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Part III 
  

Mastering The Tremolo 

orrecting this problem simply requires 

awareness of the tensing of the right hand. 

If you can feel this happening, with slow 

and careful practice you can consciously keep the 

right hand and arm loose at shift points just by 

relaxing the muscles at the moment the shift 

occurs. 

  

  

You must be an unforgiving critic of yourself. 
Listen to the balance and tone quality, and 

insist on absolute rhythmic eveness. 
  

One of the most important points about prac- 

ticing the tremolo (or anything else) is that you 

must be an unforgiving critic of yourself. 

You cannot allow any disgressions from the 

straight and narrow path! You must listen, listen, 

listen. Place p and m on those metronome ticks, 

watch the mechanical movements of the fingers, 

listen to the balance and tone quality, and insist 

on absolute rhythmic evenness. 

  

Be sure to play the accented finger very strongly. 

Also play through the section once at each speed 
without the metronome and with no accents, 

but still feeling the pulse of p-m p-m. 
  

It is also a good idea to practice accenting a 

(instead of m) all the way through on each metro- 

nome setting and 7 all the way through on each 

setting. This helps to develop and maintain finger 

independence. Be sure to play the accented finger 

very strongly. Also play through the section once 

at each speed without the metronome and with 

no accents, but still feeling the pulse of p-m p-m 

p-m. Therefore, on each metronome setting play 

the A minor section of Recuerdos de la Alhambra 

2 

at least four times through: accenting m, accent- 

ing a, accenting 7, and with no accents and no 

metronome. 

Once you are satisfied you have the tremolo 

under control at M.M=100 for a sixteenth note, 

you can move the metronome up ONE NOTCH 

to 104. Continue in this manner one notch at a 

time until thirty minutes is up. Do not graduate 

yourself to the next notch unless you have 

complete control of the previous setting. 

  

Bad habits and uneveness learned through bad 

practice techniques are notoriously difficult to 

correct. 
  

Practicing the tremolo unevenly simply negates 

any progress you made at the previous speeds. 

Bad habits and uneveness learned through bad 

practice techniques are notoriously difficult to 

correct. This being the age of electronics, some 

players like to record their tremolo and then play 

the tape back at half speed to listen for imper- 

fections in their technique. Purists of course may 

wince at such an idea, but using a tape recorder 

can be very helpful. 

  

Each day for several weeks begin your practice 

at M.M. = 100 for a sixteenth note. After you can 
play from M.M.=100 to M.M.= 192 for a six- 
teenth note with complete control, start your 
practice sessions at progressively faster settings. 
  

Each day for several weeks begin your practice at 

M.M.= 100 for a sixteenth note (yes, that is very 

slow). After you can play from M.M.=100 to 

M.M.=192 for a sixteenth note with complete 

control, start your practice sessions at progress-



ively faster settings as you reach even faster end 

of practice session speeds. For example: 

  

weeks 1, 2, 3 M.M. = 100-192 
week 4 M.M. = 104-200 
week 5 M.M. = 108-208 
  

Otherwise, if you always begin at 100 it could 

take well over half an hour to reach your top 

speed of say, 208. 

Once you reach a top speed of 208 for a sixteenth 

note (208 being the fastest most metronomes will 

tick), you must go back to 104 with the metronome 

ticking on the thumb strokes (eighth notes) only. 

But even though the metronome is only ticking on 

the thumb strokes be certain to still feel a beat 

or emphasis on m as well p-m p-m p-m: 

  

accent accent accent 

  

      
Again, as long as p and mare placed rhythmically 

precisely, the other notes will also be even. 

  

It is also advisable to practice the tremolo in 
gradations of loudness and softness once you 
reach M.M.=108 for an eighth note to gain 
dynamic control over the tremolo. 
  

Continue to slowly work your way up the met- 

ronome scale week by week always listening very 

critically. The characteristic flowing sound of 

the tremolo will become apparent when you reach 

a speed of M.M. = 144+ for an eighth note. It is also 

advisable to practice the tremolo in gradations of 

loudness and softness once you reach M.M.= 108 

for an eighth note to gain dynamic control over 

the tremolo. But when altering the overall volume 

of the tremolo be sure to retain the correct balance 

between melody and accompaniment. 

  

     Work with the metronome but do not bec 
dependent upon it. 
  

It is very important to work with the metronome 

to ensure steady and efficient progress. But do not 

become dependent upon the metronome. As 

mentioned above, always practice at each tempo 

setting at least once through the A minor section 

of Recuerdos de la Alhambra without the metro- 

nome and without any accents save for feeling 

internally the pulse of p-m p-m p-m. 

  

You may sense some unevenness creeping into 
your playing — this is easily eliminated by 

working carefully again with the metronome 

and the exercises for a few days. 
  

Once a tremolo is carefully cultivated over a 

period of six months, it will ‘‘stick”’ fairly well. 

Once in a while, you may sense some unevenness 

creeping into your playing but this is easily 

eliminated by working carefully again with the 

metronome and the above exercises for a few days. 

  

Listen very closely to the sound you produce 

and be ruthlessly critical. 
  

The main problem in learning the tremolo for 

most guitarists is a lack of commitment and 

patience. These exercises must be practiced 

everyday for a half hour, and except for the 

gifted, will take a full six months to master. 

Listen very closely to the sound you produce and 

be ruthlessly critical. Attention to detail is one 

measure of a great artist. & 

Douglas Niedt is a concert guitarist and chairman of the guitar department, 

Conservatory of Music, University of Missouri at Kansas City. 

  

  
Note: Readers of Guitarra who wish to submit questions to this column write: 

Guitarra, Technique, 3145 West 63rd Street, Chicago, IL 60629    
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Chapter II 

Which Scale For You, Short, Medium or Long? 

Ey e mong all the criteria used in choosing a 

vN guitar, the string scale should be near the 

Lt top of the list for consideration. In general, 

three scales are used most commonly. These are 

usually referred to as SHORT, MEDIUM and 

LONG. The exact dimensions of string scales 

used by different makers may vary slightly from 

maker to maker but the terminology is consistent. 

A scale is considered SHORT at about 25% inches 

(646-648mm); MEDIUM at about 25% inches 

(657-659mm); and LONG at about 26% inches 

(663-666mm). The length of a musical string driv- 

ing a soundboard effects such factors as response 

under the fingertips, playability, and the tonal 

structure of the instrument as a whole. 

Some principles of a vibrating string and its 

effect on the soundboard are worthy of review. 

In the paragraphs that follow, comparisons are 

made, using the same soundboard, with the strings 

tuned to the same pitch, with the only variable 

being differing lengths of the strings. 

It should be noted that, while the advantages 

and disadvantages listed below may seem specific, 

they can be partly overcome or varied by a crafts- 

man in a variety of ways. Some examples will 

be suggested later. 

SHORT SCALE: ADVANTAGES 
1. Tuned to correct pitch (i.e. A440) the string 

is actually looser but feels tighter than a longer 

scaled guitar. With a shorter string there is less 

tension needed for it to reach a desired pitch. 

With this string suspended between a closer nut 

and bridge bone, there is less movement be- 

tween these two points of contact; hence, the 

tighter feeling. 

2. With less movement, the action (height of 

the strings over the frets) can be lower than 

that of a longer string scale with the same 

* $ 
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energy of attack by the player before the strings 

will buzz on the frets. 

3. Frets are slightly closer together. Reaches 

are easier for a small hand or one of less 

strength. 

4. Fingerboard need not be as wide. Since 

there is less movement of the string, it is less 

likely for the Ist or 6th string to be pulled or 

pushed off the edge of the fingerboard. 

5. Easier for some people to play. 

SHORT SCALE: DISADVANTAGES 
1. A shorter vibrating with less movement 

tends to produce a less resonant sound. 

2. Overall tone tends to be treble oriented, 

thinner and with the bass toward the mid-range. 

3. A shorter string needs more energy to put 

it and the soundboard into motion. 

4. When put into motion, the shorter string 

maintains the vibration level for a shorter time, 

hence affecting both longevity and vibrato. 

5. The sound quality can be comparatively 

described as more pointed, slightly narrower 

and less warm. 

LONG SCALE: ADVANTAGES 
1. A more robust and resonant sound quality. 

2. Distance between the frets and strings is 

more comfortable for a large and strong hand. 

3. Louder; more adapted to the concert hall. 

4. Responds quickly to a more sensitive 

touch. 

5. Greater longevity of tone or sustaining 

quality. 

LONG SCALE: DISADVANTAGES 
1. With a longer vibrating string and its 

greater movement, the action must be made a 

little higher than a shorter scaled instrument 

with the same playing energy applied. 

  

 



2. With a little more distance between the 

frets, a greater stretch is needed by the player. 

3. Requires wider fingerboard to prevent the 

Ist and 6th strings from being pulled off the 

board. 

4. A long scale guitar can be bass oriented. 

5. Can be a little more difficult to handle by 

a player with a light touch. 

MEDIUM SCALED GUITARS 
Any length of string scale in between the 

shorter and longer will have relative degrees 

of the above factors. Many people consider the 

medium scaled guitar a happy medium. 

IN GENERAL, FOR A LARGE BROAD 

SOUND, THE LONGER SCALE IS A GOOD 

CHOICE; FOR THE EASIEST INSTRU- 

MENT TO FINGER FOR SMALL HANDS, 

THE SHORTER SCALE MAY BE PREFER- 

ABLE. THE MEDIUM SCALE MAY BE A 

DESIREABLE COMPROMISE FOR SOME 

PLAYERS. 

  

  

Again, all the above variations are assuming 

that all things are equal except the string lengths 

themselves. It is now up to the guitar maker, in 

working with the materials at hand, to bring out 

the best in the instrument, whichever scale, in 

order to minimize the negatives and to find a 

balance. 

ExaMPLE: The shorter scaled instrument, with 

its strings of lesser movement, its pointed and 

treble oriented sound and tighter quality can be 

enhanced and loosened up by the selection of a 

more flexible soundboard. Thinning the sound- 

board a little can also give it the needed flexibility. 

Both can fatten the treble notes and lower the 

bass response. Careful selection of a type of 

soundboard can also help get desired results. 

Soundboards made of spruce, western redcedar, 

and sequoia redwood have different characteristics 

in tone and these differences can be used to 

advantage here. 

In the longer scaled instrument, the selection 

of a more treble oriented soundboard is advised, 

since the longer vibrating string tends to em- 

phasize the bass response. Soundboards that are 

a little stiffer are selected and/or are left a 

little thicker during graduation. 

Bracing patterns can and do help. I find the 

use of a treble bar very important, especially in 

the longer scaled instruments. These tend to 

‘suffen the vibration on the treble side of the 

soundboard and help marry with the frequency 

response of the treble strings. 

STRINGS CAN ALSO BE A FACTOR: 
A variety of string tensions are available on 

the market, and for good reason. Selection of the 

correct tension of the strings for your instrument 

can be a factor in getting the most out of your 

instrument. The selection of either a harder or 

softer tensioned string can add or detract from 

the bass or treble response of an instrument. A 

more detailed explanation of these variables will 

be discussed in a later article on strings. 

SUMMARY: It is always a good idea to try all 

scales and become familiar with each. What is 

important is how they work for you, in your 

hands (not your teacher’s or some great guitarist 

that you admire). They must complement your 

strength of play, your reach and ability to hold 

down the strings to the frets. They must respond 

to your artistic intent for more treble or bass to 

balance musically. 

There are better choices today than ever before. 

There is more knowledge and available tech- 

nology to produce better instruments, strings, 

finishes, etc. Be alert to the options and make 

your selection accordingly. 

Next Issue: Choosing The Soundboard 

Short, medium and long fingerboards lined up to show the 
relative increase in spacing between fret slots. Neck layouts 
on the left correspond.       

Correction: Last issue page 5 bottom of 1st column the 

sentence: “I prefer MAHOGANY because its greater stiffness 

can eliminate the need for lamination, and the increase weight 

in the neck and head tends to limit vibration of the soundbox.” 
This sentence should read: “I prefer MAHOGANY because its 

greater stiffness can eliminate the need for lamination, and the 

increased weight in the neck and head tends to limit vibration 

loss to that area, thus enhancing the vibration of the soundbox.” 

5



  

      
by David Harris ©     

The Capo 
And Its Use In Lute-Song Repertoire 

  

tuning: g c fad’ g’ This puts the interval 

of the major third between the third and fourth 

strings instead of the second and third strings 

found in guitar tuning. 

The idea of retuning the guitar to conform to 

the renaissance lute’s tuning is slowly making 

headway in the guitar world but there is still, 

curiously, much resistance and prejudice to this 

technique. 

When performing solo lute music it does not 

matter to what pitch one tunes one’s instrument as 

long as it fits the above formula. For example one 

should retune the guitar to: e a d f# b’ e’ when 

playing renaissance lute or vihuela music on the 

guitar. Of course this also means getting editions 

of music that conform to this tuning or, what I 

favor, learning to read from tablature sources. 

Why bother to retune the guitar when playing 

lute or vihuela works? The simple answer is that 

it is usually easier to play with lute tuning. For 

example the suspension that occurs in the V-I 

cadence is so typically used as to be a cliche: 
  

@r* A 

  
      

When playing the preceding cadence with guitar 

tuning it will involve a position change or trans- 

position to another key. 

Most lute-songs take advantage of the lute’s open 

bass strings which means these songs are usually in 

the keys of G major or minor and F major or minor. 

In guitar terms, these keys would relate to E and D. 

In the repertoire dealing with the vihuela de 

mano, the usual tuning practice is: A d g Db’ e’ a’. 

This would be like placing a capo on the fifth fret 

of a guitar tuned to: E A d f# b’ e’. 

One certainly may transpose lute and vihuela 

songs but it is time consuming and often will 

involve a key unsuited to the singer. In my opinion, 

the easiest way to work with the lute and vihuela 

song repertoire when using a guitar, is to use a 

capo. This will be a practical and inexpensive 

way to solve the problem. 

It will also involve learning to read tablature, 

which is something that is easy and fun to do. 

Alice Artzt says, ‘““The principle of reading lute 

tablature should take about five minutes,”’ I believe 

she is right. 

After taking the time to learn tablature one will 

have the complete lute and vihuela song repertoire 

at hand and will never have to deal with poor tran- 

scriptions. The best source for English music is: 

The English Lute-Songs, Fellows Editions, 

published by Stainer & Bell, London (series has 

tablature). 

John Dowland (1563-1626) was a prolific and 

great composer of works for lute. He would often 

take a piece and arrange it for solo lute or lute- 

song, then rework it into an ensemble piece. A 

good example of this is Captain Digorie Piper’s 

Gallinrd. First we will show a section of the solo 

version, then we will give a section from the 

ensemble version taken from Lachrimae, or Seven



  

  

  

~ Captain Digorie Piper’s Galliard 
John Dowland Section of Solo Version 
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Captaine Digori Pipers Galiard (sic) 
  

John Dowland Lachrimae or Seven Tears Version 
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Teares Figured in Seven Passionate Pavans, with 

divers other Pavans, Galiards, and Almands (sic)., 

finally the complete lute-song version. Dowland 

published this work in 1605 for five viols (or 
violins) and lute. 

In the examples that follow we have transcribed 

the pieces from tablature (which we include) to a 

guitar tuned: E A d f# b’ e’. In order to perform 

the lute-song simply place a capo at the third fret 

of the guitar. This is a form of scordatura. In 

this way one can become accustomed to seeing how 

the tablature relates to solo guitar. 

Reading from staff notation is not satisfactory 

to most lutenists as they usually prefer facsimile 

editions. In England and France, when publishing 

lute works, they usually assume a ““G”’ tuning and 

transcribe using the treble and bass cleff. Guitar- 

ists, who, unfortunately, learn to read _ staff 

notation one octave higher than the note sounds, 

have trouble with this notation. In Italy, I believe 

they have found the most practical solution for 

publishing solo lute music. It is to give the tab- 

lature, hopefully editing out the original errors, 

and include staff notation in the treble cleff in 

“E” tuning. These editions benefit both lutenists 

and guitarists and save paper. 

1. The Lachrimae version can be played as a 

solo and we include the complete facsimile 

tablature version. 

NeExtT Issue: 

Chords and scales that develop in lute tuning. 
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Captaine Digori Pipers Galiard 
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Lute Tablature 
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Tablature Hand Engraved by Jon Chappell - Chicago 

  

  

  
Publisher's Note: The original tablature was too tattered and worn to be reproduced legibly, 

the above facsimile is exact in every detail. 
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INVITATION TO: LUTE: SONG 
— Captain Digorie Piper’s Galliard — 

@ Description of Galliard @ Illustration of dance @ biography of John Dowland 

: 

Me 

The Galliard 
In the sixteenth century the Galliard was in 

most use in polite circles. The Galliard was in 
three-in-a measure time and rapid. It was of 
Italian origin (‘Gagliardo’) and its name 

indicates the intention of gaiety. The 
popularity of the galliard in the England of 
Elizabeth is evident by the many allusions to it 
in literature: Shakespeare makes many 
references to it, ‘I did think by the excellent 
constitution of thy leg, it was formed under the 
star of a Galliard’ (Twelfth Night, I.). Another 

name for galliard was one which arose from its 
five steps, Cinque passi (It.), Cinque pas (Fr.), 
Cinquepace, or ‘Sink-a-pace’ (Eng.). The five 
steps were fitted to six beats, the fifth beat being 
without a step (cf. God save the King 2). 

The names of Elizabethan galliards are of 

interest. Sometimes they arise from the origin of 
a musical theme, sometimes they indicate a 

courtier musician’s dedication to some patron. 
As a dance, the galliard lost its popularity in 

the middle of the seventeenth century. 

Illustration of Dance No. 2 

S fg] a me 2 — A + 

  

Illustration of Dance No. 1 
  

  

  
Two important 

Galliard dance steps       

Credits to: The Oxford Companion To Music 

  

The Galliard - The opening 

“‘Reverance”’       

John Dowland 
John Dowland, born near Dublin 1563; died 

in London 1626, aged sixty-three. He was the 
greatest lutenist of his age, holding at different 

times the position of Court Lutenist to the King 
of Denmark (at an enormous salary — equal to 
that of the Admiral of the Realm) and that of 

one of the six such officials employed by Charles 

I of Britain. His fame in his art took him far 
afield, and he boasted that works of his had been 
published in Paris, Antwerp, Cologne, 
Nuremberg, Frankfort, Leipzig, Hamburg, and 
Amsterdam. He is mentioned by many of the 
poets and dramatists of his day. With him 
money came and went freely; he was laterally 

neglected and he seems to have died somewhat 

poor and embittered. 
His songs with lute accompaniment are the 

most celebrated productions of their kind and, |? 
republished during the present century, have | 

| 

become popular again with enterprising } 

vocalists and with discerning audiences. 
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‘ If My Complaints Could Passions Move } 
Captain Digorie Piper’s Galliard John Dowland (1562-1626) 

} =e0-88: 

=F MY COM: I PIAINTS db] pass: oms | Move, OR MAKE cove 

r roe er 
{ 

SvuFFER | whoWNG; 

DEEP Sighs STL 

Pr oPRE       
  

 



    

  

Sp eco a6 Bie 

' If My Complaints Could Passions Move | 
{ Captain Digorie Piper’s Galliard eee John Dowland (1562-1626) p 
  

SPEAKS : YET tHoe JosT | Hove sf, 
> 7 

  

Awd wiew = Hore , THov ME Hope 

FP r     PVE roe     If my complaints could passions move, Can Love be rich, and yet I want? 
Or make Love see wherein I suffer wrong: Is Love my judge, and yet am I condemn’d? 
My passions were enough to prove, Thou plenty hast, yet me dost scant: 

That my despairs had govern’d me too long. Thou made a God, and yet thy power contemn’‘d. 
O Love, I live and die in thee, That I do live, it is thy power: 
Thy grief in my deep sighs still speaks: That I desire it is thy worth: 
Thy wounds do freshly bleed in me, If Love doth make men’s lives too sour, 
My heart for thy unkindness breaks: Let me not love, or live henceforth. b 

Yet thou dost hope when I despair, Die shall my hopes, but not my faith, | 
And when I hope, thou mak’st me hope in vain. That you that of my fall may hearers be | 

{ Thou say’st thou canst my harms repair, : May here despair, which truly saith, > 
Yet for redress, thou let’st me still complain. I was more true to Love than Love to me. 

oo Mes ee 

  

David Harris is a concert guitarist and professor of guitar at 

West Virginia University. 

  

Note: Readers of Guitarra who wish to submit questions to this column write: 
Guitarra, Fret Knots, 3145 W. 63rd Street, Chicago, IL 60629 U.S.A.     
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Chicago. 

  

Narciso Yepes with interviewer Steve Reeder 
on FM Radio WFMT, Interlake’s Profiles. 
This interview took place in 1981 and 1982 
during Yepes’ Orchestra Hall Concerts in 

  

  

  

  

  

    

Face to Face 
with Narciso Yepes 

Part I       

  

       er eS family was working on the land, a 

2) WR country farm. At the time I began my 

music studies at the same time I began to read 
and write. Then I began music reading and 
studying guitar with a guitar teacher in Lorca. 

I was born about 8 kilometers from Lorca. 
Everyday my father went with me to Lorca to 
receive my guitar lesson and music lesson. Then 
we came back to the countryside. I studied like 
this until about the age of 11 and at the same 
time I was also in school. At the age of 11 I went 

to Valencia. In Valencia I continued in school 

and went to the conservatory studying music, 

harmony and composition. When I was about 

14 I began to ask many questions to my guitar 

teachers. Then the problems began because I 
had no answers. 

I met for the first time a great music teacher 
who was Vicente Ascencio, who did not play 

guitar at all. He was a great pianist, violinist, 

flutist and composition teacher. I studied inter- 

pretation, harmony and composition. He said 

he did not like at all the guitar. asked him why. 

He said the guitar was a horrible instrument. 

He said when the guitarist played the guitar that 
that was nothing, that was not music, it was 

very bad. I said, “I will play for you.” I played 

for him the best I could and he said, ‘‘Yes, yes, 

you have a lot of facility but I don’t like.’” Then 
he said, “‘play a scale for example, one scale.” 

So, I took the guitar and played a scale. He said. 

“No, no, no I am speaking seriously, a scale!”’ 

| Y was born in the countryside and all my I said, ‘“That was a scale!’’ He said, ‘““That was 

nothing, play a real scale. I would like to hear 
you play.’’ And then I played another scale 

faster and the best I could. He said, ‘‘No, no, 
seriously would you play a scale.” I said, “I 

don’t understand.”’ He sat down at the piano 
and he played a very fast, very legato, very 

beautiful scale. He said, ‘““That was a very fast 
scale — if I need a very fast scale in the music 
that I am playing I must be able to play a very 
fast scale.’’ Then he took the violin and playeda 
very fast scale, then on the flute he played a very 
fast, very legato, very beautiful scale. Then he 

asked if I would play like that on the guitar. I 
said, ‘I am sorry but on the guitar that kind of 

scale, with the normal technique of the guitar, 

it is impossible. Then the teacher said, ‘“Then 
why not play another instrument if the guitar 
cannot play even a scale, it is better to play 
another instrument!”’ Then I was very angry 

with this idea. I went home and I thought but 
why isn’t it possible. Why can a violinist or 

cellist play scales very fast. They have on their 

left hand 4 fingers to play and I have 4 fingers on 
the left hand to play the guitar. Perhaps, the 
problem is with the right hand, they have a bow. 

Then I began to develop a new technique for 
playing scales, but not with the traditional 

method of the guitar playing with two fingers, 
because if I have more fingers why play with 

only two. Then I began to play with more 

fingers. A few weeks later I went to see Ascencio 

again and | asked him if he would listen again to 
  

 



  

  

  

hear me play a scale. He agreed. I played a scale 

very fast, very legato and he said, ‘“‘Oh, then it’s 
possible.” Then he asked me to play scales in 

thirds, chromatic scales in thirds. Then the 

same story began again. Everytime I studied 

with him I was obliged to create a new possibi- 

lity of the guitar technique. 

When I met Enesco and Gieseking in France 

I was very lucky because I had no problem with 

the technique of the instrument. When I was 

asked to play very legato or staccato, I was not 

obliged to fight against the instrument. 

REEDER: ‘‘It is odd to me that someone who was 
a great composer, artist and teacher like 

Ascencio, much of whose music has been tran- 
scribed for guitar, would feel that way when 

there was, in Spain, the presence of someone of 

the greatness of Segovia or de la Maza, who was 

then playing. Didn’t it strike you as odd that he 
didn’t have more respect for the instrument and 
for playing of that virtuosity and that caliber?” 

Yepes: “When I was young I did not have the 

opportunity to meet Segovia because Segovia 

left Spain in 1935 and he came back in 1951. It 
was during this time that I was growing up and 

studying and gave my first performances. When 

I met Segovia for the first time it was in Paris in 
1952. I had already a technique, a musical idea, 

and then for me it was too late to study with 

Segovia. I have always had a great admiration 

for him, but our way was absolutely different. 

That is the reason I am not a pupil of Segovia. 

I never studied with guitarists, I studied with 

musicians. That is the most important point of 

my artistic life. Sainz de la Maza was a guitar 

teacher in the Conservatory of Madrid. When I 

arrived in Madrid in 1947, it was also too late 
to work with him. But in any case, I think they 

helped me — not directly, but indirectly because 

they made a great contribution to the 

instrument. 

REEDER: “1947 was a very important year for 

you. It found you giving your first public per- 

formances in Madrid, of music that was, at that 

time, quite new and to most people unknown 
such as the Concierto de Aranjuez by Rodrigo.” 

Yepes: “Yes, this was almost absolutely un- 

known. And from that day I played this music 

many many times all over the world. I made the 

first recording of the Concierto de Aranjuez in 
1953-54 with the National Orchestra. And after- 

wards I made another version for another record 

company and the last was with the London 
Philharmonic with the Concierto on one side 
and the Madrigal for Two Guitars and 

Orchestra on the other side.” (to be continued) 
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Christopher Parkening 
Plays World Premiere In Cincinnati, Ohio 
  

  

  

Program 
Johann Sebastian Bach 

Suite of Sacred Music for Guitar and Orchestra 
 _ftadapted by Patrick Russ and Ronald Ravenscroft) 

_ We Thank Thee, Lord, We Thank Thee 
1 Stand at the Threshold 

_ Jesu, Joy of Man’s Desiring 
_ How Joyful Is My Heart 

Sheep May Safely Graze 
What God Hath Done Is Rightly Done 

SOLO SELECTIONS: 

    
: joba Dowland Allemande 

Gaspar Sanz Canarios — 

Danza — Ruiz Pipo 

Isaac Albeniz Rumores De La Caleta 

Traditional Simple Gifts 
(arranged for guitar and orchestra by Ronald Ravenscroft)       

4 here sometimes occur rare and special mo- 

Pf ments in live music-making when the toils 

a S64 of laboring hands and fingers become tran- 

scended; when the painstaking achievements of 

composers, arrangers, and performers become 

simply the means by which printed musical notes 

are lifted off the page and brought magically to a 

life of their own. This is exactly what happened on 

September 17 and 18, when Christopher Parkening 

gave the world premiere of a soon-to-be recorded 

concerto of Bach sacred music with the Cincinnati 

Pops Orchestra, Erich Kunzel conducting. 

The six-movement work, appropriately entitled 

Suite of Sacred Music for Guitar and Orchestra, is 

the fruit of a collaboration between Parkening and 

composers Pat Russ and Ron Ravenscroft. The 

suite’s movements were transcribed from sacred 
cantatas of J.S. Bach. 

The suite is comprised of many familiar Bach 
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works, such as Jesu, Joy of Man’s Desiring and 

Sheep May Safely Graze, and guitarists will delight 

in hearing the popular We Thank Thee Lord, We 

Thank Thee (commonly known as the Prelude 

from the fourth lute suite). Two other less familiar 

works, I Stand at the Threshold and What God 

Hath Done is Rightly Done, and destined to be- 

come guitar classics. At the Threshold is a work of 

profound beauty and warmth, and What God Hath 

Done sounds so natural for the guitar and orchestra 

that one could swear it was originally written for 

that medium. 

The suite’s movements all blended together very 

effectively, and although these pieces have been 

heard individually many times before, the suite 

classifies as a brand new work of great stature 

because of its freshness and innovativeness. 

The Cincinnati performances reaffirmed a fact 

commonly acknowledged in the music world: that 

 



Christopher Parkening is one incredible guitarist! 
His mastery of the instrument is absolutely com- 
plete; he flows with ease through incredibly dif- 
ficult passages which the average guitarist would 
laugh off as utterly impossible to play. Yet his 

mastery, a great achievement in itself, is thought- 

fully and carefully used to bring forth the most 

beautiful music imaginable; instead of show- 

casing his incredible ability in flashy displays of 
technique, he humbly calls on his talents to 
achieve a much greater goal. 

Conductor Erich Kunzel, charming and accom- 

  

plished, created his own atmosphere of intimacy 
and warmth in Cincinnati’s Music Hall, which 

seats several thousand, Kunzel enjoyed having 
Parkening as guest soloist, and he expressed his 
delight to the audience at conducting the world 

premiere of the Suite. 

As for Ronald Ravenscroft and Patrick Russ, 
who were both in attendance, it is clear that these 
young artists are each extremely talented at what 

they do. Their arrangements work naturally and 

beautifully, and the Suite stands as a shimmering 
testimony to their talents. Scott Bach 

  

Eliot Fisk 
Virtuosity Shows In Guitar Recital 
  

  

  

      

    

Wa ie play the guitar better than Eliot Fisk. His 

virtuosity was on display Thursday night 

at the Ethical Society auditorium in a recital spon- 

sored by the St. Louis Classical Guitar Society. 

Not only can he negotiate long leaps and 

stretches on the fingerboard (in three waltzes by 

Granados) and still maintain perfect intonation; 

not only can he pick and strum (in for Caprices by 

Paganini) with the accuracy of a brain surgeon; 

not only can he run up and down a phrase (in the 

Bach Partita BWV 1002 and just about everything 

else) faster than the speed of light; but he does it 

all without the buzzing strings and finger squeak- 
ing that usually have to be ignored. 

And just when you tire of all this display, he 

comes up with six of those marvelous, forward- 

looking sonatas of Domenico Scarlatti. With its 

angularity and gray harmonies, one of the later 

mE t is hard to imagine anyone being able to ones sounds as if it could have been written by 

Schoenberg. Fisk gave it the probing, reflective 
treatment it requires and went on to discover the 

subtle delights of the five others. 
Notes on a Southern Sky was written for Fisk 

by Robert Beaser and was a welcome break from 

all those transcriptions. It is a homage to Central 
and South American culture, full of gestures and 

textures reminiscent of things Spanish. As a 
whole, it is rather disjointed and never strays from 
its tonal, non-experimental boundaries, but parts 

of it were very effective. 

Fisk has an engaging, informal manner that is 
the opposite of the high priestly ruminations of 
one of his teachers, Oscar Ghiglia, and which gives 

the music a cozy atmosphere in which to work. 

Condensed from critique by John Huxhold, St. Louis 

Post, Oct. 21, 1983. Credits to Alan Rosenkoetter and 

William Evans-Ash, St.Louis Classical Guitar Society. 
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Andalusian Dance a wood engraving by Gustave Dore 

Chapter III Series IX 

SOLEA: The Mother of Song 
by Alain Gobin 

PG e549 £ the Siguiriyas have had no direct de- 

scendants, this is not so of the Soleares. 

Ey WS These have been the base origin for many 

songs which present the same characteristics in 

varying degrees. The Soleares, therefore, con- 

stitute the second most important branch of the 

Cante Jondo. Accordingly support can be given 

to Manuel Machado’s views which see the Solea as 

La Madre Del Cante Popular (the mother of 

popular song). 

Prior to analyzing this song it is important to 

clarify the following data generally miscon- 

ceived and inaccurate: Soleares, Solea and Soleriyas 

are often indiscriminately spoken of as if they were 

one and the same, yet differences do exist necissi- 

tating clarification via etymology. 

The Origins of the Cante 
Soleares is not the plural of Solo, contrary to a 

commonly spread view. At first we find the term 

Soledad (solitude) then Solea which becomes the 

gypsy’s distortion of it. The plural of Soledad is 
Soledades giving us Soleares. As for the term 
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Translated from the French by Alfred Valerio 

Soleriya it means, in the aficionado’s jargon, a 

Solea of less importance which, being much gayer 

and lighter, can be placed in the cante intermedio 

classification. Solea, therefore, is the generic term 

for this form of song which is calied Soleares 

among her numerous variations. 

Now that the terminology has been difined it is 

possible to place in time and space the appearance 

of Solea. 

Its existence is acknowledged with certainty at 

about 1825 to 1830. The cante became wide-spread 

around the 1840-1850 period, wherein the Soleares 

of Diego El Fillo and his rival La Adonda acquired 

great fame in the circle of the initiated. 

Geographically, as in the case of the Siguiriya, 

the appearance of the Solea was accomplished 

simultaneously in many places. It is difficult to 

determine precisely where the first Soleares 

appeared...possibly in Seville’s Triana district. 

Strangely enough, they can almost be found 

simultaneously in such opposed locales as Jerez, 

Cadiz, Utrera, Ronda, Alcala, and Lebrija.



The Solea forms of each one of these cities 

managed to reject the hypothesis of a unique Solea 

which would have been propagated according to 

variations. 

In the course of the Cante’s evolution many 

Soleares appeared simultaneously safeguarding 

indelibly the imprint of their birthplaces. 

This diversity does not exclude a communal 

musical source which manifested itself by similar 

rhythms, harmonies, and melodies. 

Rhythmically Solea comes from an ancient 

dance in ternary form originating in Cadiz. The 

Jaleo is a Gaile which seems to have been danced 

since the middle of the 18th century. The lineages 

of this dance is evident if we examine not only the 

rhythm of the Soleares but also of all those dances 

which the Soleares have given birth to such as 

Bulerias, Alegrias, Romeras, Mirabras and Rosas. 

For these “‘bailes’”’ the Solea served as relay to the 

primitive Jaleo Gadidan, furthermore the Solea 

has the same ternary form. Its rhythm is in twelve 

time and its accentuation is at the third, sixth, 

eighth, tenth and sometimes twelfth beat. 

In spite of its regular fundamental rhythm this 

accentuation gives ita peculiar syncopated musical 

aspect. This aspect is often reinforced by multiple 

“rasgueos”’ of the guitar and hand clapping — 

indispensable when dancing the Solea. 

As to the architecture of the song and its melodic 

scheme, the Solea comes directly from two cantes 

which gave her the principal elements of her 

present form. These cantes are the Cana and the 

Polo both quite similar to each other. 

The Cana 
Linguists are well aware of the etymological 

origin of the word Cana which is the distortion of 

gaunia (Arab word for song). The musical origins 

are more disputed. 

Syrian and Byzantian ancestry is frequently 

attributed to the Cana, probably conveyed by the 

Arabs when they invaded the Iberian peninsula in 

the 7th century. Without a doubt, its roots seem to 

go further than what musicologist have assumed. 

Some aficionados swear that many passages are 

popular themes of Chinese songs which were heard 

in Peking at the beginning of the century. 

However, they cannot be traced to certain sacred 

songs of Tibet to which we have access; especially 

the third branch of the Buddistic rite... the 

liturgical ““medium”’ of the Tantra, which were 

founded in the 7th century, have preserved their 

original songs and traditions. 
At times the astonishing harshness of the 

Tantra monodies bring to mind certain raucous 

accents of the Cana. Yet these do not develop in 

the unusually low and atonal register of those 

strange religious chants. : 
S s (to be continued) 
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Keeoge 
MANUEL BARRUECO 

Plays BACH: Lute Suites Nos. 2 & 4 

Vox Cum Laude 9023 

Not long ago Manuel Barrueco shocked the 

music world by performing Bach’s hallowed 

Chaconne complete with his own addition of 

ornaments and contrapuntal voices. Well, 

Barrueco is Bach again in this performance of two 

Lute Suites. Most of the embellishments are done 

in the repeats. Some movements, like the Bourree 

and Gigue from the E Major Suite, are untouched 

(also the Double in the A Minor). Others benefit by 

the additional adornments, as does the otherwise 

interminable Sarabande in the A Minor Suite. 

Some of the voicing is silly, just showing off 

virtuosity, but most of it is carried off with such 

grace that the listener doesn’t mind. Shifts are 

played with lightening speed, string noise is at a 

minimum, and though phrasing is harsh, and 

dynamics virtually nonexistent, one comes away 

from this record with awe and a greater respect for 

both composer and performer. 

Norman Ruiz 

BEOGRADSK!I GITARISTICKI Duo 

: Miroslav & Nemanja Trifunovic 

RTB 2130262 Stereo 

As the cover copy says, to be successful, guitar 

duo members should either be married or related. 

The Trifunovic brothers prove this. They’re very 

much together in Le Rosignol and Johnson’s Flatt 

Pavin and Galliard, with voices clearly delimeated 

and dynamics pretty even. Giuliani’s Concert 

Variations are a bit muddy at times with some 

harsh slurring and uneven scales, but the 

excitement of the playing makes up for these 

weaknesses. Granados’ Oriental suffers from a 

bad transcription, too dark and somber, the 

ornamented melody indistinct and faltering. Two 

pieces by Segovia are charming and well played. 

Albeniz’s Bajo la Palmera and Rumores de la 

Caleta are the most successful pieces, the 

transcription (Llobet’s) perfectly balanced, the 

interpretation lush and sensitively done. 

Recording quality varies from piece to piece, but 

the sound produced is fairly pleasant...as is the 

record. Norman Ruiz 

  

  

    
  

    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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SANTIAGO DE MURCIA 

Tarantelas 

Edited by Rafael Andia, Theodore Presser 

Santiago de Murcia was a baroque composer 

(died 1714) who left behind a number of Carelli- 

like compositions (he did, in fact, do his own 

transcriptions of Corelli's music). This piece 

is in the form of ‘diferencias’ or variations, 

related to the falsetas of flamenco music, similar 

to Guardame las vacas and pieces of that ilk. 

The theme is followed by 11 variations, some 

requiring fast scale work (the piece is marked at 

a quick tempo, M.M. 80 for the dotted quarter 

note). Each variation can be played twice, making 

the entire piece about three minutes in length. 

There is an error in the third complete measure 

of the 6th part — five sixteenths are grouped 

together when there should be an eight and four 

sixteenths. At the suggested tempo this piece 

could be very difficult, but it’s impressive. The 

edition is well edited on heavy paper stock with 

clear print. 

Norman Ruiz 

  

  

BIBLIOTHEQUE DE MUSIQUE ANCTENNE 
: POUR GUITARE 

Santiago de Murcia 

Tarantelas _ 

POUR GUITARE 

Realisation d’aprés la tablature de RAFAEL ANDIA 

Editions Musicales 
TRANSATLANTIQUES 

Paris             

THE BRAZILIAN GUITAR 

Transcribed & Edited by Brian Hodel 

Dennis McMillan Publishing 

With this beautifully edited book Brian Hodel 

provides the guitar world with 19 arrangements of 

tunes by some of Brazil’s leading composers. The 

arrangements are note for note transcriptions from 

the recording, or arrangements submitted by the 

composers themselves. There are works by 

Almedia, Bonfa (his own version of Manha de 

Carnaval), Gilberto, Nogueira, Baden Powell, 

Jobim (the famous Girl from Ipanema), Tapajos 

and Verocai. Pieces range from intermediate to 

advanced, the main difficulty being the syncopa- 

tion. Some pieces, like Baden Powell’s Choro para 

Metronomo, are almost classical, others are jazzy. 

All pieces are beautiful, well presented, with 

excellent footnotes describing some of the special 

percussive effects obtained on the guitar. There’s a 

discography of the albums used to transcribe these 

pieces — it’s always good to hear the piece. If you’re 

a child of the 60’s this book will ‘‘send’’ you. 
Norman Ruiz 

  

  

      

  

  
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 

Letter: “Where did Vicente Gomez 

study guitar, where is he living now 
and how can I find transcriptions by 
the famous guitarist?”’ 

S. Sobolewski, Whitefish Point, MI 

ANSweRr: ‘‘Vicente Gomez began play- 

ing the guitar when he was seven 

years old. Starting with flamenco he 

turned to the classical guitar after he 

became a pupil of Quintin Esquem- 

bre, a former pupil of Tarrega. He 

furthered his classical training at the 

Madrid Conservatoire. He made his 

first public appearance at age thirteen 

at the Teatro Espanol. 1932-33 he 

toured Spain, France and North 

Africa. 1936 he toured Russia, Poland 

and later that year toured Cuba, 
Mexico and the United States. Gomez 

enjoyed enormous success both in 

Spain and the United States. He 

played numerous public recitals and 
radio broadcasts — his guitar playing 

and original music was featured in 

several Spanish and Hollywood 
films. 

  

In 1948 Gomez (pictured above) 

opened a nightclub ‘La Zambra’ in 

New York City and late in 1953 he 

established a school in Los Angeles 

entitled “The Academy of Spanish 

Arts’. The Vicente Gomez Guitar 

Album may be obtained through 

Belwin Publishing, Melville, NY 

11747. For other arrangements (Pach- 
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Questions 

: and 

| Answers ' 
    

elbel’s Canon in D Major for two 
guitars and Martini’s Plaisir 

D’Amour, published in 1983) write to: 

Vigorath Music Ent., 3811 W. 

Burbank Blvd., Burbank, CA 91505. 

Letter: ‘Please post the following 

announcement... 
The Department of Music, Faculty 

of Arts and Science of New York 
University, takes pleasure in 

announcing the Loewe Endowment 

for the Segovia Fellowship at New 
York University. 

The Fellowship is endowed by 

Loewe of Madrid, makers of luxury 

leathers since 1846, who have long 

been benefactors of music and the arts 
in Europe. The Fellowship marks the 
continuation of that generous 

support in the United States. As a 
permanent tribute to Andres Segovia, 

the Fellowship has been established 
to further research into the repetory 

for the classical guitar or lute and 

study of its authentic performance 
traditions under the aegis of the 

graduate program in musicology at 

New York University. Candidates for 

the Segovia Fellowship should be 

exceptionally talented students of the 

classical guitar or lute who hold the 

Bachelor’s degree or its equivalent 

from a university or conservatory in 

the United States or abroad. The 

Segovia Fellowship may pursue an 

individual program of study combin- 

ing graduate courses and indepen- 

dent study, or one of the Department’s 

degree programs leading to the 

Master of Arts or Doctor of 
Philosophy degree, or to the 
Certificate in Early Music. 

The Loewe Endowment for the 

Segovia Fellowship includes a cash 

award of $8,000 per year and up to 24 

points of graduate tuition each year at 
New York University. The 

     

Fellowship is renewable once, but 
may be held for more than two years 

for compelling academic reasons. 

The Segovia Fellowship will be 

selected by a jury made up this year of 
Eliot Fisk, Alicia de Larrocha, and 

Maestro Segovia himself, in conjunc- 

tion with the Music Department at 

New York University. The selection 

process will include a public 

competition for the three finalists to 

be held in the Spring of 1984. For 

further information and application 

materials, write or telephone: Pro- 

fessor Edward Roesner, Chairman, 
Department of Music, New York 

University, 268 Waverly Building, 

New York, NY 10003, (212) 598-3431.” 

LetrTerR for immediate release: “ICM 

Artists presented classical guitarist 

Eliot Fisk in recital Thursday, 
November 3, at Alice Tully Hall, 

Lincoln Center. Funded by a Recital 

Grant from the National Endowment 

for the Arts works by: Frescobaldi, 
Scarlatti, Bach, Granados, Beaser, 
Paganini 

    
At age 29, Mr. Fisk is recognized 

both in America and Europe as a 

commanding musical presence. His 

repertoire encompases the original 

guitar literature and also includes 

many unique transcriptions of his 

own. It is in recognition of his 

transcriptions of works by 
Frescobaldi, Froberger, Bach, 

Scarlatti, Haydn, Mozart, and 
Paganini that the NEA awarded him 
with the recital grant.
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Itaty: “Greetings from Liona Boyd 
from Capri, spent 3 days sightseeing 

in Rome, then.on train to Naples. 

Then off to the Greek Islands and to 

Athens where I met Melina Mercouri. 
After a wonderful vacation it’s back to 

Vancouver and a full concert season.”” 

Evanston, IL: Northwestern Uni- 

versity School of Music and The Mid- 

America Guitar Society present the 

1983-84 classic guitar concert series 
beginning the season with The 

Buffalo Guitar Quartet, Oct. 2; 

Manuel Barrueco, Nov. 6; The Castel- 
lani-Andriaccio Duo, Feb. 19, 1984; 

Eliot Fisk, Mar. 25; Sharon Isbin, 

May 6. For full details write: Mid- 

America Guitar Society,c/o Jerry 

Enenstein, 222 Main St., Evanston, IL 

60202. 

Cuicaco, IL: John Mavreas, 

(pictured below), president of the 
Mid-America Guitar Society, was 

recently: elected to the Board of 

Directors of the Society of American 

Musicians. 

  

The Society of American Musicians 

(S.A.M.), founded in 1914, is an 

organization of some 325 musicians, 

artists and teachers. Over $6,000 in 

awards and performance opportuni- 

ties are available through its annual 

contest programs. They have been 

holding contests for 55 years in piano, 

cello, violin, and flute. This is the 

third year that classical guitar has 

been included in the contest 
categories. The S.A.M. Honorary 

Advisory Board includes John 

Browning, Lynn Harrell, and Simon 

Estes. 

Guitar Competition Information 

— 1984 Guitar Repertoire: 

Ages: The age of the applicant on 

November 14, 1983, will determine 

the division the applicant may enter. 

PRIMARY - under 10 years of age (a 

new category this year); JUNIOR - 

under 13 years of age; INTERMEDIATE - 

under 18 years of age; SENIOR - under 

22 years of age; YOUNG ArTISsT - under 

32 years of age. Contestants may play 
ahead of their age level, but not 
behind. 

PRIMARY: 

1. Sor: Andante 1. Classic Guitar 

Technique, Vol. 1, Belwin Mills (ed. 

Aaron Shearer). 

2. Giuliani: Allegro in A Minor, 

Op. 35. Classic Guitar Technique, 

Vol. 1, Belwin Mills (ed. Aaron 

Shearer). 

JuNior: 

1. Anonymous: Pezzo Tedesco. Solo 

Guitar Playing, Vol. 1, Schirmer (ed. 
Noad). 

2. Sor: Etude No. 5 in B Minor. 

Marks (ed. Segovia). Also in Solo 

Guitar Playing, Vol. | (ed. Noad). No 

repeat. 
3. Tarrega: Study in E Minor. 

Guitar: Music from the Student 

Repertoire, Vol. 1, Musical New 

Services, Limited (ed. John Mills). 

Use repeats. 

INTERMEDIATE: , 
1.Sor: Minuet in C Major, Op. 25. 

Solo Guitar Playing, Schirmer (ed. 

Noad). No repeats. 

2. Brower: Easy Studies, No. 6. 

Eschig. 

3. Bach: Lute Suite No. 1 in E 

Minor, Bouree. Use repeats. 

SENIOR: 
1. Handel: Sarabande and Varia- 

tions in D Minor. No repeats. 

2. Alexandre Tansman: Suite, No. 7 
only (‘in modo polonico’’). Editions 

Max Eschig. Also available as single 

by Eschig. 
3. Lauro: Quatro Valses Venezo- 

lanos, No. 2 only. Broekmans and 

Van Poppel (ed. Diaz). 

YOuNG ARTIST: 

Preliminary: 
1. Bach: Lute Suite No. 3 in A 

Minor, Gavotte I and II. No repeats 

(ABA). 

2. Manuel Ponce: Theme Varie et 

Finale. Schott (ed. Segovia). 

3. Walton: Bagatelles, No. 3 only. 

Oxford. 

Final (same day as Preliminary) 

1. Bach: Lute Suite No. 3 in A 

Minor, Prelude. 

2. Sor: Study No. 12, Marks (ed. 

Segovia). 

3. Rodrigo: Invocation and Dance, 

E.F.M. (ed. Diaz). 

For further information plase write: 

Susanne Baker, Director of Contests, 

1906 Fremont St., Chicago, IL 60614. 

  

Lonpon, ENGLAND: A quote from 

Julian Bream (pictured above). On 

control...“‘It’s not playing pretty 

well when you're in a good mood, it’s 

being able to play very well when 

you're out of sorts.” 
  

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

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

Seri ai oma aay (1 

  

  

     
    

   
Hand made in France    

    Antigua Cun cae Inc. 
3145 West 63rd Street, Chicago, IL. 60629 
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CHRISTOPHER PARKENING 
in The Spanish Styie 

MUSIC OF ALBENIZ - mu LOBOS - PONCE 
AURG -TORROBA-SOR | 

Christopher Parkening = 
ROMANZA 

CHRISTOPHER PARKENING 
in The Classic Style 

music by BACH - WEISS - TANSMAN 

    

   
    

   

   

  

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

S-36019 S-36020 

CHRISTOPHER 
PARKENING 

  

PARKENING 
PLAYS 

The 
Christopher Parkening 

BACH Album      PARKENING AND THE GUITAR 
music of two centuries: 
Handet Couperin. Scarlatti 
Weiss Viewe Debussy atl 
Ravel Satie Powlenc: 

        

  

   

   

$-36041 $-36069 

S$-36053 

Plays On Angel Records 
“The kind of impeccable musicianship that only greatly talented people achieve at any age.” 

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 ¢ Tarrega: 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 © Tarrega: sarees Arabe © Albéniz: 
Rumores de la Caleta * C Tedesco: Cuna 
Anonymous: Catalonian Song ¢ Villa-Lobos: Etude No. 11 ¢ Vila Lobos: Prelude No. 
1 © Villa-Lobos: Prelude No. 3 ¢ Carcassi: Study No. 19 ¢ Schumann: Andante 
cantabile 

—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: 
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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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 

ae a ee ee ee, eee 
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IN ANAHEIM 

Abb GUITAR # 
CENTER 

ONE OF THE LARGEST SELECTIONS 

OF THE FINEST CLASSICAL & 

FLAMENCO GUITARS IN THE WORLD 

   
   
    

   
   

      

Fernandez Ramirez 

Hernandez Manzanero 

Barbero Nakade 

Matunaga Rodriguez 

Oshita Esteso 

La Chica Hauser 

Kono Sesoko     Monch Kuniharu Nobe 

Complete 

Classical & Flamenco 

Sheet Music 

714-828-9762 

335 SO. MAGNOLIA 

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

Concert Guitars 
  

  

J. Oribe 
_ J. Ramirez 

_ M. Kohno 
_ M. Contreras 

A. Marin 
R. Brune 
Mig. Rodriguez 

_¥. 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 ngs 

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

_All other countries—$6.00 _     

  

  (415)386-0395     

[1433 Clement St. 

  

      

 



  

  

   

    
   

  

Guitars 
lassical ant flamenco 

Spandnad in 
Spain 

and ‘Japan 

Antigua Casa Sherry-Brener offers you... 

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

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

Every guitar at Sherry-Brener is aged at least one 
year. We do this because the finish needs at least 8 
months to crystalize. During this time the sound of 
the guitar changes each month. The glue, also, does 

not completely harden until after this length of time. 
The guitars are not tuned up during this drying 
period. 

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

assured it is completely bone-dry. 
A Letter of Value is given with each guitar. All 

major insurance companies accept our evaluations 
without question. 

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

In other words our guitars were designed by great 
guitarists not just by wood workers or scientists. 

Not only do we send aged wood to our makers in 
Spain and Japan, but, also, the ideas and dreams of 
great concert guitarists. 

The gifted hands of these makers turn these rare 
old woods, ideas and dreams into beautiful musical 

instruments. 
It is a well-known fact that virtuoso guitarists 

Christopher Parkening, Michael Lorimer and Douglas 
Niedt grew up playing our guitars. Nearly 100% of 
the touring concert guitarists are playing guitars 
from Sherry-Brener. 

For our catalogue featuring guitars, strings, acces- 
sories, publications, records and luthier supplies send 
$1.25 postage and handling charges. In many areas 
our catalogue has become a collector’s item. 

We also publish Guitarra Magazine, a bi-monthly, 
up-to-date news media featuring a calendar of events 
— where and when the artists are performing . . . 
interesting, in depth interviews with performing 
guitarists . - new music . . publication and 
record reviews. 
Subscriptions: $15.50 per year (foreign: $21.50) 

Back Issues: $2.60 per issue (foreign: $3.60) 

ANTIGUA GASA 
=     an og 
“BRENER. 
OF MADRID 

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

  

     

  

     



  
  

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 

  

  

  

  

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, Diugoraj, 
Vieux Gaultier, Dufat, Bach, Weiss, Vivaldi, 
Mozart and others. 

® Send for list and prices to: 

Octo-Chordae Press 
150 Pleasant Street 
Morgantown, WV 26505 

  

  

        

UGE CAFE 
Ss «, BOUZY Rou Bar 

PRESENTS 

  

TUESDAY THRU SATURDAY 

3110 Newport Bivd., Newport Beach, CA92663 (is) ciestt 

  

 



  

  
  

ALBERT AUGUSTINE: LTD: 
CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS     
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PARKE:NING 
Virtuoso Music      

    

              

   

    
    

  PARKENING 
AND THE GUITAR 

All available 
Christopher 

Parkening 
publications are 

listed below with 

prices - add $1.65 
postage and 
handling. 
Parkening Guitar Method 8.95 

Parkening Plays Bach 5.95 

Romanza Folio 4.95 

Parkening & The Guitar 
Vol. 1 & Vol. Il each 5.95 

i muse vase Exclusive Publishers 
and distributors 

Antigua Casa Sherry-Brener, Ltd. 
of Madrid 

3145 W. 63rd St., Chica (lelsyd2 MU RSH 
Telephone: 1-312—737-1711 

      
  

  

      
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     

« Make Your Ooon 
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! 

      
Make Voter Ginn 
Classical Guitar 

by Stanley Doubtfire 

$17.95 each plus $2.00 postage 

Antigua Casa Sherry-Brener, Ltd. 
3145 W. 63rd Street, Chicago, IL 60629 

312 — 737-1711 
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Antigua Casa Sherry-Brener, Inc. 
Proudly Presents 

TOCCATA 
GUITAR STRINGS 

HANDMADE IN FRANCE 
Technical Specifications: 

Bass Strings: Silver Plated Alloy 
Treble Strings: Rectified Nylon or 

Fiberglass Wound 2nd & 3rd Strings 
Tension: Forte (High) 

$11.95 per set, add $1.50 postage 

Antigua Casa Sherry-Brener, Inc. | 
3145 W. 63rd St., Chicago, IL 60629 - 312—737-1711 | | 

  

  

ANTIGUA 
Wrought Iron Footrest 

    Cee SES ie we ey . 

A work of art for $45.00 + $1.85 postage 

Antigua Casa Sherry-Brener, Inc. 

3145 West 63rd Street, Chicago, IL 60629 
    

  

  

   Antigua Guitar Blanket 

Price: $19.95 plus 95¢ postage 

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 

Eindorsed by Manuel Lopez Ramos 

The AGB protects your GUITAR against 

body perspiration. 

The AGB protects the shiny varnish of 

your GUITAR against possible damages 

caused by rings, cufflinks or other pieces 

of jewelry or sharp instruments. 

The AGB protects your GUITAR against 

shocks or slight bumping. 
It maintains your GUITAR firmly posi- 

tioned in your legs avoiding it from slipping. 

The AGB helps your arm movements 

along the body of your GUITAR whenever 

wearing short sleeves. 

The AGB totally eliminates the need of 

that most uncomfortable and useless piece 

of cloth that is sometimes used in between 

your guitar and legs. 

The AGB avoids scratches or marks in 

your GUITAR when placing it in a guitar 

stand. 
Once the AGB is placed on your guitar it 

can remain there permanently even when 
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“Experience the Customized 
Luxury of an OREBE.” 

¢ SOUNDBOARDS 

European Spruce 
Western Redcedar 
Sequoia Redwood 

¢ STRING SCALES 

647mm — 25',” 
658mm — 257,” 
665mm — 26',” 

e BACKS AND SIDES 

Brazilian Rosewood 
E. Indian Rosewood 
Fine Curly Maple 
Bird’s-eye Maple 
Spanish Cipres 

¢ 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  



  

  

_ANTIGUA CASA SHERRY-BRENER, OF MADRID PROUDLY PRESENT 
y = oa " 

   
  

THE METRONOME WITH MORE FEATURES THAN ANY OTHER METRONOME IN THE WORLD. 
@ BESIDES BEATING THE STANDARD BEATS PER @ THREE DIFFERENT PITCHES PROVIDED FOR @ SMALL 3 X 5 X 11/2” IN PLASTIC AND 1/2” 

MINUTE, CAN BEAT HALF AND DOUBLE. TUNING: Bb A, AND E. LARGER EACH WAY IN WOOD. 

@ FIRST BEAT OF 2/4, 3/4, 4/4, 6/8 TIME @ AUDIO OUTLET FOR EARPHONE OR AMPLIFIER. @ FITS IN MOST CASE STRING COMPARTMENTS. 

  

SIGNATURES CAN BE ACCENTED. @ OUTLET PROVIDED FOR POWER PACK. © BLACK PLASC 3.6.) 6. ise 0k $69.95 
@ VOLUME CONTROL FOR ANY LEVEL BETWEEN @ POWER PACK PROVIDED. @ SOLID WALNUT.... a 
LOUD SOUND AND COMPLETE Si ; UD SoU! SOMCERTE SILENCE, @ BATTERY OPERATED — BATTERY PROVIDED. @ SOLID MAHOGANY..............-++ 83.95 

@ BEATS OF LIGHT CAN BE USED WITHOUT THE S kansod sare $ 225 
BEATS OF SOUND. 
  

  

THE LEGENDARY OFFICES IN: 

HOUSE OF Y @ MADRID 
GUITARS J @ PARIS 

FOUNDED Wy q ‘ @ PERSIA 

IN 1939 3145 WEST 63RD STREET, CHICAGO, IL 60629 — U.S.A. 312—737-1711 @ 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 cn- 
dowed can buy them. 

Alice Artzt 
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, | 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 doven nails plus accessories and 

complete deta 
$19.95 plus $1.50 postage to: 

  

iled instructions can be ordered by sending 

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 in ULS. funds. 

  

34 

  

 



    
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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ss Ss he artist is brilliant. The instrument is a work of art. The strings are 
aged ~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. 0 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. 

GMs strings 
The String Specialists 

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

“I 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 
September 27, 1978   

  

To GUITARRA 
Magazine from Regino 

Sainz De La Maza 
“With my best wishes 
and congratulations for 
your interesting mag- 
azine.” 

REGINO 
SAINZ DE LA MAZA 

July 21, 1964 

      

Andres Segovia 
Comments on 

GUITARRA Magazine 
“I hope that this fine mag- 

- azine (GUITARRA Mag- 
§ azine) accomplishes its 

artistic purpose — to in- 
R crease the love and know- 

j 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 

eo 

        

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

SABICAS 

           
     
    
    

      

    
    
        
      

        

    

    
    
     
     
    
      
     
      
       

    
    

    
    

    
       

Juan Serrano Comments 
“GUITARRA Magazine 
. . . The comerstone 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 

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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irthdays of Aficionados 

      
Joaquin ‘Turina 

Sevilla, Spain, December 9, 1882 
Francois Couperin, Paris, France November 10, 1668 

Francisco Tarrega, Castellon, Spain November 21, 1852 

Benjamin Britten, Lowestoft, Suffolk, England November 22, 1913 

Manuel de Falla, Cadiz, Spain ‘ November 23, 1876 

Jean Sibelius, Tavastehus, Finland December 8, 1865 

Manuel M. Ponce, Fresnillo, Mexico December 8, 1886 

Hector Berlioz, La Cote Saint Andre-France December 11, 1803 

Ludwig Van Beethoven, Bonn, Germany December 16, 1770 

Antonio Cano Lorca, Murcia, Spain December 18, 1811   
   


