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Right Hand Fingering 

Part I 

Finger Alternation 
e are taught from our very first quitar les- 

sons to alternate our fingers. All beginning 

& guitar methods emphasize the importance of 

alternating im or ma or ia. Segovia advises us to 

practice his major and minor scale patterns with im, 

mi, ma, am, ia, ai, and imam. Learning to alternate 

the fingers in different patterns is a very important 

part of good right-hand technique. However, as one 

plays more advanced repertoire, slavish adherence 

to the rule “always alternate the fingers” becomes a 

questionable practice in some passages. To alter- 

nate, or not to alternate, this is the question we will 

examine in part one of this series of articles on right 

hand fingering. 

The main reason we alternate our fingers when 

playing is for relaxation. Repeated use of one 

finger, especially at a fast tempo, tenses the finger 

and in turn, the entire hand. Keeping the right hand 

relaxed results in increased accuracy, speed, and 

rhythmic clarity. 

It almost goes without saying that one must alter- 

nate the fingers when playing fast scales. It is very 

difficult to achieve anything resembling speed with- 

out alternating. And if you play a fast scale passage 

and accidentally or intentionally use the same finger 

for two or more notes, chances are you will slow 

down slightly at that point resulting in a rhythmi- 

cally uneven scale. 

But there are exceptions to maintaining strict al- 

ternation. If there is a slur in a scale passage, unless 

the passage is very, very fast usually a finger may 

    

be repeated from the slur to the next note without 

losing control or evenness: 

Music Example #1 
  

Bianco Fiore (Cesare Negri) 
MM. = 176 d Trans. Chilesotti 

  

  

  

      
Some players like to repeat fingers at string 

changes on descending scales: 

Music Example #2 
  

Garrotin (From Hommage a Tarrega) 

MLM. 104 J Joaquin Turina 

    

  
      

 



  

As far as which fingers to use in playing fast 

scales, most players prefer im. Others prefer ia, 

reasoning that these two fingers are of more equal 

length than i and m giving a more even balance to 

the hand as one alternates. Narciso Yepes recom- 

mends using ami on many scales explaining that 

this pattern yields greater speed with less effort than 

a two-finger pattern. 

Whichever pattern you use it is clear that with a 

few possible exceptions as noted above, one must 

use strict alternation when playing rapid scale pas- 

sages. It is a good idea to have someone observe 

your right hand as you play fast scale passages to be 

certain you are alternating. It is very easy to acci- 

dentally repeat fingers without realizing it. I have 

seen students unknowingly repeat fingers on a two- 

octave C major scale played at a moderately slow 

tempo. Unknowingly repeating fingers when play- 

ing fast or difficult scale can cause total confusion 

when one is under pressure in a public performance. 

As noted above, strict alteration of the fingers 

helps to ensure rhythmic evenness in fast scale pas- 

sages. Rhythmic clarity on dotted rhythms is also 

important. 

Music Example #3 

MM. = 112 

@=) 

. Chilesotti 

In example #3 above, the dotted figure in meas- 

ures one and five should be played very crisply, 

perhaps even double-dotted. Alternating m andi is 

the best way to ensure a crisp rhythm with little 

effort. Try playing it with all m and you will feel 

your hand tense and hear an ill-defined rhythmic 

  

figure in which the dotted eighth becomes too short 

and the sixteenth too long. But most players would 

alternate anyway in this kind of situation. Or should 

I say, intend to alternate. I have lost count of how 

many times I have caught a student using m on each 

melody note in measure five even though they 

thought they were alternating m and i. So always 

double check to see that you are using your in- 

tended fingering on dotted passages. 

You will often unintentially abandon an intended 

right-hand fingering in a passage involving a 

difficult shift or stretch for the left hand. In concen- 

trating intently on the left hand, the right hand 

forgets what it is doing or tenses up in response to 

left-hand tension resulting in incorrect fingering. If 

you correct the right-hand fingering you will often 

find that the difficulties for the left hand lessen or 

disappear altogether. 

For example, I had a student working on the 

Courante of Bach’s Lute Suite No. 1, edited by 

Julian Bream. She was having difficulty with this 

passage: 

Music Example #4 

Lute Suite No. 1 
Trans, J. 

com 

Courante 

M.M. = 
& 

  

--—-4 

She had tremendous difficulty in changing from 

the thirty-second notes to the G major chord. One’s 

natural instinct would be to examine and work with 

the left-hand technique which is what she had done 

all week. But her problem was actually with the 

right-hand. She was using m to play both thirty- 

second notes. The tension thus produced in the right 

hand added tension to the left hand. When we 

corrected the right-hand fingering, she was able to 

play the passage with much greater ease. 

(to be continued) 

rE <> 

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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Choosing The Soundboard: Chapter III 
Pe the past seventeen years or so the selec- 
ae tion of a top rated guitar has taken on added 
fe) SHS complications. Now there are three differ- 
ent soundboards in contention: spruce, western red 

cedar and sequoia redwood. Choices were easier 
when all guitars were made with spruce sound- 
boards. All we had to worry about was which vari- 

ety of spruce to use and how fine the grain. 
Invariably, I am asked what is my preference; 

which is the best? I have made nearly 800 guitars in 
the past 21 years. They have been shipped to all 

parts of the world. I have received many letters and 
have had numerous discussions on the subject. My 
conclusion is that there is no best material for 
everyone. No absolute. There are individuals who 
will swear by their choice, whichever it is. I have 

heard the comment, “there is no comparison,” 
placed at different times on any of the three woods. 
I build according to my orders. My customers are 
establishing the preferred soundboards through 
personal choice. 

    

I started experimenting with western red cedar 

and sequoia in 1967. These woods offered exciting 
prospects for guitar makers. At first I made one 

instrument of each — redwood and cedar — along 
with the usual European spruce which I had used 
exclusively since I began making guitars in 1962. 
Both guitars were markedly louder than the spruce 

ones made at the same time. But were they better? 

My shop, at the time, had many fine guitarists 

coming and going all the time. We compared and 
tested every chance we had. The orders came in 

quickly for guitars made with these new sound- 
boards. Of the next several hundred guitars that I 
built, about 80% of my orders were for redwood, 

10% for cedar and the other 10% for spruce. The 
last several years have shown that my spruce orders 

are up to, perhaps, 15% and there is considerable 
excitement now with soundboards of cedar cut from 
a higher altitude. 

While most of the current orders are for cedar 
and redwood, I must say that spruce, historically 

  

  
  

  
  

Spruce, sequoia redwood and western redcedar soundboards (L. to R.). | keep many years supply of these woods and use spruce that is now 
nineteen years old and redwood and cedar that is up to twelve years old.



has been the most used soundboard material. It has 
its own sound. While spruce is a little tighter by 

comparison and with less volume of sound, these 
attributes appeal to some, guitarists. 

Whichever of the soundboards chosen for the 
new guitar, it is my experience that all do improve 
with use. Since I, with the help of my wife, do all 

of the major construction of my guitars, the results 

are always scrutinized thoroughly. Notes are kept 

on all aspects of construction. When I have the 
opportunity to examine these instruments many 

years later, I find that they have all improved with 

playing. I say “playing” because it is apparent to me 

that guitars just sitting in their cases improve little 

as compared to guitars well played by strong 

guitarists. What I call improvement is the opening 
up or freeing of sound. There can be a broadening 
of tone and quickness of response at the fingertips. 

All three soundboards do improve with use. 
Spruce is the slowest to improve and sometimes 
takes several years to be observable. On the other 

hand, redwood and cedar guitars show quick im- 

provement and ones that were made fifteen years 
ago have improved phenomenonally. 

Guitars that seem to lose their tone or become 
dull and ragged sounding in time may result from 

one or more of the following: 
1. Lack of proper and loving care. For op- 

timum performance a guitar should be kept clean, 
both on the inside and outside. The correct strings, 

suited for that instrument, should be used and 

changed regularly when their output becomes dull. 

The action should be kept in adjustment according 
to the need of the individual player. Negligence on 
any of the above will have a relative lessening of 
the optimum sound; 

2. If there is loss of sound or quality in some 
well-cared for instruments, it is possible that the 
finish and/or adhesives used by the maker may be 
deteriorating. Many of the newer finishes and mod- 
erm adhesives are products of synthetic chemistry. 
These can break down in a variety of ways with 
variances of conditions of exposure or the passage 
of time. This deterioration is seen in many products 
of the synthetic industry. The breakdown of plas- 
tics, vinyls, poly-whatevers, can and will cause an 
absorption or dulling of the sound quality of any 
vibrating instrument. 

3. If guitars are made too open or free in sound 
when new, they will become overly free in time and 
turn hollow and wolfish in tone. Since a guitar will 
open up with playing, I make all my guitars a little 
tight, with what is called “a new guitar sound.” With 
playing, these instruments will develop ‘correctly 

  

  

  
  

Our soundhole cutouts, collected since 1962. 

  

    
  
  

This spruce soundboard shrank approximately .080 (almost 3/32") 
when the relative humidity dropped from 50% to 28%. Redwood and 
cedar will usually shrink approximately half that amount.
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Soundboards are graduated individually, according to the objectives of the maker. 

  

 



and improve in quality. A new guitar must be 

judged as new and not compared with a well 

played and cared for older instrument. Competi- 
tion in the market place can easily lead to errors in 
judgement; a guitar made free to impress a buyer 

may disappoint that buyer in time. It should be 
noted that this is not a recommendation for a buyer 
to look for tighter sounding guitars per se. But one 
must either have personal experience or rely on 
someone who has experience and intuition in these 
matters to make the right choice. 

I believe that it is not the wood itself that causes 

loss of tone, but rather one or more of the above 

factors. By evaluating each of these factors and 
making appropriate corrections, I have revitalized 

  

mon sense would therefore lead us to believe they 
will deteriorate less rapidly than spruce. 

Finally, having established that all three of these 
woods are valid soundboards, something must be 
said as to the treatment of their varying characteris- 
tics. Care must be taken by the maker not to treat all 
types of soundboards the same. Individual treat- 

ment, not only by type, is indicated. Each sound- 
board must be analyzed separately and braced and 
graduated according to its characteristic stiffness or 
flexibility, density, weight and inherent frequency 
response. The choice of finish used will also have a 

definite teaction on the guitar’s ultimate quality. 
Finish characteristics, such as hardness, flexibility, 

the resin properties themselves, even the thickness 

  

        

Our bracing patterns were established in the early years by experimentation. Above: Engineer Jake Chavez lends some expertise to visualize 
vibration patterns using a driver, minute particles and an oscilloscope. 

many instruments of all woods. 

The comparative strength, durability and longev- 
ity of various soundboards is also of concern. I have 
done many tests and evaluate these factors continu- 
ously. My present conclusions are as follows: 

1. Impact: spruce is the strongest and will take 
more punishment; 

2. Shrinkage cracking; redwood and cedar 
excel since their expansion and contraction is less 
than half that of spruce during variations of relative 
humidity; 

3. Longevity: redwood and cedar are well 
known for their decay-resistant properties. Com- 

of the application, have everything to do with the 

nuances of tone quality and projection. 
A marriage of all these factors and more are of 

the soundboards alone. Obviously the other compo- 
nent parts of the instrument, the string scale, etc, 

invariably affect the instrument, but the soundboard 

alone is the subject of this piece. 
Personal taste, preference or response to tradition 

will determine which of the soundboard materials is 
best for an individual buyer. In the absolute sense, 

there is no one best. 

Next issue: The Hidden Factor — Adhesives
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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 II       

  

When I was four years old I did not play guitar because I did not have one. But, I played my father’s cane. My father used 

a cane to walk with and he would put the cane behind the door of his room. When he didn’t see me I would take the cane and 

go somewhere to be alone. I would put the cane in the position of a guitar and I would sing and imagine that I was playing the 
guitar. Then one day my brother and sister began to laugh and say, “Narciso, you are stupid, you are playing a cane.” I said, 

“No, No, I am playing a guitar” So my father decided to buy me a small guitar. They say, I don’t remember because I was 

only four years old, that a few days later I could play the melodies of popular songs that everyone was singing at the moment. 

Ai Rodrigo?” 
; Oi EEDER: “At what point did you meet 

ae 
=~ YEPES: “I met Rodrigo when I arrived in 

Madrid in 1947. The first visit I made in Madrid 
was to meet Rodrigo, I took the guitar and I 
played for him. After I played, Rodrigo began to 
search with his hand at the music stand for the 
music for the Aranjuez. He gave me the music 
score and said ‘study this concerto because I 
realize now that when I made this concerto maybe 
I was thinking of you without knowing you.’ The 
work was very nice for me to listen to and it was 
very curious because all the technique I was 
developing with Ascencio, almost everything was 

very necessary and very useful for this concerto. It 

was a surprise even for Rodrigo because he had 
never listened to this concerto with this possibility. 
For me it was very nice to have this first contact 
with him and afterwards I have a great friendship 
with him. And, now maybe he will write a new 

concerto for me.” 

REEDER: “I would like to ask you about one of 

the modern Spanish composers who has written 
for you, perhaps we could take Mauricio Ohana, 
because he has written music that in a sense is 
going in a new direction, he is trying to realize 
new possibilities for the guitar. There is a great 

deal of polytonality in his music and a great deal 
of running chords for the guitar and a great range 
of musical ideas and musical techniques that he is 
trying to employ.” 

YEPES: “Yes, one day in Paris, Ohana said, ‘I 

have the idea of a concerto for the guitar and after 
your concert I think you can help me very much.’ 
I said, ‘Yes, with much pleasure.’ I had a great 

admiration for Ohana even then, I am speaking of 
1959-60. Since then Ohana has become a very 
very famous composer in Europe, one of the most 
important there. But at the time, 1959, he was not 
very well known but I had a great admiration for 
him. He gave me all the ideas of the material and I 
said, o.k. everything is possible don’t worry about 
if it is possible or not possible to play this is not 
your problem this is my problem. The great mis- 
take of the composer, not being a guitarist, is to 
buy a guitar. If he buys a guitar the music is 
finished because he will compose for the little that 
he knows. For-example, if he said, ‘but my prob- 
lem is that it’s possible to play third of tones on 
the guitar’ and I say it is without knowing how it 
is possible.? I say, ‘Yes it is possible. Write third 
of tone, fourth of tone, write what you want’ and 
then when he listened to third of tone (we com- 

pared my third of tone with his sitar tuned in third 
     



  

  

of tones) and then it is exactly the same notes as 
the guitar. He said, ‘It is true then it is possible.’ 
Yes everything is possible compose your music 
and forget the technique. I think his Concerto for 
Guitar And Orchestra is one of the best, a very 
beautiful concerto. I think it is the spirit of the 
great flamenco music with the knowledge of the 
composer. 

REEDER: “How large is your repertoire as far as 
concertos and concerted works for the guitar and 
orchestra?” 

YEPEs: “Oh, I have many. I have about 20-25 
concertos, that is concertos that I played, and the 
concertos that I shall play if I have years enough 
to play, it will be about 40 more concertos. About 
25 years ago I began to take photo copies and 
micro films of every library I visited. My flat in 
my house in Madrid was very small and I had no 
place to put all my photo copies and material. 
Then I put this music in suitcases in the cave of 
the house. Then 25 years later, this is 2 years ago, 
I finished my new house about 25 Kilometers out- 
side of Madrid. Then I opened all of the suitcases 
with old music from these years and you cannot 
imagine how, I am speaking about early music, 
many things I have. I have about 600 books of 
tablature, many unknown, and I have in that mate- 

rial about 30 concertos for guitar and orchestra.” 

REEDER: “So we are talking about music from 
the 16 and 17 centuries.” 

YEPES: “Yes, 16, 17, 18 and something from the 

15th century in different tablature. There were 
several composers in the 16th century who pub- 
lished for vihuela and guitar, like Mudarra for ex- 

ample. And the guitar became little by little a cul- 

tivated instrument. We must not forget in the 13th 
century we know from the literature two different 
guitars. One was the Arabian the other the Latin 
guitar. One was more popular and the other more 
cultivated. The Latin guitar, I think, is the origin 
of the actual classic guitar, what we know now as 
the classical guitar. Maybe the Arabian guitar was 
a melodic instrument and was played with plec- 
trum. Maybe that is the original, the actual 
flamenco guitar, the popular guitar. And then for 
example Carulli wrote a method for the 10 string 
guitar. There were some composers at the end of 
the 18th century and beginning of the 19th century 
who composed for the 10 string guitar.” 

REEDER: “So what you suggest is that people like 
Carulli understood the musical possibilities but it 
took us until our own time to realize the technical 
possibilities, the construction of such an 
instrument.” 

YEPES: “The instrument was more difficult. 
Maybe the guitar was not in the hands of people 
who made a real experience of the difficulties. 
Maybe they were more amateur people. The 
guitar is a very nice instrument for amateurs for 
playing at home for the pleasure of playing. 
Maybe they had enough with the six strings, why 
not. Much of the music they played was written 
for the six string guitar. But now the guitar has 

many more possibilities. I can remember when I 
had a concert in Amsterdam, Bruno Maderno was 
there and at the end of the concert he said, “Dur- 
ing your concert I decided I need to compose a 
piece for you. I think with your instrument and the 
possibilities of your technique there is a new 
world for the guitar.’ I was very happy with his 
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Narciso and his 10 string guitar 

   



  

  

idea because he was not an unknown person, he 

was Bruno Maderno a great composer. Then he 
composed a piece Y Despues. This is a piece in- 
spired by Garcia Lorca whom he liked very much. 
Then he composed this piece for the 10 string 
guitar. There are several composers very inter- 
ested in the possibilities of the instrument. In any 
case the 10 string guitar has all the advantages and 
not inconvenient.” 

REEDER: “Nearly 20 years ago you revolu- 
tionized guitar performance and guitar composi- 
tion by commissioning a 10 string instrument, an 
acoustic guitar, in which 4 additional bass strings 

created a better balance of resonance. To this day 
it remains your instrument of public performance.” 

YEPEs: “Yes the guitarist is always playing music 
written for the vihuela or lute like a pianist can 
play music written for harpsichord. Then if I play 
music written for the lute of 7, 8, 9 even 10 
courses I cannot play without a transcription. If I 
play that music on my 10 string guitar I don’t play 
a transcription I play the music like it is written, 
with the modern possibilities of a new instrument. 

“This is one reason why I developed the 10 
string guitar but I think the most important reason 
is because the traditional 6 string guitar has reso- 
nance, has sympathy only in 4 notes of the scale. 
This is the chromatic scale in the music, as you 

know, are 12 notes, only 4 notes of these 12 has 
resonance in the 6 string guitar the E A B D. 
That is if you play a good 6 string guitar you play 
E and you stop it the E continues for the harmonic 
of another string, you play A and you stop it and 
the A continues. But if you play F you have noth- 
ing. This is a very dry note. You play F# it is the 
same, if you play G# or Bb or C you have abso- 
lutely nothing at all for the resonance. Then why 
have 4 notes with resonance and 8 notes without? 
Then the 6 string guitar is not an equivalent instru- 
ment in that case. Then with the 10 string guitar I 
have 8 new natural harmonics, at least, I have 
many more but the most important are these 8 
natural harmonics with the 4 new strings. Then in 
the 10 string guitar I have resonance for every 
note in the scale. 

“In the summer of 1963 I spoke with Ramirez, 
the guitar maker in Madrid, and I told him I had 
an idea for a long time and I tell you this because I 
would like for you to build a 10 string guitar. He 
said, ‘What! A 10 string guitar!’ Then I showed 

him many pictures from several museums about 
instruments which had more than 6 strings, for ex- 
ample 18 strings or 10. Then I showed him a Tor- 
res guitar which had 11 strings. He was very sur-   

prised because he did not know that guitar existed. 
Then I mentioned again that I wanted him to build 
for me a 10 string guitar. He said, ‘No, that is im- 

possible!’ I said, ‘O.K. if it’s impossible don’t 
worry about it, I will go tomorrow to Barcelona 
and have Fleta make the 10 string guitar.’ Fleta 
and Ramirez were at that time the only great 
guitar makers. Then he said, ‘O.K. I shall think 

about it.’ After much thought, he said he would 

try to make the guitar. 
“T received the 10 string guitar about the Ist of 

March, 1964. The 15th of March, 1964, I or- 

ganized a party at my home; a group of friends, 
musicians, critics, violinists, to come to my home 

and I would play a program that I was to play in 
Berlin next week. Then we would decide which 
guitar I would take for that performance — the 6 
string or the 10 string guitar. Then I asked them to 
decide with their ear of musicians and not with an 
ear and their habit of guitarist - because they were 
not guitarists - to tell me which guitar they pre- 
ferred that I take to Berlin. They were very ex- 
cited with this idea. 

“I played the program, some of the pieces 
twice, once with 6 string and then with the 10 
string guitar. After the experiance everybody said 
you must go with the 10 string guitar because it 
sounds much better. You must imagine at that mo- 
ment I did not play the 10 string like I do now be- 
cause I had the instrument for only two weeks.” 

REEDER: “That must have been a very satisfying 
moment for you when they approved the 10 string 
guitar.” 

YEPEs: “I was more or less sure that they would 
approve because it is so logical - it is a musical 
idea it’s not just another idea.” 

YEPEs: “I will never forget the first time I met 
Nadia Boulanger when I studied with her the be- 
ginning of 1950 - when she knew that I had the 10 
string guitar. She said, ‘Oh, Narcisco, come to 

my home because I would like to listen to the 
guitar. Then Nadia was very interested because 
she said, ‘I don’t know what you do, but I am 

very excited to know why you play this instru- 
ment. I told her I would not explain to her why I 
made the instrument but maybe she would decide 
why I made it. After I played the instrument for 
her she said. “Oh! It’s fantastic because you have 
the resonance and you can stop it — if you have 
no resonance you have nothing to stop!’ I said, 
‘Thank you, Nadia, you have said exactly the 

same thing I said when I had the idea of the guitar. 
Then you can imagine with all this experience 
why not play the 10 string guitar!” a 
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Scales and Chords That 

Develop Within Lute Tuning 
n our previous article we discussed some 

reasons why it is advantageous to use lute 

S (or vihuela) tuning in the accompaniment of 

renaissance songs. We shall continue on this theme 

with a more complete analysis of chords and scale 

passages that composers have developed within this 

tuning for solo lute. 

Here it must be said that not all lute (or vihuela) 

music is easier to perform with lute tuning. The vih- 

uela pieces of Luis Milan (1536), for example, are 

sometimes easier to play in standard guitar tuning. 

This is especially true when Milan writes in C 

major or A minor; that is if one reads the tablature 

assuming a tuning of: 

  

  

EA 4 f 6 2 
    
  

Most English lute songs are in the keys of G 

major or G minor, as is much of the important solo 

literature: that is if one reads the tablature assuming 

a tuning of: 

  

  
S ¢ fa 0G 2 

  
  

John Dowland’s seven fantasies (to which his 

name is attached) almost all revolve around the 

keys of G major or minor. Five fantasies are com- 

posed on diatonic themes and the other two use 

chromatic subjects. Dowland uses canonic tech- 

nique when beginning these fantasies at the octave, 

fourth, fifth, then proceeds through a series of short 

chordal phrases and cadences. He then develops 

variations using the renaissance technique of run- 

ning passages and he ends with a final virtuoso 

climax. 
These fantasies help our understanding of vir- 

tuoso technique, as it relates to tempo in lute play, 

more than the dance pieces in the same literature. 

That is beacause a player may choose to take a slow 

tempo in a dance piece whereas in the fantasies, 

which begin slowly, the themes constantly develop 

rhythmic complexities. 

The example on the following page shows 

Dowland at his best in scale passages which seem 

to develop naturally in a kind of improvisational 

quality that is beautiful to behold. 

Dowland’s favorite dance form was the galliard 

and he wrote many beautiful pieces within this 

structure. The tempi will vary considerably with his 

galliards. At the time of the Renaissance the 

galliard was a rather fast dance which used steps 

not unlike some Scottish folk dances that are still 

performed. 

The Pavan was a slow march with the same feel- 

ing as a bridal or graduation procession. Milan 

wrote his Pavan No. VI in 3/4 time; that he did not 

intend it for the dance is an understatement. 

Footnote: from ‘The Collected Lute Music of John 

Dowland, Faber Music, London. 
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Today we hear lute music, or ensemble music (I). by Rooley’s group has the galliards at too slow 

with lute, performed with a variety of tempi. Julian a tempo for this writer. 

Bream’s broken consort takes the repertoire at a The following chords will be helpful to serve as 

wonderful clip with a rhythmic guesto. On the other an introduction with lute tuning. Tune guitar: 

hand, the Consort of Musicke under the direction of 

Anthony Rooley chooses to perform this literature 

ina fies subdued way. For example, a recent re- ip A d f# b. © 

cording of Dowland’s Lachrimae Consort Music   
  

  

Chord Examples 
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1. Dowland Lachrimae 1604, L’Oiseau-Lyre Next issue: Analysis of Thirds and Some of Their 

(Decca) London. Uses in 19th Century Guitar Music. 

EE ~~ —EEE 

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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Manuel Barrueco 

Performs at Northwestern University 
  

  

        

Program 
Ciacona . Silvius Leopold Weiss 

Suite in E Major, BWV 1006a Johann Sebastian Bach 
Prélude, Loure, 
Gavotte en Rondeau, Menuett 

_ Grand Solo in D Major, Op.14 Fernando Sor 
_ Introduction, Allegro (ed. by Dionisio Aguado) 

_ Sonatina Meridional ; _ Manuel Maria Ponce 
_ Campo, Copla, Fiesta 

Omaggio per Chitarra Manuel de Falla 
(Le tombeau de Debussey) 

Invocation et danse : Joaquin Rodrigo 
(Hommage & Manuel de Falla 

Tres Piezas Espanolas Joaquin Rodrigo 
Fandango, 

Encores: 
~ Prelude [Girl with the Flaxen Hair] C. Debussy 
Dance Granados 

arrueco, an expert in black-and-white, meaningless). This was evident in his perfor- 

has started to dabble in color, as he — mance of an over-ornamented, frilly rewriting of 
4 demonstrated November 6th at a recital | Sor’s Gran Solo by Aguado. 

sponsored by both Chicago’s Mid-America In the second half of Barrueco’s program he 
Guitar Society and Northwestern University. was once again the distant performer we’ve 

This newfound pallet of color was immediately grown to expect. Ponce’s Sonatina Meridonal 
evident in Barrueco’s opening selection, a was well played, with poignant pauses and hesit- 
Ciacona by Sylvius Weiss. Contrary to some of ant lyricism. Rodrigo’s Homage to DeFalla was 

  

his previous pontifications at Master Classes, dazzling, with a tremolo that could cut glass and 
there was evidence of vibrato in his performance — some remarkable sonorities, but the intense emo- 
of this baroque work, and there was soft phras- _ tional peaks were missing. Rodrigo’s Tres Piezas 
ing, two dimensions virtually lacking from the — Espanolas were played with incredible skill. The 
artist’s previous performances. These new spices Fandango’s melodies were reorchestrated to 
were also evident in Bach’s E Major Suite (espe- _ other strings to permit virtuosity, a sample of the 
cially fascinating with Barrueco’s rewriting of artist’s musical values. All obstacles tumbled as 
certain passages). As usual, Barrueco was flashy __ Barrueco tackled one killer piece after another. 
in his virtuosity, making the most difficult pas- | Yet something was missing. The artist himself 
sages seem almost effortless (and at times almost seemed unmoved and, though the audience 

14 

 



appluaded his talent, they were not wildly en- 
thusiastic about his musical involvement. The 
music had not, in fact, blended with the per- 

former. In presenting us the music he did not 
offer himself, his personality, his thoughts, his 
musical voice. Without the extra dimension of 
involvement all the unbelievable feats of execu- 
tion become mere exercises which tickle the ears 
but don’t touch the spirit. 

Mr. Barrueco acknowledged the applause with 
some interesting encores. In the Spanish vein, 
which he handles so well, he performed his own 

  

transcription of Granados’ Dance #4. He fol- 
lowed this with a very quiet and uncharacteristic 
performance of Debussy’s Girl with Flaxen Hair. 
Despite some rude audience noises, the two en- 

cores were played with the inklings of sensitivity 
and a nascent feeling for tone. 

Hopefully Barrueco’s attempt at exploring 
new colors and expressive phrasing will add 
some of the missing dimensions to his playing. If 
he succeeds, there’s no one who can touch him 
technically. 

Norman Ruiz 
  

Julian Bream 

Fascinates Audience at Town Hall 

  

    

  

    

Zulian Bream has been a regular visitor to 
@ Town Hall over the years, but last night’s 

fae appearance by the British guitarist and 
lutenist was something out of the ordinary. Not 
only did the recital mark the 25th anniversary of 
Mr. Bream’s American debut, but it also served to 
introduce to New York a new work by his compat- 

riot, Michael Tippett. Mr. Tippett’s piece, “The 
Blue Guitar”, draws its name from a Wallace Ste- 

vens poem of that title that was itself inspired by 
Picasso’s famous painting. It proved to be a some- 
times affecting, often febrile piece in one un- 
equivocally tonal movement that sent the quitarist 
plunging through a frightening series of technical 
obstacle courses. 

A central portion couched in a solemn, lyrical 
vein gave this listener the most satisfaction at first 
hearing. Evoking a rather bluesy mood, it made 

  

tasteful use of bent or microtonal pitches, caused by 
the drawing of a vibrating string out of line. This 
traditional device of jazz and blues guitarists may 
have been meant as the composer’s homage to Cal- 
vin Simmons, the black American conductor who 
recently died in a boating accident and to whom the 
score is dedicated. 

The quicker parts were brilliantly negotiated by 
Mr. Bream, who had to call on the guitar’s whole 

range of virtuoso effects in the course of the 18-mi- 
nute piece. He played rapid passages of harmonics 
at incredible speeds, drummed on the instrument in 
various places with his fingers without breaking 
difficult rhythmic patterns and much else. It is 
noteworthy that Mr. Tippett, who does not play the 
guitar, took many technical suggestions for this 
piece from Mr. Bream. The guitarist, therefore, had 
no one but himself to blame for the problems it pre- 
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sented. However, he bore up nicely and plainly re- 
lished the work’s strenuous challanges. He certainly 

took the final pages, in particular, at an almost un- 
realistically wild pace. 

Mr. Bream’s program was otherwise conven- 
tional. He began auspiciously with three linked 
pieces by Sylvius Weiss. In Sor’s Sonata in D, 
“Gran Solo”, Mr. Bream set such a torrid tempo 
that he floundered momentarily at one point, 
whether from a technical lapse or a memory slip 
would be hard to say. He also stumbled in one of 
the tricky passages of the Villa-Lobos Prelude in E 

minor, a piece where some adjustment of the tempo 
is almost mandatory if disaster is to be avoided. 

Still, such flaws are only worth mentioning be- 

cause they stood out so sharply in an otherwise 

dazzling and musically rewarding recital. Mr. 

Bream’s expressive intensity, always a trademark, 

even gave substance to Mompou’s light and re- 
petitious “Suite Compostelana”, a work of vagrant 
charm in the same gentle style as his piano pieces. 

Granados’ Valses Poeticos performed beautifully 
by Bream finished the program. 

Donal Henahan, New York Times, Nov. 23, ’83. 

  

Czech Guitarist, Vladimir Mikulka 

Performs in Milwaukee, Wisconsin 
  

    

  

Program 

Lento e Obstinato, Elogio de la Danza Leo Brouwer 
(b. 1939) 

Suite in A Major Ivan Jelinek 
Air (1683-1759) 
Gavotte 

Presto 

Sonata in E Major (Zapateado) Mateo Albeniz 
(1755-1831) 

Clock Music Nikiaa Koshkin 
(b. 1956) 

The Capricious Prince 
The Mechanical Monkey 
The Doll with Blinking Eyes 
The Tin Soldiers 
The Prince’s Coach 

Chaconne in D minor J. S$. Bach 
(1685-1750) 

Omaggio a Tarrega Stepan Rak 
(b. 1945)     

W he Milwaukee guitar fan expecting to sit 
back in ease on the day after Thanks- 

mM giving, hoping to relax and listen to some 
pretty guitar music was in for a shock on 
November 25th. Vladimir Mikulka, on his first 
U.S. tour, dazzled listeners with some never- 

before heard sounds. 
After a hurried, but effective performance of 

Brouwer’s Elogio and a rather pale Suite in A 
Major by Ivan Jelinek, a baroque Czech composer 
(and don’t forget the Sonata by Mateo Albeniz) 
Mikulka got down to business. Because through- 
out his performance of these pieces the listener 
felt that same detachment evident in other modern 
performers, almost as if he was trying to get the 
pieces out of the way. Then Mikulka confronted 
the audience with this dilemma. “Do you want to 
hear the same old pieces,” he asked, “or some- 
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thing new and exciting?” What a choice to make 
in a few seconds! Since the audience opted for the 
latter he launched into a complex piece by the 
young Russian composer Nikita Koshkin. The 
piece, Clock Music, uses matchsticks and corks 

and sound effects to imitate the sound of a grand- 
father’s clock. But what raised this piece beyond 
the level of mere trickery was a center section of 
almost clock-like precision, real music played 
with unequaled skill by Mikulka. Finally, with a 
return to effects, the piece died out dramatically. 

Mikulka followed with more Koshkin, selec- 

tions from the Prince’s Toys Suite. Space pre- 
vents me from reviewing each piece. Mikulka has 
recorded them and they have to be heard to be be- 
lieved. Drum effects on doubled strings, trumpet 
calls, percussive effects never before heard on the 
guitar.



The titles give an idea of the musical content: 
Tin Soldiers, Mechanical Monkey, the Prince’s 

Coach, Blinking Doll, Capricious Prince. But 
more than just sound painting, each piece is a mu- 
sical statement transporting the guitar into a new 
realm of orchestral effects. 

What followed on Mikulka’s program was anti- 
climax. Even Bach’s Chaconne seemed empty 
and tedious. The Handel Variations by Giuliani 
were fortunately not played. Also omitted was 
Barrios’ Catedral. Instead Mikulka finished his 
program with a piece he really enjoyed. Rak’s 

  

Homage to Tarrega, an interesting mixture of Tar- 
rega’s sentimentality with Spanish and at times 
Afro-Cuban latinizing. The result is an exciting, 
lyrical work. The entire concert merited Mikulka 
two encores and some very appreciative applause. 

Yet one left remembering the sounds, the hoof- 
beats of the Prince’s horses, the ticking of the 
clocks. One remembered the exciting musical 
ideas of each piece. One remembered the music, 
and not the performer. But isn’t that the way it’s 
supposed to be? 

Norman Ruiz 

  

The Romeros Chamber Group 

At Ambassador College Auditorium, Pasadena, California 
  

  

  

      

Wy 1 evening of Spanish guitar concertos that 
ai does not include Rodrigo’s Concierto de 

@ Aranjuez or Fantasia para un Gentilhombre 

seems a refreshing idea. But in view of the insub- 
stantial music presented at Ambassador Auditorium 

on November 29th by Robert Duerr’s Pasadena 
Chamber Orchestra — with solo contributions by 
the four Romeros — those two Rodrigo favorites 
were sorely missed. 

Federico Moreno Torroba, who died last year at 
91, never seemed particularly at home with the 
guitar, a suspicion confirmed by his vapid Sonatina, 
heard in an underpowering performance by Celin 

Romero, and the 7-year-old Tonada Concertante, 

being given its world premiere performance on this 
occasion by Angel Romero. 

The latter work tended to meander, flirting with 

impressionist colorings here, short bursts of simple 

  

melody there. The unchallenging solo part was 
effectively milked of every expressive possibility 
by Angel, while Duerr led a sympathetic accom- 

paniment. 

More energetic were Rodrigo’s contributions; the 

recent Concierto para una Fiesta, played with non- 

chalant bravura by Pepe Romero, and the Concierto 
Andaluz, which brought Papa Celedonio and his 
three sons together for a rousing finale. The former 
work, receiving its West Coast premiere, is all too 

typical of the composer lately — soaring strings, 
piercing winds and muted brass accompany a ton of 
notes in the solo part. Forgettable. 

Two orchestral morsels — Rodrigo’s Homenaje a 
la Tempranico and Moreno Torroba’s Gardens of 

Granada Overture — completed the program. 
Marc Shulgold, Los Angeles Times, Nov. 30, 

1983 

17



  

  
Chapter Ill Series IX 

SOLEA: 
The Mother Song: Continued 

By Alain Gobin 

D fi hc that as it may — tracing the Cafia’s exact 
BS ancestry is difficult. Apparently at its origin, 

&i it was a song of religious nature, since up 
until 1850 the refrain “Estribillo” was sung in 
unison to the likeness of a liturgical chant. 

The Cafia’s distinct form was decisively assumed 
at about 1800 to 1810. The celebrated gypsy singer 

18 

  

Translated from the French by Alfred Valerio 

Curro Dulce of the Ortega family influenced and 
was instrumental in confering to its present day 
form. He incorporated in a coda named Macho cer- 
tain elements of the Polo Song. In spite of these 
transformations, the Cafia retained the structure of a 
religious song, the central part of which could be an 
interesting study.



  

  

Cana Study No. 1 

  

  
  

Few present day singers have kept the initial pur- 

ity of the Cafas of Curro Dulce, Silviero Fran- 
conetti and Antonio Chacon. Often without being 
aware guitarists incorporated in a Solea falsetas of 

A servir a Dios y Al Rey To serve God and King 

Pero apartarme de tu But to be separated from 
persona you 

Eso no manda la ley. This the law does not 

  

  

Cana Study No. 2 

  

    

Cafias. In their defense, it can be said that, though 
the rhythm is identical the spirit is somewhat differ- 
ent. The following Cafia, one of the best known, is 
often played as an introduction to a Solea. 

The melodic structure of this falseta creates inter- 
est due to her many variations. It permits the release 
of unusual musical tension which characterizes the 
Jondo repertory. It is evident this way that poles of 
ascending and descending melodic tensions are al- 
ternatingly and regularly released. 

The Cafia coplas sung now days are those of the 
middle of the XIX century. They do not differ from 
the Soleas .. . 

A mi guierem mandar The law orders me 
' 

dictate. 
La mujer y la sombra The woman and the 

shadow 
Tienen un simil Are alike 

If one looks for them 

they will stand aloof 
If you leave them alone, 

they will pursue you. 

Que buscando se alejan 

Dejadas, siguen 

this last theme inspired Manuel de Falla to write the 
song Will of the Wisp for the second part of his bal- 
let “Love, the Magician”. The gypsy Candelas 
compares love to fire: if you run away from it, it 
will pursue you. . . if you call out to it, it will run 
away from you. Next Issue: The Polo. 

  om rere 

  

Prof. Alfred Valerio, French, Italian, Piano, Theory, Mus. B., Mus. M., Chicago 
Conservatory of Music, post graduate work in music, studied in France, gradu- 
ated with a diploma in languages and commerce from S.A.S. Haute-Savoie, 
France. Travelled extensively throughout Europe, achieved scholarships in 
Italy, France and U.S. Author of several books and charts on musical technique 
and French. He has taught languages for the Italian and French consulates and 
various conservatories. Composer of piano sonatas, songs, methods. Currently he 
has been teaching classical guitar in colleges and universities in the Chicago area. 

see 
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GORAN SOLLSCHER 

Johann Sebastian Bach - Fernando Sor 

Deutsche Grammophon Concours Stereo 2535 011 

Goran Sollscher, virtuoso Swedish guitarist, took 

first prize in the 20th Concours de Guitare in Paris. 

This, his first record, tells you why. He chooses to 

play Bach’s lute music on a specially made 11 

string guitar which is interesting. The Fugue in G 
minor is a bit too dark — especially the 10th and 

11th strings — comparable to playing it on the 

piano an octave below middle C — and no higher. 

The Prelude, Fugue and Allegro in E Flat major is 
played brilliantly; steady, warm, flowing and even 

with an injection of character. On side 2 Sollscher 

picks up his 6 string guitar and plays two delightful 

pieces by Sor. The Morceau de Concert (Op. 54) 
consists of an Introduction, Theme, Variations and 

Finale. The slow variation, #4, is beautifully har- 

monized by Sor. Then there is a dramatic key 
change in the bridge between the last variation and 

the Waltz Polonaise Finale. Sor’s Sonata in C major 

is also extremely well played. Norman Ruiz 

Horst KLEE 

Die Spanische Gitarre 

Solist Stereo 1190 

Horst Klee, whose first album “Meisterwerke der 
Guitarre” was well received, returns with a mellow 
selection ranging from the overplayed Catalonian 
Songs to the rarely recorded Sonata by Turina. 

Klee’s ability to turn a sensitive phrase is his strong 
point, especially evident in a piece which demands 

the ultimate musically, DeFalla’s Homage to De- 

bussy. Klee explores tonalities and meticulously 
ponders the placement of each pulse. Torroba’s 

Suite Castellana is uninteresting music (except for 

the Fandanguillo) but Klee gleans the most out of it. 

The Miller’s Dance moves vigorously through well 
calculated dynamics, yet lacks bite. Then there’s 
Turina’s redundant Sonata, handled slowly and 

cautiously by Klee, whose playing falters a bit in 
the rapid arpeggios. Still, it’s good to see this 
lyrical piece on vinyl. An excellent job by a very 

musical guitarist. 

Norman Ruiz 

  

Pedy Goran Solischer cum: 

  
  

a iN 

DIE. SPANISCHE GITARRE 

    
    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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Publication Keviews 

  

MEMORIAL — ARTURO SACCHETTI 

Revised & Fingered by Angelo Gilardino 

Berben/Theodore Presser Co. 

This composition employs regular harmonic 

techniques, though interesting modulations are 
achieved which make it sound very modern. An ad 
lib theme opens the piece, stating the basic notes of 

the forthcoming variations. Then one variation after 

another is added, varying tempi from quarter notes 

to eights to dotted eights to triplets to sixteenths, 

building the piece in intensity and drama until fi- 

nally, reaching its fulfillment, the music stops and a 

final statement is made, not a rephrasing of the 
theme, but an idea based on thematic material, giv- 

ing the impression that a new idea emerged from 

the previous material written. A long trill at the end 
can be carried off (it’s fingered “im” but a slurred 
trill might be preferable if you can do it). this piece 
requires an ability to play scales melodically with 

other notes at about 132 for four sixteenth notes. 

Not easy, but effective. 

Norman Ruiz 

  

  

ARTURO SACCHETTI 

eoziom: musica /SetZer- ANCONA- MILANO             

GIULIO REGONDI 

Reverie 

Boosey & Hawkes 

Giulio Regondi was a 19th century composer 

whose work, Reverie: Nocturne for Guitar, 

deserves much attention from guitar players. 
Regondi’s work is a romantic piece, but probably 

it is one of the most unusual ever written for guitar. 

Reverie is filled with beautiful, unusual harmonies, 

and contains just about every technical exercise that 

there is; the piece opens in 32nd-note runs, and zips 

through everything from scales, descending and as- 
cending chords, and 64th note arpeggios to tre- 

molos, legatos, and left-hand work over the 12th 

fret. Indeed, this is not a work for beginners! 
Reverie also requires a fairly skilled degree of in- 

terpretive ability to make sense out of the confusing 

agglomeration of notes, which look (and to some 
degree, sound) like they were written for the violin. 

Reverie is a truly challenging piece. Revised & 

fingered by Ruggero Chiesa. 

Scott Bach 

  

  

GIULIO REGONDI 

REVERIE 
NOTTURNO PER CHITARRA 

op. 19 

Revisione ¢ diteggiatwra di Ruggero Chiesa 

EDIZIONI SUVINI ZERBONI- MILANO 

  

      

  

  
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: “Will the Uruguayan guitarist 

Abel Carlevaro be performing in the U.S. 
this season?” 

Ed Russell, Phila., PA 

ANSWER: The D’Addario Foundation for 

the Performing Arts will be sponsoring the 

artists listed below: Feb 6, ‘84, Michael 

Newman & guests; March 5, Dayid Staro- 

bin & guests, April 9, Abel Carlevaro (also 

see info about Carlevaro in Washington, 

D.C., on this page); May 7, The Falla Trio. 

Concerts will be held at Merkin Concert 

Haii, at the Abraham Goodman House, 129 

West 67th St., NY. Tickets available at the 
box office: (212) 362-8719 

LETTER: From Boston, MA. . The Boston 

University School of Music has announced 

the addition of Edward Flower, teaching 

associate in guitar, to its faculty. Flower 

was born and raised in Stratford-upon-Avon 

and educated at Winchester College. After 

attending the Spanish Guitar Center in Lon- 

don, he went to Spain to study in Santiago 

de Compostela and at the Instituto Musical 

Oscar Espla with Jose Tomas. 

Flower (pictured above) has been 

director of the guitar program at the Boston 

University Tanglewood Institute since 

1981. He has nine recordings and has given 

recitals in the major music centers of the 

world. 

  

LETTER: “I have found it interesting to 

read during the past several years in inter- 

views of guitarists and other instrument 

players their differing views on the success 

or non-success of competitions. Of course 

the debate will always go on. Is the compe- 

tition idea something new to the twentieth 

century? Where and how did the idea of 

competitions in music originate?” 

Carol Whitney, Sandpoint, Idaho 

ANSWER: “The competition movement in 

music may be described in a general way as 

an effort to harness man’s love of sport to 

the interests of his cultivation of art. Com- 

petitions began in Britain and the British 

Empire generally during the close of the 

nineteenth century and the opening years of 

the twentieth century, and since about the 

time of the close of World War I there was 

considerable growth in the United States. 

It may be pointed out that the introduc- 

tion of the competition was not new — 

there were musical contests in the seventh 

century, the middle ages held literary and 

musical competitions, the winner being 

crowned ‘king’. 

In 1708 Handel and Domenico Scarlatti 

competed together in Rome under the 

auspices of the famous Cardinal Ottoboni, 

in 1717 Bach and Marchand were to do so 

at Dresden, under the auspices of the King 

of Poland, in 1781 Mozart and Clementi 

did so in Vienna under the auspices of the 

Emperor Joseph II; about twenty years later 

there were many competitive meetings be- 

tween Beethoven and Woefl at the castle of 

Baron Raymond von Wetzler. All these 

meetings had a good result; in the 1708 
Rome Competition Festival two great 

players were drawn into warm and lasting 

mutual admiration and friendship; in the 

1717 Dresden event a pretentious performer 

was exposed to a humiliation that must 

have done him some moral good; in the 
Vienna event of 1781 one of the performers 

(Clementi) learned, as he afterwards admit- 

ted, a life’s lesson as to the greater worth of 

solid musical structure as compared with 

showy brilliance. These instances, then 

(and others could be offered), all form good 

precedents for what is attempted today.” 

LETTER: “I have written quite a few com- 

positions. My question is how do I get my 

works published, recorded and played in 

concert? I have contacted several publishers 

in vain.” 

Carl Santini, NY, NY 

ANSWER: “You have your progress chart 

reversed. You should be getting your works 

played in concert, then recorded and, 
finally, published. Since you are in New 

York, you could present your works to 

guitarists after their performances. Another 

idea may be to enter as many composition 

contests as possible. Always keep in mind 

that if your work is worthwhile sooner or 

later you will be discovered.” 

Letter from Dale Needles announcing . . . 

Abel Carlevaro will perform in concert at 

the Kennedy Center For The Performing 

Arts, Washington, DC, on May 9th. 

  

  
Carlevaro (pictured above) will also be 

giving a Master Class at the international 

Conservatory of Music in Washington, DC, 

on May 12. For further information write: 

Dale Needles, La Guitarra Enterprises, 

2018 Fell St., San Francisco, CA 94117 

(415) 387-3742. 

  

_ 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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SAN FRANCISCO, CA: Marc Regnier (see 

‘Calendar of Events’ concert schedule) was 

born in Florida and raised in South Carolina 

where he began study of the guitar from his 
father at age six. At fourteen, Regnier went 

to London to continue his education with 

guitarist and composer Timothy Walker. A 

year later he returned home and gave his 

first major public performance. At sixteen, 

he was appointed guitar instructor at Ander- 
son College. The following year Regnier 

entered the Peabody Conservatory of Music 

under scholarship to study with Aaron 

Shearer. 

Following graduation from Peabody, 

Regnier moved to San Francisco to study 

with Rey de la Torre. 

In 1981, Regnier gave his symphony 

debut in San Jose. During this year Regnier 

was chosen by internationally known com- 

poser Joaquin Nin-Culmel to perform his 

new work for the Berkeley Shakespeare 

Festival, and invited on recommendation of 

Christopher Parkening, to appear on the 

Guitar Series 1981-82 in San Diego. 

  

Regnier (pictured above) has appeared 

throughout the United States in recitals, 

master classes and with symphony as well 

as on television and National Public Radio. 

Regnier’s concerts of the first four 

months of ‘84 begin in Berkeley, CA, and 

include a Canadian debut and a Carnegie 

Recital Hall debut on April 30. 

NEw Mexico: Music at Angel Fire, a 

new summer chamber-music festival, will 

have its first season during the summer of 

1984. From July 1 through July 29, the 

communities of Angel Fire, Taos, Red 

River, Raton, Eagle Nest and Las Vegas 

will host an impressive schedule of over 28 

concerts — most of them in intimate set- 

tings such as small churches, art galleries. 

museums, private homes (open to the 

public), community centers, a Town Hall. 

university auditoriums and some specially- 

chosen outdoor settings. 

A rich and varied repertoire from 

Baroque times to the present will be per- 

formed by distinguished artists, many of 

whom are nationally and internationally 

known; they include: Raphael Trio, Elaine 

Comparone, harpsichordist; Thomas Hill, 

clarinetist; Burt Lucarelli, oboist; Carrie 

Kourkoumelis, harpist; Dusan Bogdanovic, 

classical guitarist; Susan Greenberg, flutist; 

Richard Cameron, pianist-composer, and 

others. Flutists — Frank Bowen nad Nancy 

Lauoheimer have already participated in 

“Preview Concerts”. The number and var- 

iety of instrumentalists at the festival will 

make it possible to program solo and en- 

semble pieces of almost endless sizes, 

shapes and colors — this, offering the 

promise of a varied and absorbing series of 

musical experiences. 

SASSARI, ITALY: The Third International 

Biennial Guitar Competition “Emilio Pujol” 

will take place here in May ‘84. The com- 

petition will be in three parts, preliminary, 

semi-final and final. Money will be 

awarded the three winners. For full details 

write to: Assaciazione Chitarristica 

Sassarese, via Flumenargia 33, 07100, Sas- 

sari, Italy. 

Los ANGELES, CA: In Paris, on October 

21, ‘83 William Kanengiser, 1982 graduate 

of the University of Southern California, 

student of James Smith, and currently an 

instructor at USC, won the Silver Medal 

and top honors at the Concours Interna- 

tional du Guitare. Mr. Kanengiser is a 

member of the much-admired Los Angeles 

Guitar Quartet. 

GLENDALE, CA: The Folias Trio per- 

formed an exciting program at the Brand 

Library, Oct. 25. Performers Beverly 

Dahlke, flute; Gail Acosta, viola; and Jerry 

Acosta, guitar, played the music of Manuel 

Fonseca, O Entardecer, composed in 1974, 

the title translates, “The Approaching Eve- 

ning”; Ludwig Van Beethoven’s Serenade 

Op. 8; (The arrangement of this music — 

originally composed for violin, viola, and 

cello — was done by Wencelaus Matiegka 

in 1807, and modified again in a present 

day edition); and Fritz Skorzeny’s Trio for 

Flute, Viola and Gitarre. 

St, Louris, MO: The St. Louis Classical 

Guitar Society will present the St. Louis 

debut performances of Toyohiko Satoh 

(pictured below) in a program of Renais- 

sance and Baroque music for the Lute. 

  

For more information about the concerts 

and guitar and lute interpretation class, 

Mar. 15, 16, and 17 call William Evans- 

Ash, society president, (314) 725-0739. 

  

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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Antigua Casa Sherry-Brener, Inc. al 
4 Proudly Presents 

ANTIGUA 
C Guitar Strings 4 

Hand made in France 
4 : Three Tensions 

Antigua Wax is a secret blend of Carnauba, Cobre-High $11.95 a set 
Coconut and Rosewood Waxes. It has been Oro-Med-High 9.95 aset , 
used to protect priceless instrument collections ‘ Plata-Medium 9.75 a set P in museums throughout the world. | Add 75¢ postage o> 

PRICE: $2.95 plus 75¢ postage 4 Antigua Casa Sher Biche Thc 
Antigua Casa Sherry-Brener, Inc. 3145 West 63rd i iL 6 3145 W. 63rd Str., Chicago, IL’ 60629 le ih a a iadieari NL xg S 2 EES 

CHRISTOPHER PARKENING CHRISTOPHER PARKENING PARKENING The 
in The Classic Style in The Spanish Style PLAYS Christopher Parkening 

retctvonc, ome romn | | ses mnie ses coms, ta oa     

   

   

  

Christopher Parkening 
ROMANZA 

$-36019 $-36020 

$-36021 

      

     CHRISTOPHER 
PARKENING 

  
PARKENING AND THE GUITAR 
music of two centuries: 

S-36041 $-36069 

$-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: 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 

—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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| mee: PH (Gos, BS 
Meee 4 he artist is brilliant. The instrument is a work of art. The strings are 
aa GHS La Classique — the final detail that leads to an extraordinary per- 
formance. © 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. 

Ws. 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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IN ANAHEIM 

HLL GUuIcHR 
CENceER 

ONE OF THE LARGEST SELECTIONS 

OF THE FINEST CLASSICAL & 

FLAMENCO GUITARS IN THE WORLD 

   
    
     

   
   
   

    

Fernandez Ramirez 

Manzanero 

Nakade 

Rodriguez 

Hernandez 

Barbero 

Matunaga 

Oshita 

La Chica 

Kono 

Monch 

Esteso 

Hauser 

Sesoko 

Kuniharu Nobe 

Complete 

Classical & Flamenco 

Sheet Music 

714-828-9762 

335 SO. MAGNOLIA 

ANAHEIM, CA 92804 
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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. 94118 
  

      
  

   



     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   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 
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Expert Instruction 

Accessories 

All Major Strings 

Publications 

De Olde 
Guitar Shoppe 

Specially Selected 

Imported Handmade 

Classic Guitars 

6806 Douglas 

Des Moines, Iowa 50322 

515/278-8780 

Paul and Janet Wilson Proprietors 

  

  

  

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 

  

  

       
OUGE CAFE 

© PRESENTS 

  

TUESDAY THRU SATURDAY 

3110 Newport Blvd., Newport Beach, CA92663 WAS EIS S300 

  

  

   



  

    

Guitars 
lassical. ant flamenco 

Pandnad in 
Spain 

and Fapan 

Antigua Casa Sherry-Brener offers you... 

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

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

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

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

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

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

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

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

great concert guitarists. 
The gifted hands of these makers turn these rare 

old woods, ideas and dreams into beautiful musical 
instruments. 

It is a well-known fact that virtuoso guitarists 
Christopher Parkening, Michael Lorimer and Douglas 
Niedt grew up playing our guitars. Nearly 100% of 
the touring concert guitarists are playing guitars 
from Sherry-Brener. 

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

We also publish Guitarra Magazine, a bi-monthly, 

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

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

ANTIGUA CASA 
9 

6 4      

  

OF MADRID 

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

        

  

   



  

  

PARKENING 
Virtuoso Music onemaerepare 

PARKENING 
AND THE GUITAR 

  

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.1 & Vol. il each 5.95 

rete = Music bacige 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 

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 Own 
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 Your Own 
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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ALBERT AUGUSTINE:LTD- 

CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS       
31



  

  

  

Guitarra 

Magazine 
Back 

Issues   

  

    

Guitarra is predominatly a reference magazine. 
Only the calendar of events, critiques, reviews 

and Guitar Around the World can be considered 
out-of-date. Many of our subscribers consider 
even these dated articles as nostalgic memora- 
bilia. 

Available in volume form, 6 issues per year for the 
years 1979, 1980 and 1981 at the cost of $15.50 per 
volume. 
Also, all back issues are available for the above years 
in single issues at $2.75 per issue. 

Address all orders to: 

Guitarra Magazine — 3145 West 63rd Street 
Chicago, IL 60629 Phone: (312) 737-1711 

  

ee 
  

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 

   Adjustable ~ me ; Made 

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 

Eindorsed by Manuel Lopez Ramos 

  

Price: $19.95 plus 95¢ postage 

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

The AGB protects your GUITAR against 

body perspiration. 

The AGB protects the shiny varnish of 

your GUITAR against possible damages 

caused by rings, cufflinks or other pieces 

of jewelry or sharp instruments. 

The AGB protects your GUITAR against 

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

tioned in your legs avoiding it from slipping. 

The AGB helps your arm movements 
along the body of your GUITAR whenever 

wearing short sleeves. 

The AGB totally eliminates the need of 

that most uncomfortable and useless piece 

of cloth that is sometimes used in between 

your guitar and legs. 
The AGB avoids scratches or marks in 

your GUITAR when placing it in a guitar 

stand. 
Once the AGB is placed on your guitar it 

can remain there permanently even when 

your GUITAR is put back in its case. 

3145 W. 63rd St., Chicago, Illinois 60629 (312)737-1711 
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ANTIGUA Casa SHERRY-BRENER, MADRID PROUDLY PRESENTS:     
  

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 xX 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 © AUDIOOUTLETFOREARPHONE OR AMPLIFIER. FITS IN MOST CASE STRING COMPARTMENTS. 

SIGNATURES CAN BE ACCENTED. @ OUTLET PROVIDED FOR POWER PACK. BACK PEABSTION. 5 5s Fee iceas poates 
@ VOLUME CONTROL FOR ANY LEVEL BETWEEN 

LOUD SOUND AND COMPLETE SILENCE. 

  

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

BEATS OF SOUND. 

o 

e 

@ POWER PACK PROVIDED. @ SOLID WALNUT... 

& 

e ADD FOR SHIPPING 

  

   

  

  

THE LEGENDARY OFFICES IN: 

HOUSE OF @ MADRID 

GUITARS @ PARIS 

FOUNDED Wy @ 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 en- 
dowed can buy them. 

Alice Artz 
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 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 U.S. 1 
Order in ULS. funds. 

    

“ase add $1.00 per kit and send only International Money 
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“Experience the Customized 
Luxury of an OREBE.” 

¢ SOUNDBOARDS 

European Spruce 
Western Redcedar 
Sequoia Redwood 

¢ STRING SCALES 
ved. or 7b eet eo Uy 20a 

658mm — 257,” 
665mm — 26',” 

¢ BACKS AND SIDES 

Brazilian Rosewood 
E. Indian Rosewood 
tm Otlekmy Elo te 

Bird’s-eye Maple 
Spanish Cipres 

e OUR EXQUISITE 

VARI-FLEX VARNISH 

Tailored Requirements 

e SERVICE 

VAN dae aAdad 

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  



  

  
VEN SOR IMM abi hie 
We refused to compromise when it came to our new J-51 Pro Arte 

strings. Now classic guitarists don’t have to sacrifice desired 
tone to achieve low finger noise. J-51’s have both features 

because we start with a 20% silverplated wrap wire vs. the 
customary 2%. After precision polishing substantially more silver 

remains for virtually no tone loss and less finger noise. 

And to prove it, use this coupon and save $8.00 in the bargain. 

SPECIAL OFFER--SAVE $8.00 
: : 

oh Yes. | want excellent tone and low finger noise. | enclose 
: $10.00 for my Pro Arte J-51 set. Retail Value $18.00. 

Name 
  

Mail coupon to: Address   
J. D’Addario & Co., Inc. 
PO Box J 
E. Farmingdale, NY 11735 USA 

  

Ci a State Zip 

Offer valid for limited time only. Void where prohibited. Limit one to a 
customer. Checks must be made payable to J. D'Addario & Co., Inc. 

Offer Expires Dec. 31, 1983     
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   Dear James, 

“I am truly happy that, 
like the immortal 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 
“T hope that this fine mag- 
azine (GUITARRA Mag- 
azine) accomplishes its 
artistic purpose — to in- 

& crease the love and know- 
Z 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 

   

     
    
      
    
    
    
    
      
      
    
    

  

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

SABICAS 

     
       

           

    
    
    
      

      

Juan Serrano Comments 
“GUITARRA Magazine 

. . The cornerstone of 
a : the guitar world, a phen- 

omenal publication. The 
one true source of.infor- 
mation featuring high- 
lights on every facet of 
the guitar world; past, 
present and tomorrow.” 

JUAN SERRANO 

  

A Duo Proclamation 
by Presti and Lagoya 

“We are inspired to see a 
magazine like Guitarra. 
It is nicely written and 
pictured. More _ publica- 
tions should follow in the 
footsteps of GUITARRA 
Magazine.” 

IDA PRESTI and 
ALEXANDRE LAGOYA 

      

       
      
      
        
      

        
    
      

    
            
    

  

    

Carlos Montoya 
Exclaims. . . 

“GUITARRA Magazine 
is the world’s greatest 
guitar publication. In fact, 
I consider GUITARRA 
the finest guitar magazine 
of all time. Sincere con- 
gratulations.” 

CARLOS MONTOYA 
March 19, 1966 

  

   

  

      

      
    
      

      
      

      

      

    
    
    

~ The World’s Greatest Guitar Magazine 

  

  

  

  

   
   

  

 



  

  

  

  

of, 
Birthdays of Aficionados | 
    

  

/ 
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Emilio Pujol | 
Lerida, Spain, April 7, 1886 

Heitor Villa-Lobos, Rio de Janeiro, Brazil March 5, 1890 

Maurice Ravel, Ciboure, France March 7, 1875 

Marsal Domingo Prat, Barcelona, Spain March 17, 1886 

Johann Sebastian Bach, Eisenach,, Thuringia March 21, 1685 

Bela Bartok, Nagyszentmiklos, Hungary March 25, 1881 

Vincent d’Indy, Paris, France March 27, 1851 

Sir William Walton, Lancashire, England March 29, 1902 

Mario Castelnuovo-Tedesco, Florence, Italy April 3, 1895 

Dionisio Garcia Aguado, Madrid, Spain April 8, 1784  


