 
cases is somewhat easier to play because of open 

bass strings. One can play a true apoyando stroke 

on the sixth string and thirds between the seventh 

string and sixth can be achieved such as: 

  

Compared to buying several lutes and such, one 

superbly-built 8-string guitar is cheap. The two 

additional bass strings, replaced only several times 

per year because they are not fingered much, is a 

small price to pay for the additional experience 

of performing renaissance and baroque lute music 

and in transcribing other works. 

In the nineteenth-century we find a variety of 

multi-bass-string guitars. Ferdinando Carulli 

(1770-1841) wrote a 10-string guitar method titled 

Methode Complete pour le Decacorde, Opus 293 

which is now published in facsimile by Studio per 

Edizioni Scelte, Florence. 
Napoleon Coste (1805-1883), who is said to have 

studied guitar with Sor in Paris, owned and played 

many multi-bass-string guitars. In fact his La 

Source du Lyson, Opus 47, a prescribed work for 

the GFA competition in Quebec for 1983, was 

written for a guitar with, at least, seven strings. 

12 

  

J. K. Mertz, the new “hot” find in the guitar world, 
worked with multi-bass-string guitars. 

After close examination of the facsilime edition 

of Sor’s Opus 14, Sonata Prima Pour La Guitare 

(Grand Solo), one wonders, even with the shorter 

string length of Sor’s guitar, about the following 

passages, with the sixth string retuned to D: 

  

The facsimile editions are published by Shattinger 

International Music Corp., New York, with the 

title, Fernando Sor Complete Works for Guitar. 

One further point about Opus 14, except in this 

facsimile edition, I have never seen this piece 

published in this form. Perhaps Isaias Savio 

“created” the edition we now seem to follow, and, 

why is this edition marked Introduction and 

Allegro when the original is marked Andante 

throughout! 

In the example we have presented a ciacona 
(chaconne) by Sylvius Leopold Weiss (1686-1750) 

from a manuscript in the British Museum, folio 

30387. The terms chaconne and passacaglia refer 

to two closely related types of music difficult to 

make a clear distinction between, especially in the 

baroque period. The chaconne and passacaglia 

are both continuous variations in moderatly slow 

triple meter in which a clearly distinguished bass 

line normally appears. In the Weiss ciacona in 

A major we find this bass line descending from 
A to C# and back to A for each variation. To 

destroy this bass line is to destroy this piece. We 

have carefully fingered the ciacona for 8-string 

guitar with the tuning: 

   

Next Issue: The Capo and Its Use in 

Lute Song Repertoire 

ES



  

  

# Ciacona * 
S. L. Weiss (1686-1750) 
  

       



  

a CIACONA counes 
S.:L. Weiss (1686-1750) 
  

    
   



  
  

  

a Clacona ... a 
S. L. Weiss (1686-1750) 
  

      of ; 
SS Music Hand Engraved by John Chappell - Chicago



  

Chapter II Series IX The Siguiriya 
by Alain Gobin 

Translated from the French by Alfred Valerio 

N he richness of the Siguiriyas may be viewed 

not only from the melodic and rhythmical 

# aspects but also from the harmonic. The 

guitar then assumes its rightful position. The 

Siguiriyas are among the flamenco pieces which 

gave birth to the greatest number of falsetas. 

From the instrumental point of view two styles 

of interpretation can be observed, to which 

numerous variations are linked. The first, even 

though recent, is the one by Ramon Montoya. It is 

based on a mixture of classical technique (simple, 

alternating, ascending, descending arpeggios) and 

flamenco ones (rasgueos). The spirited Siguzriyas 

of Montoya pour out feelings of increasing oppres- 

sion through floods of notes. The richness and 

diversity of the themes fit within the harmonic 

boldness which is proper to the genius of the 

performer. Once the rasguero begins the listener 

has no respite. He hears the development of various 

themes mixed with repeats or recalls of other songs 

with a basic arpeggio accompaniment. 

The interpretive style of Perico E] Del Lunar, on 

the contrary, searches for simplicity. He touches 

on the essentials of the musical theme. The 

rasgueos are quite moderate. The richness of the 

performance is based on the syncopation of the 

rhythm: the cut time of rasgueos and contratempi 

in falsetas. The themes are, therefore, better 

exposed and the musical richness of the accom- 

paniment better felt. These are, in a way, the 

two sides of the Siguiriya: the harmonic and 

the melodic. 
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The most frequently used Siguiriya is one in 
A major. The copla is formed of four verses, each 

having six feet except for the third which has ten. 

Con penas me acuesio With pain I lay myself down 

Con mas me alevanto With more pain I arise 
La culpa tiene mi The fault lies with my 

companerita companion 
Con quererla tanto Whom I love so much. 

The Siguiriya ‘‘A Cabala’’ (Perfect) was created 

by the singer Silverio Franconetti who died in 

1893. To him Garcia Lorca dedicated a flamenco 

vignette. This Siguiriya offers three verses more 

than the usual one. The first and fourth verses have 

four feet, the second has seven. It is generally 

played in D major. 

The Siguiriya ‘‘Al Cambio” is characterized by 

tone changes in the course of execution in order to 

evoke other styles and demonstrate the knowledge 

of the interpreter. 
Finally the Siguiriyas of Quintana, an 18th 

century guitarist, are the only known versions in 

the minor key. Presently they are rarely sung. 

What remains of Quintana’s repertoire are num- 

erous falsetas which are often played without 

crediting him. Those handed down by the guitarist 

Rafael Marin can be found in Montoya. 

It is difficult to record all the styles of Siguiriyas 

in existence since we know that there are slightly 

more than sixty. Good anthologies allow us to 

familiarize ourselves with all the nuances of each 

style by listening to them. 

There are in existence many anthologies. Two 

deserve to be mentioned for the quality of their 

music. The first is Decca’s under the direction of 

Antonio Mairena, a rare singer attempting to 

systematically rediscover ancient songs. He also 

co-authored a work on voice with Ricardo Molina. 

The second anthology, compiled by the society of 

Spanish records, Vergara, is by far the most 

complete one available. 

IV COPLAS 

It would be interesting to consider those 

themes treated by the coplas of the Siguiriyas. They 

are a reflection of social conditions which is 

characteristic of all songs stemming from the 

tonas. The songs, a part of the social conditions of 

the gypsies, speak of persecutions, death, injustice, 

anxieties and solititude as seen from society’s point 

of view, not the philosophical one of the Cantes 

of the Soleas family. 

Most of the coplas were created in the first half 

of the 19th century, a period still remembered for 

its persecution and social non-integration. The 

performers have played an important role in the 

 



evolution of these songs. 

The forerunners were those born before 1860. 

Among them was Diego E] Fillo, who died in 1860, 

and his rival Maria Sorrico by whom we have the 

following Siguiriya ‘‘a Cabale.” 

From Polverita 

To Santiago 

Pangs of death 
Surrounded me. 

Desde La Polverita 

Hasta Santiago 

Las Fatigas de la muerte 

Me arrodearon. 

El] Planeta was one of the first Siguiriyeros. 

His Siguiriyas are still sung by Pepe Torre and 

Juan Talega. 

A la luna le pido I ask the moon 
La del alto cielo There, from the high heavens 

Como le pido seque How I begged to free him 
De onde esta priso. From where he is imprisoned. 

Tomas E]1 Nitri, who died in 1809, sang a very 

difficult Siguir’ya. He handed down songs that 

must have dated back to the beginning of the 19th 

century. The following two coplas are said to be 

among a number of his creations. 

La pastora divina 

Venga en mi compana 
Que me veo sin color 

May the divine pastor 
Keep me company 

For I have no warmth 
de nadio from anyone 

Y en tierra muy In this strange 

extrana. country. 

Por aquella ventana By the window 
Que al campo salia Which frames the fields 
Llamaba a la mare (madre) I called to the mother 

di me alma of my soul 

Y no me respondia. And no one answered me. 

Among singers transmitting ancient songs we 

must speak of Cagancho. He was the only one to 

interpret those songs preserved by his family, 

which appear in Vergana and Decca anthologies. 

My sister Alexandra 
Threw me out in the street 
May God compensate my 

cousin Gallego 

Mi hermana Alejandra 

A la calle me echo 
Dios se la pague a me 

primo el gallego 
Que m’arrecogio. Who took me in. 
Ar (al) seno de la At the heart of the 

ensinia Insignia 
Le ayuno los viernes I fast on Fridays 

Por que me ponga al para So that he can bring the 
a (padre y) mi arma father of my soul 

Aone (adonde) yo le viere. To wherever I can see him. 

Among these cantaroes who influenced the de- 

velopment of the song we should mention Paco 

La Luz and Manuel Molina, known for the great 

sweetness of his Siguiriyas. 

I looked beyond the walls 

The wind answered me 
Me asome a la muralla 

Me respondio el viento 

Por a qui dos exes sus- 
peritos (Para que 
esos suspiros) 

Si ha (ya) no hay remedio. If there isn’t any remedy. 

To what avail sighing 

Remembered also are Juan Pealo and Loco 

Mateo, who was influenced by Tillo Jose E] De La 

Paula. Loco Mateo reduced Paco La Luz’ Siguiriya 

in such a way that only a few singers were able to 

surmount its vocal difficulties. 

Curro Dulce also played an important role in 

the development of Soleas. And Antonio Marruro 

is credited for the strange song that accompanies 

this copla. 

Doblaron las campanas Gentlemen, the bells of 

senores San Juan de Dios 
De San Juan de Dios are ringing 

Como doblaron por la As they were ringing for 

madre de mi alma the mother of my soul 
De mi corazon. And of my heart. 

Don Chacon, surnamed the nightingale of the 

Alhambra, Francisco Perla and La Cherna created 

Siguiriyas which still remain in the memory of 

some A ficionados. The performance of the songs of 

these early forerunners has been assured by singers 

such as La Matrona, Caracol, Varea, Mairena, 

Romero and, among younger ones, Jose Menese. 

Its present day evolution is distinguished by 

standardized accompaniment and uniformity of 
falsetas. This is due to increased knowledge and 

the fact that some guitarists have chosen the 

soloist route which allows for a greater diffusion 

of falsetas. 

Geographically Siguiriyas, remarkably enough, 

stretches across practically all of Andalusia. Save 
for the original themes, few new ones have 

appeared. Apparently the inspiration for song 

writing has dried up. 

The period following Charles III’s “PRAG- 
MATIC” allowed Siguiriyas to bloom. Today this 

part of the Cante Jondo lives on its acquisitions. 
Its renewal may come from the guitar which, 

drawing its inspiration from these songs, affords 

greater possibilities. Since ready-traced paths are 

difficult to evade the rhythm of the Siguiriyas 

seems to restrain it. The Siguiriyas are possibly 

the last link in the chain of songs stemming from 

the Tonas. Only a revival of inspiration would 

allow this Cante to progress further. 

But do inspirational conditions exist currently? 
They disappeared when traditional society gave 

way to the Industrial Age. Tractor noises in the 

fields do little for musical expression. Machine 

noises unfortunately cover the voice of the old 

Cantaor. 

  

Footnote: (1) Mundo y formas de cante flamenco, 

Madrid, 1963. 
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ALVARO PIERRI GITARRE 

Kaplan — Brouwer — Barrios — Villa-Lobos 

Trion Sound Production CMBH 

Mr. Pierri, born in Montevideo in 1953, has won 

prizes in guitar competitions in Buenos Aires and 

Brazil, in addition to first prize in Radio-France’s 

18th Guitar Competition in Paris. 

His playing is clean and melodic, at times almost 

languid, as is his dreamy interpretation of Barrios. 

Villa-Lobos excites him more, especially his per- 

formance of Etude #12 which rivals the interpre- 

tations of the greatest artists. Leo Brouwer’s music 

is performed with detachment (perhaps befitting 

the pieces though Brouwer himself does not 

perform them this way). The Canticum is a bit too 

intense and long while the Fuga _ succeeds 

admirably in combining Cuban rhythms with 

Baroque fugal textures. Kaplan’s Sonatine lacks 

melodic inventiveness and is at times unguitarris- 

tic, though the harmonic permutations are inter- 

esting. Still it is a significant contribution to the 

guitar’s literature. Norman Ruiz 

JULIAN BREAM 

Granados and Albeniz, Music of Spain, Vol. 5 

RCA ARC1-4378 Stereo Red Seal 

This record features complex one and two part 

playing of some of Spain’s richest music. 

Granados’ Dedicatoria is a charming arpeggiated 

piece. His La Maja de Goya is performed with 

exuberance and restrained virtuosity, the staccatto 

opening theme punctuating each bass note like 

the tapping of heels. Danza #4 and #5 are played 

with a good sense of melodic line while the Valses 

Poeticos, though at times muddy (as in #1) are 

still performed with Bream’s characteristic long 

phrases and chiseled lines. Albeniz’s Mallorca 

is quiet and tame. Cataluna is over-shadowed by 

a mellow interpretation of Granada and an 

enthusiastic performance of Cadiz. Bream chooses 

to play Sevilla in short jerks, with long silences 

after each phrase. Cordoba is a hauntingly beauti- 

ful work which sings from beginning to end. 

Though purists may object to the engineering — 

music lovers will love the results. Norman Ruiz 

  

  Vera coma 0l8 esl 0)(2 aye =1(6\0) (1s wr- 16 es>eaen || (= me) 010.) 

  

    
    Note: Recording companies or artists who wish to submit records for review in this column send to: 

Guitarra Magazine, Record Reviews, 3145 West 63rd Street, Chicago, IL 60629     
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MANUEL M. PONCE AND THE GUITAR 

by Corazon Otero 

Musical New Services Limited 

Segovia’s influence on twentieth century com- 

posers is substantial, but it was perhaps his 

relationship with Manuel Ponce which was most 

fruitful. Corazon Otero traces their friendship 

from their first meeting in 1923 to Ponce’s death 

in 1948. Through excerpts from letters written to 

Ponce, we hear Segovia praising Ponce’s works, 

encouraging him. Segovia arranged the gala 

tribute given to Ponce in Uruguay in 1944; it was 

Segovia who made Ponce’s name famous by his 

intimate and inspired performances of Ponce’s 

works (at one time filling an entire program with 

his works). 

In this book we learn of the genius of such 

works as the Variations on Las Folias and Ponce’s 

greatest work, his Concierto del Sur. More than 

that, we become acquainted with Manuel. You’! 

have a greater appreciation for the compositions 

having met the composer. Norman Ruiz 

  

Manuel M Ponce 
and 

The Guitar 

  

      

GABRIEL FAURE 

Sicilienne 

Belwin Mills Publishers 

The music of Gabriel Faure has long been recog- 

nized for its smooth, and serene qualities. From 
start to finish, Siciliene is like a calm lake: tranquil, 

beautiful, rich. The music comes from Faure’s 

suite Pelleas et Melisande, and it contains many 

unusual harmonies. The transcription by Stanley 

Silverman, for flute, incidentally, can also be 

played on the recorder. 

Technically speaking, the piece is of inter- 

mediate difficulty, and it presents no unusual 

problems. The fingerings by Edward Flower are 

quite good, and as a whole the transcription does 

great justice to the spirit of the original work. 

One biographical note: Faure was a student of 

the celebrated composer Saint-Saens, so he was heir 

to a line of noble musical heritage. Faure felt the 

need to pass on that heritage, and he did his job 

well; one of his students was a creative young man 

named Maurice Ravel! Scott Bach 

  

Gabriel Fauré 

SICILIENNE 
from 

“Pelléas et Mélisande”        
    

‘Transcnbed for 
‘Gumtar and Flute Cor Recorder) 

by 
‘STANLEY S&LVERMAN 

      
  

  
Note: Publishers or artists who wish to submit publications for review in this column send to: 

Guitarra Magazine, Publication Reviews, 3145 West 63rd Street, Chicago, IL 60629   
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JUAN MORALES—ESCRIBANO 

  

Questions 

and 
Answers ° 
    

  

  

Question: “‘I’ve listened to several 

versions of the Allemande from 

Bach’s Suite #996. Some are played 

fast, some slow. Is there a set speed for 
Allemande? And where did the name 

“Allemande”’ come from?” 

Pat McCreary, Queen Anne, MD 

Answer: “Allemand.” ‘‘Alla danza 
tedesca’’ in the German dance style. 

By the seventeenth century it was no 
longer danced. (See scene below.) It 

survived as a stylized musical form in 

the ‘‘Suite.” It is the name of two 

distinct types of composition, quite 

unrelated to one another except that 
apparently both have been looked 

upon as of German origin, so that 
both have had the name applied. (1) 

The Allemande of real importance is 

that which has been made use of by 

many writers of the classical suite e.g. 
Purcell, Couperin, Bach, Handel. It is 
in a time of four beats to the measure. 

  

The general character of the alle- 

mande, as found in suites, is serious 

but not heavy. The speed is generally 

moderate, about @ = 108. Its melody 
is usually much decorated with cur- 

ving groups of short notes, and it is 
probably really not of German but 

French or Netherlandish origin. 

The traditional place of the alle- 
mande in the suite is at the opening, 

i.e. it is the first movement of all, 

unless a prelude preceded it. (The 
Elizabethan composers wrote many 

‘Almans’ as separate pieces.) 

This sort of allemande appears to 

have developed from a certain old 
German dance in four-in-a measure 
time. (2) The allemande still danced 
today in parts of Germany and Swit- 

zerland is a different thing; like the 
Landler, it is prophetic of the waltz, 

being in three-beats-in-a measure and 

lively. This also appears among the 
classical composers, for instance, in 

Mozart’s Deutsche Tanze and in 

Beethoven’s early book of twelve 
German Dances (1795). 

Letter: ‘‘In the Jan-Feb, ’83 Guitarra 

there was a letter inquiring about the 
Czechoslovakian classical guitarist 

Vladimir Mikulka. Will he be appear- 
ing in the United States this 1983-84 

season?” 
Stan Votruba, Red Wing, MN 

Answer: The Milwaukee Classical 
Guitar Society is sponsoring 
Mikulka in a concert November 25, 

°83. For more information call 
414-765-9398. Mikulka’s East and 
West coasts concert’s will be listed in 

the “Calendar of Events’ section of 

Guitarra as the dates are made 

available. 

Letter: ‘“‘What are the differences 

between gut and nylon guitar strings? 
I know that the trebles are made of 

gut, however, what material was used 
for the basses? Are gut strings still 

available?”’ 
Jerry Elston, St. Paul, MN 

Answer: The only difference is that 

the inner core of the bass strings were 

made of fine strands of silk instead of 
nylon. These primative strings, both 

trebles and basses were inferior in 

sound, feel and durability. Humidity 

changes either made these strings 

sticky or fragile. LaBella Strings of 

NY may still distribute gut strings. 

Letter: “I have heard several records 

lately with the instruments cuatro 
and guitarron. The recording by John 

Williams, The Guitar Is The Song 

feature among other instruments 
these two. What is the origin of the 

cuatro and guitarron and what is the 

tuning for each instrument?” 
Loren Wilson, Hampton, ME 

ANSWER: The cuatro is a small 4- 

string guitar from the regions of 

Venezuela and Columbia. The music 
is brisk and showy. 

The guitarron is used in Mexico, 
a large guitar with 4 or5 strings tuned 

an octave below those of the guitarist 

in the Mariachi band. In Argentina, 
a normal guitar tuned a 4th low. 
  

  

  

Letter: “I have three fine concert 

guitars and I’m looking for the best 

method to polish these instruments. 

Throughout the years, in the guitar 
publications I have read, I have con- 

stantly read of French polish. What 

is it and where can I find it? Does it 
offer a superior protection than 

paste wax?” 

Carol Thornburg, San Paulo, Brazil 

Answer: You are confused over the 

word polish. French polish is a finish- 
ing material such as varnish or 

shellac. It is not a wax. French polish 
should only be applied by a pro- 
fessional luthier with experience to 
do so. Stick with the wax. 

  

Note: Readers of Guitarra are invited to send in their letters to Guitarra Magazine 
Letters Department, 3145 West 63rd Street, Chicago, IL 60629 
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BozEMaAN, MT: On Saturday, June 11, 

83 at the commencement exercises 

here at Montana State University in 

Bozeman, Christopher Parkening 

(pictured below) was awarded an 

Honorary Doctor of Music degree. 

“Mr. Parkening’s tremendous 

achievements in the world of music, 

his teaching, concert tours, and per- 
forming, as well as his unselfish 

dedication to the world of music, 

particularly the classical guitar” 

were some of the reasons voiced by 

President Tietz of MSU for the 

honorary degree. 

Credit to: MSU Photographic Services 

Dr. Creech Reynolds, head of the 

MSU Department of Music, com- 
mented ‘“‘Christopher has _ distin- 

guished himself at an early age as one 
of the world’s premier guitarists and 
we're very pleased to be able to honor 
him in this way. His close association 

with MSU has provided a splendid 

opportunity for many young guitar- 
ists to benefit from his knowledge, 

and his energetic and positive in- 

fluence has been an inspiration to all 

of us, regardless of our disciplines.” 

Dr. Reynolds added that during his 
conversations with Mr. Parkening at 

  

luncheon that Mr. Parkening ‘‘was 

obviously deeply honored and very 

grateful.”’ Reynolds also noted that 

Parkening’s persual of the Segovia 

teaching tradition, his untiring zeal 

for enlarging the guitar’s music 
library, and now the breaking of new 

ground in the field of sacred music 

have made him even more deserving 

of the degree. 
Usually an honorary doctorate is 

reserved for an individual who has 

nearly completed his career, and is 

awarded in recognition of a lifetime 

of work, dedication, and service. As 
Parkening is still in the early stages 

of what we feel confident will be a 
long and productive career, his title 

of Doctor of Music is made that much 

more of a distinction. Congratula- 
tions, Dr. Christopher W. Parkening. 

Mark Tyers 

JACKSONVILLE, FL: 1983-1984 Delius 

Composition Contest, at Jackson- 

ville University, $500 First Prize, 

Three Best-of-Category Prizes of 

$100 each. Deadline for submission of 

entries: Oct 15, ’83. Age limit: Con- 

test is open only to composers who 

have not reached their 35th birthday 

by deadline. The Categories are as 

follows: VOCAL (solo or choral, 
alone or accompanied); KEYBOARD 

(solo, duet, duo, etc.); INSTRUMEN- 

TAL (solo and chamber music, in- 

cluding large ensemble up to 20 
players, but excluding works for full 

band or orchestra). Additional works 

of special merit may be chosen for 

performance at the Award Concert. 

There is a non-returnable entry fee 
of $20.00 per composer. Each com- 

poser may submit up to four works. 

For complete details write to: 
Prof. William McNeiland, College of 

Fine Arts, Jacksonville University, 

Honc Kone: Concierto Evocativo a 

work for guitar and orchestra by 

Puerto Rican composer and guitarist 

Ernesto Cordero will be premiered in 
Hong Kong and Manila by guitarist 

Alice Artzt. 

Toxyo, Japan: Liona Boyd (pictured 

below) performed 9 concerts in Tokyo 
and | in Osaka with the symphony. 

“They were almost all sold out and 

Japan goes all out with publicity — 

their promotion was fantastic with 
posters on the lamp posts with major 

stories in every magazine and paper. 

They presented me on every concei- 
vable TV show, so it was a real media 

blitz. I survived a 6 point earthquake 

— my #1 phobia — the entire hotel 
was swaying around like you couldn’t 

imagine. Right after that there was 

a big fire in the hotel across from 

where I was staying. In Japan I did 

another digital album Liona Live, 

pieces by Panin, Soler, de Falla, 

Albeniz, plus me speaking in 

Japanese.” 

  

Cusa: Recently Ernesto Cordero was 

awarded for his compositions by the 
American Society of Composers, 

Authors and Publishers. In cuba, 

Casa de las Americas offered a concert 

of his works for guitar in homage to 
his contribution to the guitar lit- 

erature. The homage was organized 

by the distinguished musicologist- 

composer Argeliers Leon, and was 
played by the noted cuban guitarist 

  

the commencement banquet and Jacksonville, FL 32211. Jesus Ortega. 

Note: Readers who wish to submit articles pertaining to this column write: 

Guitarra, Guitar Around the World, 3145 West 63rd Street, Chicago, IL 60629 
  

23 

   



  
For Guitars ¢ Violins ¢ Pianos 

Antigua Wax is a secret blend of Carnauba, 
Coconut and Rosewood Waxes. It has been 
used to protect priceless instrument collections 
in museums throughout the world. 

PRICE: $2.95 plus 75¢ postage 

Antigua Casa Sherry-Brener, Inc. 
3145 W. 63rd Str., Chicago, IL 60629 

SUH am trom Ai 

  

  

2 —— 

ntigua Casa Sherry-Brener, Inc. 
Proudly Presents 

ANTIGUA 
Guitar Strings 

Hand made in France 
Three Tensions 

{ Cobre-High $11.95 a set 
Oro-Med-High 9.95 a set 
Plata-Medium 9.75 a set 

Add 75¢ postage Go> 

| 

— et 

\ 

Cc
    

Antigua Casa Sherry-Brener, Inc. 
3145 West 63rd Street, Chicago, IL 60629     
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CHRISTOPHER PARKENING 
in The Classic Style 

music by BACH : WEISS - TANSMAN 

CHRISTOPHER PARKENING 
   

  

   

In The Spanish Style 
MUSIC OF ALBENIZ - VILLA-LOBOS - PONCE 
BREGA. LAURO -TORROBA-SOR       

Christopher Parkening 
ROMANZA 

Music of Tarrega, Casteinuova- 
‘Tedesco, Villa-Lobos and Aibeniz 

S-36019 S-36020 

$-36021 

IN THE CLASSIC STYLE S-36019 Bach: Fugue from Violin Sonata No. 1 © Bach: 
Chaconne © Transc. Segovia: Two Renaissance Lute Pieces © Weiss: Preludio ¢ Bach: 
Prelude from Cello Suite No. 1 * Bach: Courante from Cello Suite No. 3 ¢ Bach: 
Prelude for Lute ¢ Tansman: Scherzino from ‘‘Cavatina’’ « Tansman: Danza pomposa 
from ‘‘Cavatina’’ 
IN THE SPANISH STYLE S-36020 Albéniz: Leyenda © Villa-Lobos: Etude No. 1 in E 
minor © Villa-Lobos: Prelude No. 2 in E major © Térrega: Estudio brillante © Tarrega: 
Recuerdos de la Alhambra  Torroba: Romance de los pinos * Mudarra: Fantasia No. 
10 © Guerau: Canarios ¢ Sor: Estudio No. 17 in E minor © Sor: Estudio No. 19 in B flat 
major © Sor: Estudio No. 3 in A major © Lauro: Vals venesolano No. 3 © Ponce: Four 

Preludes (1-2-4-6) 
ROMANZA S-36021 Anonymous: Romance © Térrega: Capricho Arabe © Albéniz: 
Rumores de la Caleta © Castelnuovo-Tedesco: Melancolia * Mompou: Cuna ¢ 
Anonymous: Catalonian Song © Villa-Lobos: Etude No. 11 Villa-Lobos: Prelude No. 
1 © Villa-Lobos: Prelude No. 3 © Carcassi: Study No. 19 * Schumann: Andante 
cantabile 
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PARKENING The 
PLAYS She Parkening 

m 
BACH Ailip-Lobos & Bach           PARKENING AND THE GUITAR 

Weiss Visee Debussy 

$-36041 

CHRISTOPHER 

PARKENING 
Plays On Angel Records 

“The kind of impeccable musicianship that only 

$-36053 

greatly talented people achieve at any age.” 
—Henahan, NY Times 

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

Lullaby 

Christopher Parkening. In the Angel tradition of recording the great artists of our time. 
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Guitars 
lassical ant flamenco 

Pandmack in 
Spain 

and Japan 

Antigua Casa Sherry-Brener offers you... 

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

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

Every guitar at Sherry-Brener is aged at least one 
year. We do this because the finish needs at least 8 
months to crystalize. During this time the sound of 
the guitar changes each month. The glue, also, does 
not completely harden until after this length of time. 
The guitars are not tuned up during this drying 
period. 

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

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

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

    

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

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) 

           



  

IN ANAHEIM 

Lh GUITAR 2 
CENTCER 

ONE OF THE LARGEST SELECTIONS 

OF THE FINEST CLASSICAL & 

FLAMENCO GUITARS IN THE WORLD 

   
   
    

   
   
   

    

Fernandez Ramirez 

Hernandez [im Manzanero 

Barbero Nakade 

Matunaga Rodriguez 

Oshita Esteso 

La Chica Hauser 

Kono Sesoko 

Monch Kuniharu Nobe 

Complete 

Classical & Flamenco 

Sheet Music 

714-828-9762 

335 SO. MAGNOLIA 

ANAHEIM, CA 92804 
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in San Francisco..... 

      
Concert Guitars 

J. Oribe 
J. Ramirez 
M. Kohno 
M. Contreras 
A. Marin 
R. Brune 
Mig. Rodriguez 
Vv. Camacho 
M.L. Bellido 
J. Orozco 
Solista 
Alejandro 
J. Aguilarte 
Hirade 
Aria 
and others 

  

      

Classical 
Guitar Music 

Send for our updated, 1982 
Mail Order Catalog of music, 

strings, guitars & records. 
U.S. & Canada—$3.00 

All other countries—$6.00 | 

  

      
  

(415)386-0395       

[1433 Clement St. _S.E, CA. ans} 
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ALBERT AUGUSTINE:LTD: 
CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS     
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Guitar Shoppe 

Paul and Janet Wilson Proprietors 

Expert Instruction 

Accessories 

All Major Strings 

Publications 

De Olde 

Specially Selected 

Imported Handmade 

Classic Guitars 

6806 Douglas 
Des Moines, Iowa 50322 

515/278-8780 
  

      

      

  

  

  

CHRISTOPHER PARKENING 
PLAYS ON ARABESQUE STRINGS 

“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 recordings for Angel. 

I sincerely recommend these strings to any guitar- 
ist who insists upon the utmost from his instrument. 

Christopher Parkening, 1971 

ARABESQUE 
CONCERT GUITAR STRINGS STATISTICS 

Bass Strings: 
Handwound, Silver Plated, Made in France 

Treble Strings: 
Diamond Guaged, Precision Nylon, Made in USA 

No. 100-CG, Price $11.95 plus 75¢ postage 
Antigua Casa Sherry-Brener, Inc. 

3145 West 63rd Street, Chicago, IL 60629 
  

  

  

DAVID HARRIS PRESENTS 
OCTO-CHORDAE PRESS 
A new complete method for READING & UNDER- 
STANDING RENAISSANCE LUTE TABLATURE 
AND STAFF NOTATION. Excellent for guitar and 
lute students in improving skills and repertoire. 
Includes scales, barre, lutesong accompaniment, 
manuscript decipherment for both English- 
French and Italian-Spanish tablature. All exer- 
cises in both types of tablature. G tuning (capo 
at third fret), 6-string instrument. 60 pages. 

NEW EDITIONS OF MUSIC FOR 8-STRING 
GUITAR. Dowland, Holborne, Gabrieli, Dlugoraj, 
Vieux Gaultier, Dufat, Bach, Weiss, Vivaldi, 
Mozart and others. 

& Send for list and prices to: 

Octo-Chordae Press 
150 Pleasant Street 
Morgantown, WV 26505 
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PARKENING 
Virtuoso Music      

     

        

   

   
   

    GaN Ne 
D THE GUITAR 

Popular new transcriptions 
ered 

All available 
Christopher 

Parkening 
publications are 

listed below with 
prices - add $1.65 
postage and 
handling. 

Parkening Guitar Method 

Parkening Plays Bach 5.95 

Romanza Folio 4.95 

Parkening & The Guitar 
Vol. & Vol. Il each 5.95 

P; 
aie sa = Muse 7.85 Exclusive Publishers   and distributors 

Antigua Casa Sherry-Brener, Ltd. 
of Madrid 

3145 W. 63rd St., Chicago, IL 60629 U.S.A 
Telephone: 1-312—737-1711 

  

  

  

  
   

  

   

  

DOUGLAS 
NIEDT 

PLAYS ON 

ANTIGUA 

RECORDS 

CLASSIC GUITAR ARTISTRY S-1000 BUSTAMENTE: 
MISIONERA; RAVEL: PAVANE POUR UNE INFANTE DE- 

FUNTE; TURINA: FANDANGUILLO; MYERS: CAVATINA; 

SATIE: PLEASANT DESPAIR; GERSHWIN: PRELUDE NO, 

2; GIULIANI: LE ROSSINIANE NO. 1, OP 119. 

VIRTUOSO VISIONS S-2000 CORELLI: GIGA; MOREL: 
JUGUETEANDO; BACH: FUGUE; BRUBECK: BLUE RONDO 
ALA TURK; KLEINSINGER: PAVANE FOR SASKIA;ESCOBAR: 

CHOPI; MAYER: SONATA; ANONYMOUS: BRIAN BORU’S 

MARCH; IRISH AIR: PAISTEEN FIONN; ELLINGTON: DAN- 

CERS IN LOVE; GERSHWIN: MUSIC BY GERSHWIN, 

ANTIGUA STEREO S-1000 OR S-2000 $8.95 - 1.35 POSTAGE 
TRANSCRIPTIONS S-1000 OR S-2000 $6.95 - 1.00 POSTAGE 

ANTIGUA CASA SHERRY-BRENER, LTD. 
3145 W. 63RD STREET, CHICAGO, IL 60629 

312-737-1711 

« Wake Your Oxon 
Classical Guitar 
...at a fraction of the 
cost of a professionally- 
made instrument! 
Stanley Doubtfire is both a superb craftsman and 
a gifted teacher. Here, in his Make Your Own 
Classical Guitar, each stage of the instrument's 
construction is carefully explained through his 
concisely written text and his profuse use of dia- 
grams and photographs. 

This is a book for anyone with the patience to 
follow simple step-by-step instructions and the 
ability to handle wood-working tools—but partic- 
ularly for that someone with special regard for a 
fine, handsome classical guitar. The quality of 
your finished instrument will compare favorably 
with those made by professionals costing 
hundreds of dollars more. 

The book also contains interviews with the 
world’s three outstanding guitar-makers and a list 
of materials-suppliers across the nation. Order 
today—send $17.95 plus postage—make your 
own classical guitar—now! 

      
200 Madison Avenue, 

Schocken Books \xew sork 10016 
    Schocken Books 
200 Madison Avenue, New York 10016 

Yes, I’m going to make my own classical guitar. Please send —_ 
copy(ies) at $17.95 each plus $1.50 each post and handling. (NY 
residents add tax.) 

Name   

Address.   

  City 

  State/Zip   
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“Fxperience the Customized 
Luxury of an ORLBE.” 

¢e SOUNDBOARDS 

European Spruce 
Western Redcedar 
Sequoia Redwood 

e STRING SCALES 

647mm — 25',” 

658mm — 25’,” 
665mm — 26',” 

¢ BACKS AND SIDES 

Brazilian Rosewood 
E. Indian Rosewood 

Fine Curly Maple 
Bird’s-eye Maple 
Spanish Cipres 

e OUR EXQUISITE 

VARI-FLEX VARNISH. 

Tailored Requirements 

e SERVICE 

And, wherever 

you live, our PRIORITY SERVICE 
SYSTEM assures that your ORIBE 
guitar will be serviced by the one 
who knows it best, the maker. 

For consultation with the maker 

CALL: Jose Oribe, 619-727-2230 
or, write for descriptive literature. 

ADDRESS: 2141 Lakeview Road, Vista, CA 92083  



  

ASK FOR IT 
AT YOUR 
FAVORITE 
DEALER 

OR 
ORDER DIRECT    ePractice anywhere, at any hour, and as much as you like 

without disturbing others—a must for guitarists with “I find ACOUSTI-MUTE 
spouses, families or roommates. to be an ingenious idea and 

; = a wonderful practice device. 
eA 2-mute, twin-thickness system made of a special, Guitarists at all levels will 
super-soft consistency of foam that absorbs string vibra- _ find it useful.” 
tion in a superior manner. eee 

e Lets you select 3 different volumes. of the Northwest 
eHelps you concentrate on developing evenness of stroke 

and tremolo by allowing you to hear the striking action ONLY $3.50 

  

of the right-hand fingers. (Including Postage) 
e Private backstage warm-up for professionals. oe 

‘oreign orders: 

J. Troncoso Accessories DEALER $4.00 including pastone 

907 G. Avenue INQUIRIES en eens 

La Grande, Oregon 97850 INVITED — oo 
  

  
  

  

Antigua Guitar Blanket 
Eindorsed by Manuel Lopez Ramos 

ee 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. 
S 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, Ilinois 60629 (312)737-1711 

   
    

ya 

 



  

  

  
Most nylon guitar string material doubles as fishing line or 
toothbrush bristles. Except D’Addario Pro-Artes. It’s the only 
nylon designed exclusively for guitar string use, and the only 
material fit for the accomplished classical guitarist. 

@ ® 

    

     East Farmingdale, NY 11735 USA 
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@ BESIDES BEATING THE STANDARD BEATS PER 

@ FIRST BEAT OF 2/4, 3/4, 4/4, 6/8 TIME 
MINUTE, CAN BEAT HALF AND DOUBLE. TUNING: B® A, AND E. 

@ AUDIO OUTLET FOR EARPHONE OR AMPLIFIER. 

THE METRONOME WITH MORE FEATURES THAN ANY OTHER METRONOME IN THE WORLD. 
@ THREE DIFFERENT PITCHES PROVIDED FOR @ SMALL 3 X 5 X 1'/2” IN PLASTIC AND 1/2” 

LARGER EACH WAY IN WOOD. 

FITS IN MOST CASE STRING COMPARTMENTS. 

  

  

e 

SIGNATURES CAN BE ACCENTED. @ OUTLET PROVIDED FOR POWER PACK. © OEACK PADINC eo esse bess coos $69.95 
@ VOLUME CONTROL FOR ANY LEVEL BETWEEN @ POWER PACK PROVIDED. @ SOLID WALNUT ..... - 83.95 

eee see eee @ BATTERY OPERATED — BATTERY PROVIDED. © SOLID MAHOGANY.. . 83.95 
@ BEATS OF LIGHT CAN BE USED WITHOUT THE 

BEATS OF SOUND. @ ADD FOR SHIPPING ...........++5- $ 2.25 

THE LEGENDARY OFFICES IN: 
HOUSE OF @ MADRID 

GUITARS @ PARIS 

FOUNDED @ PERSIA 

IN 1939 @ MACAO 

  

  

  

PLAYER’S NAILS 
(patent pending) 

AN INDISPENSABLE ACCESSORY 
FOR EVERY GUITARIST 

@ Solves a centuries’ old problem of 
broken, warped, or damaged finger nails 
and in most instances produces better 
tones than one’s natural nails. 

@ Manufactured from natural ingredients, it duplicates all 
characteristics of a natural nail. (Can be filed, shaped, 
and buffed to perfection.) 

@ Can be put on or taken off in a few minutes and does not 
interfere with the health or growth of one’s natural nail. 

@ Can be used permanently or for unlimited number of 
hours of practice while your natural nail remains 
unaffected. 

USED BY MOST PROFESSIONAL 
PLAYERS ALL OVER THE WORLD. 
PLAYER’S NAILS GOT THE BEST 
POSSIBLE REVIEWS IN AMERICAN 
AND OVERSEAS GUITAR MAGAZINES. 

“«...Now no longer do we have to 
agree with Segovia that in order 
to become a guitarist one must be 
born with strong but flexible 
nails. Anyone who is not so en- 
dowed can buy them. 

Alice Arta 
New York 
Guitar Revue 46 

“Having tried all different ways 
of overcoming the recurring 
nightmare of breaking a finger 
nail before a concert—all of 
which turn out to be no match for 
one’s healthy natural nail—I 
have finally been introduced to 
an ideal solution to the problem. 
As a matter of fact, 1 am now 
using PLAYER'S NAILScontin- 
uously on my index finger. Not 
only is it stronger, but also, 
produces a better tone than my 
natural nail." 

SERGIO ABREU 

The Complete Kit which includes 2 dozen nails plus accessories and 
complete detailed instructions 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 
Order in U.S. funds. 

de U.S. please add $1.00 per kit and send only International Money 
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i#ad 28) he artist is brilliant. The instrument is a work of art. The strings are 
aS GHS La Classique — the final detail that leads to an extraordinary per- 

  

formance. 0 Because each musician is an individual, with a unique touch and 
approach, GHS offers 6 different sets of classical strings. Extensive testing 
and consultations with professional musicians have culminated in string sets 
with discrete variations to complement the style of every classical artist.c GHS 
strings — designed for the perfectionist — and made by the specialists. If you 
would like more information on La Classique strings please write. 

WIS. strings 
The String Specialists 

Manufactured by G.H.S. Corporation 5 2813 Wilber Avenue, Battle Creek, MI 49015,U.S.A. 

  

So 
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G-R-52 
special commemorative edition 
  

an homage to 

ANDRES SEGOVIA 

in celebration of his goth birthday! 
a unique portrait of Segovia 

the Teacher - the Musician 

the Performer - the Man 
e 

featuring articles by: 

EDUARDO FERNANDEZ, a spiritual grandchild... 

ELIOT FISK & OSCAR GHIGLIA 
performing guitarists and former students of Segovia... 

ALEXANDER TANSMAN, composer, dedicating works to Segovia 

HAROLD C. SCHONBERG & ALLAN KOZINN, celebrated critics 
for The New York Times and authors of articles on Segovia 

NATHAN KROLL & CHRISTOPHER NUPEN, makers of films 
featuring the Maestro... LARRY SNITZLER, 

co-producer of upcoming 13-part NPR series on Segovia 

ISRAEL HOROWITZ 
producer of all of Segovia’s records since 1954 

Illustrations designed expressly for this edition 

by internationally famous artists 

Order your copy now—it’s sure to become a COLLECTOR’S ITEM! 

Available at $8, USA; $9, Foreign. Payable in US Currency. 

Send order to: Guitar Review, PO Box 5375, FDR Station, NY, NY 10150 

LL 

 



  

  

    

Dear James, 

“IT am truly happy that, 
like theimmortal Phoenix, 
“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   

  

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 

  

  

2 azine) 

September 27, 1978 

Andres Segovia 
Comments on 

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

accomplishes its 
artistic purpose — to in- 

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

the beautiful instrument 
4 which is the guitar.” 

ANDRES SEGOVIA 
1966 Winston-Salem, NC 

Julian Bream Proclaims 
GUITARRA Magazine 

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

JULIAN BREAM 
February 25, 1964 

Ay "4 
“ 
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A Word from Sabicas 
“J, 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 

      

    
     
     
    
      
     
      
       

     

     
    

    
    

— fhe World’s Greatest Guitar Magazine k= 
  

  

  

   

      

  

 



  

  
  

  

Birthdays of Aficionados 

      
  

Napoleon Coste 
Doubs, France, June 28, 1806 

Juan Ramon Talens Bustamante, Valencia, Spain May 6, 

Johannes Brahms, Hamburg, Germany May 7, 

Vladimir Bobri, Kharkov, Ukraine May 13, 

Claudio Monteverdi, Cremona, Italy May 15, 

Paco Lucena, Lucena, Spain June 1, 

Robert Schumann, Saxony, Germany June 8, 

Alexandre Tansman, Lodz, Poland June 12, 

Charles Gounod, Paris, France June 17, 

1905 

1833 

1898 

1567 

1859 

1810 

1897 

1818 

  

   


