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DEDICATION 

GUITARRA Magazine is dedicated to the 

world’s greatest guitarist, Andrés Segovia. 

Andrés Segovia has given the guitar its bright- 

est hours. After Segovia, and until eternity, no 

one will ever hear the guitar played as we are 

now hearing it played. Juries Sherry. 
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Part II 

Arpeggios & 

Finger Tension 
y hen go back to the index finger on the 

first string. Set it on the string, push 

pe esd down toward the soundboard and let it 
give and collapse as before. Then go ahead and 
pluck the string free stroke from this collapsed 

position. You will probably hit several adjacent 

strings when you let go of the first string. If 

this happens, move the entire hand downward 
toward the floor and bend the middle joint a 

lot more than you normally would (but keep 

the tip joint collapsed). This will enable the 

finger to clear the second string while still allow- 

ing complete collapse of the tip joint. Yes, it 

will feel very awkward. But remember, I do not 

want you to play like this from now on. This is 

only a practice technique. Continue playing the 

first string with the index finger in this manner. 
Remember, first set the finger on the string. 

Then push the string inward and let the tip 

joint collapse. Then let go of the string to play 
it. Do this over and over again with each 

finger until you truly understand and feel what 

it means to let the tip joints totally relax. This 

may take several days. 

Next, pluck the first string without pre- 

planting the finger on the string or pre- 

collapsing the tip joint before plucking. 

Simply pluck the string and allow the 

resistance of the string to collapse the tip 

joint as the nail moves across the string., Do 

  
- 

  

this repeatedly with each finger until the tip 
joints totally relax in order to give and 

collapse. Once this is mastered by each finger 

on the first string (which will take seven to 

ten days), try a pimami arpeggio on open strings 

as in example #3. 

EXAMPLE #3 
  

  

  

      

You must play very slowly and observe and 

feel very closely what is happening in your tip 

joints. Let each joint give as it goes across 

its string. If you have difficulty, resume pre- 

planting and pre-collapsing each finger before 

playing each string of the arpeggio until your 

fingers become more confident and the tip 

joints relax automatically. As you practice 

these exercises be sure to play loudly. It is 

very easy to relax the tip joints when playing 

softly. It requires much more control to be 

able to relax them when playing loudly. 

Once you have mastered playing the pimami 

arpeggio with total relaxation and collapsed



finger tip joints at a very slow speed and loud 

volume (this should take about one week), it 

is simply a matter of adding a little tension in 

the tip joints — just enough to prevent them 

from giving, to keep the tip joints straight as 
the nails cross the strings. At this point you 

know what it feels like to have too much tension 

and bend in the joints (your old way of playing) 

and what it feels like to relax too much and 
let the joints collapse (your practice technique). 

Because you have the muscular control and 
awareness to achieve either of these two 
extremes, you now have the ability to find the 

middle ground — just enough tension to 
prevent the tip joints from giving. You may 

be able to intuitively find this middle ground 
immediately. If not, go back to our basic 
exercise. Place the index finger on the string. 
Without actually plucking the string, firmly 

push the string in toward the soundboard. 
But this time do not relax the joint. Keep 
enough pressure or tension in the tip joint 

to hold it straight but not so much that it bends. 
Then release the string as a free stroke. As 

before, repeat this over and over again with 
each finger on the first string. Then try the 

arpeggio. With another one to two weeks 

slow practice, you will be able to feel just 
how much tension is required to allow the 

joints to remain straight. 

Our second problem in playing arpeggios 

revolves around keeping tension in the fingers 
too long after plucking a string. Let us look 

again at the arpeggio in example #3. We will 
play the arpeggio without planting for clarity 

in this discussion, but the principles also 
apply to planting. What should happen is this. 

As the thumb plays the sixth string, 7 should 
be positioned in front of the third string 

(between the third and second strings) with 

the tip of the nail 1/8 to 1/4 inch above the 
horizontal plane of the strings; m should be 

positioned in front of the second string 

(between the second and first strings) at the 

same height; and a should be positioned in 

‘ 

front of the first string, again at the same 

height. 

Assuming the independence of the fingers 

has been developed to some degree, as 7 plays, 

m and a should maintain their respective 

positions. Unless you have extraordinary finger 

independence m and a may move slightly, but 
the act of playing with 7 should not pull m 

or a totally out of their positions. After 7 plucks 
the third string it should follow-through to 
a position above the fourth string and now 

is where our problem occurs. 

It is very important after its follow-through 

that z not be allowed to remain out of position 

above the fourth string while m and a proceed 

to play. Otherwise, at a very fast speed, when 
it comes time for 7 to play again (which is 

very soon in a fast arpeggio pattern) it will 

be out of position to pluck the third string. 

In order to play it will have to suddenly 

and frantically be brought forward from 

behind the third string into position in 

front of the third string and then make its 

stroke. It will either be late rhythmically, will 

miss the third string entirely, or produce 

a bad tone; or if it does manage to hit the 

right string at the right time will become 

fatigued from all the extra effort required 
to frantically push itself forward to its 

position in front of the third string again 
and again. 

What we must realize is that tension is 

required to hold the 7 finger out of position 

above the fourth string. If your hand is in 

position with the fingers above the treble 

strings, the index finger will not stay hovering 

above the bass strings unless you hold it 

there. Therefore, if you simply relax or let 

go of the 7 finger after plucking the third 

string, gravity will pull it forward or down 

toward the floor. All you have to do is stop 

the finger from falling past its starting 

point in front of the third string. (If you 

relax it entirely it will fall all the way in 

front of the first string.) (to be continued) 

rn a ra rR I cS GEE SRE RT a 

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

Conservatory of Music, University of Missouri at Kansas City. 
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Part II 

Legacy or Controversy? 

‘The Bach Chaconne Revisited 
With German Translation by Robert Stilwell, 

Professor emeritus West Virginia University 

   
9 #59 1 Part I of our tercentenary celebration 

‘lf of Bach’s birth we discussed and analyzed 

a? SES the Chaconne (Ciacona) in D minor 
written for solo violin, BWV 1004, Partita No. 2. 

The original autograph is reproduced at the end 

of this article and will help those interested in 

just what notes have been added to the various 

guitar editions of said work. It is interesting 

to note Bach’s use of the lowered G clef sign, by 
a third, at various places in the manuscript. 

This was done in order to avoid running into a 

bass passage on the line directly above a high 

note passage, as in measure 86. 

It is well known that Bach and the great 

baroque lutenist Sylvius Leopold Weiss were 

acquainted. It is also well documented that Bach 

had several keyboard instruments made that 

could imitate the sonorities of the lute. They 

were called lautencembalo, or in English lute- 

harpsichord. These instruments were said to be 

able to fool friends and acquaintances as Bach 

performed. There are scholars who tell us Bach 

played and possessed a 13-course lute. 
Agricola, the German organist and composer 

who studied under Bach, remembers, ‘“‘having 

seen and heard, around 1740 in Leipzig, a lute- 
harpsichord designed by Bach and built by 
Zacharias Mildebrand which, though shorter than 
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the standard harpsichord, was in all respects made 

like any other. It was double strung with gut 

and had a short octave of brass strings. It is 

true that its normal sound (i.e. when only one 

stop was out) was more like the theorbo than 

the lute. But when the lute-stop, as it is called 
on harpsichords, was out, together with the 
cornett-stop, it was almost impossible to deceive 

professional lutenists.” 
The oft asked question is did Bach write the 

various so-called lute works for the lute-harpsi- 

chord or for the baroque lute? Eugen M. Dombois, 

professor of lute in Switzerland, thinks that BWV 
998 was written for lute-harpsichord; others have 
various opinions. 

The common listing of Bach’s output for lute 

is as follows: 
Suite in G minor BWV 995 

(Based on Suite No. 5 in C minor for ’cello 

BWV 1011) 
Suite in E minor BWV 996 

Suite in C minor BWV 997 
Prelude, Fugue and Allegro in Eb major 

BWV 998 
Prelude in C minor BWV 999 
Fugue in G minor BWV 1000! 

(Similar to the Fugue from Sonata No. 1 for 

violin BWV 1001) 

 



Suite in E major BWV 1006a 

(Based on Partita No. 3 for violin BWV 1006) 

A complete source of the above lute works, 

arranged for 6-string guitar, is: Johann Sebastian 

Bach, Lautenmustk, Verlag Friedrich Kofmeister, 

Kofheim am Taunus, edited by E. Wensiecki and 

available through C. F. Peters in New York. 

The suite in C minor, BWV 1001, was composed 

in 1720 at Kothen. The lute version, BWV 995, 

is from the Leipzig years, that is after 1723, 

and was intended for a member of the Dresden 

Court Orchestra by the name of Schuster as 

established by the title, ‘Pieces for the Lute for 

Monsieur Schuster by J. S. Bach.’’ The fact that 

Bach’s autograph has been preserved precludes 

any doubt as to the authorship of the transcrip- 
tion, something that is by no means true of all 

the lute works attributed to Bach. Thus, Suite in 

G minor BWV 995 provides strong evidence that 
Bach was thoroughly familiar with the technical 
requirements of the lute. 

This writer has put forth his views on playing 

Bach, and baroque lute music in general, on a 

6-string guitar.2 In 1964-65, together with the 

Cape Cod luthier James C. Boyce, I developed 

the 8-string guitar for such a purpose. Narciso 

Yepes, developing the 10-string guitar in 1962-63, 

was the first to shake the guitar world. Now 

we come to a real earthquake, the 11-string guitar 

developed and built by George Bolin of Stock- 
holm. He calls it the Altgitarren (altguitar). 

This past year Archiv Records of West Germany 

has produced a large selection of Bach’s works. 

This is, of course, for the tercentenary celebration. 

A must purchase for all guitarists is the eight 

record boxed set, Archiv, Die Neue Bach-Edition, 

Werke fur Solo-Instrumente, Laute, Violine, 

Violoncello, 413 094-1. Priced at around $36.00, 

each record is $4.50, a modest price for a high 

quality record. 

On this Archiv record Goran Sollscher plays 

the 11-string altguitar for the complete lute works 

of Bach as listed above. What a wonderful listen- 
ing experience! Sollscher’s playing is superb and 

his sense of rhythm never seems to falter. Since 

all the various versions of the lute-violin-’cello 

works are performed, it is great fun to compare 

the way each artist handles the phrasing and 

tempi. The violinist is Nathan Milstein, and he 

takes a more romantic Segovian approach to the 

Sonatas and Partitas. The 11]-string guitar’s bass 

strings are well balanced with the treble and all 

the notes Bach wrote are in the proper register. 

The altguitar’s first six strings are tuned exactly 

like a renaissance lute: g’, d’, a, f, c, G and the 

bass strings are tuned: F, E, D, C, B. As there are 

only ten frets to the guitar’s body, there is a 

cut-away to accommodate upper position play. 

One major drawback to the altguitar is that 

one cannot perform standard guitar works upon 

it. One needs two instruments to take on the old 

concert tours. With the 8- and 10-string guitars, 

one can perform renaissance/baroque lute works 

and standard works on one instrument. However, 

after hearing Sollscher and the 11-string guitar, 

the guitar world will never be the same and 

I’m sure Herr Bach would have given his 

approval. 

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. 
  ——— 

cue coat 

Guitarra Magazine No. 56, Fret Knots, The Eight- 
String Guitar. 
1. Baroque Lute Recital, Teyotiiko Satoh, Klavier 

Records, KS 514 Works of de Visee, Weiss and 
Bach. 

2. Die Barocklaute I, Eugen M. Dombois, ABC 
Records, APCL-67006 = of Weiss, Kellner 
and Bach.   

Foornores: 1. Also arranged for organ. 2. Sée 3. J. S. Bach, Works for Lute I, Narciso Yepes, 
Deutsche Grammphon 2530 461. : 

4. J. S. Bach, Works for Lute II, Narcisco ie 
Deutsche Grammophon 2530 462. | 

Next Issue: Two Elizabethan masterpieces by 
John Dowland and William Byrd, arranged it 
6-string guitar.   
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In D Minor written for 
solo violin BWV 1004, Partita No. 2 

CHACONNE (Continued) 
Original autographed manuscript by J.S. Bach 
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CHACONNE (Continued) 
Original autographed manuscript by J.S. Bach 
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Adding to Segovia’s recent glories which include being 

titled a Spanish Marquis, honored by the Royal Philhar- 

monic of London, honored in Chicago where ‘Segovia 

Day” was officially proclaimed, and now, the recipient 

of the highest award given by the National Academy of 

Recording Arts and Sciences. 

  

  

  

      

  

  Anc res Torres Segovia 
Receives Lifetime Achievement Award 
  

      
  

Christopher Parkening, left, Andres Segovia and Eddie Lambert, 1st Vice President of National Academy 

of Recording Arts & Sciences who made the presentation of the Lifetime Achievement Award to Segovia. 

350 Million Watch Parkening Salute Segovia 
Article by Carolyn Knutson Photo by Sam Emerson 
  

  

§ ndres Segovia, the inspiration and idol 
of classical guitar players around the 

#3 world, single-handedly returned the 
guitar to “‘legitimacy”’ as a classical instrument 

and raised it to international status. From early 

in the century, his recordings have made the 
classical guitar known and loved by millions 
who were unable to attend his concerts. 

  

Andres Segovia was presented with a Life- 
time Achievement Award by the trustees of 

the National Academy of Recording Arts & 
Sciences during the Grammy awards televised 
program on February 25, 1986. For the award 

presentation Christopher Parkening performed 
Cancion y Danza No. 2 by Reed ee) and, 

Canarios by Sanz.   
  

1]  



  

    

  

        

Sam Castellani, M.D. William R. LeVine, M.D. 
  

Part III 

Musical Performance Anxiety 
by Drs. Sam Castellani and William R. LeVine 

y he principles underlying the use of drugs 
to reduce the symptoms of performance 

mM anxiety derive from the characteristics 

of performance anxiety itself. These were covered 
in greater detail in the first article of this 

series; however, a brief review is included here 

for readers who did not encounter our first article. 

  

Performance anxiety has both physical and 

psychological effects, each of which can impair 
the ability of a guitarist to perform to the best 
of his/her ability. Physical effects include 
shaking or tremors of the hands or body, coldness 

or excessive sweating of the hands, and symptoms 

of adrenalin release, such as racing or pounding 

heartbeats. These symptoms can impair 

performance directly, by making it harder to hold 
the instrument, or difficult to control movements 

of the hands. In addition, physical symptoms of 
performance anxiety have an indirect way of 

degrading a musician’s performance. For 

example, in attempting to control tremors, 

guitarists may grip their instruments more tightly 

with the left hand or right arm. This increase of 
muscle tension, especially in the left hand 

decreases both finger speed and coordination; and 
painful cramps in muscles of the hand or other 

muscles can also result. Psychological effects of 

performance anxiety impair concentration, 

leading to distractions by the audience, “‘memory 

blocks’, or a ‘“‘mechanical’’ performance, one 
lacking natural expression. A ‘‘vicious cycle” of 
physical and psychological effects can occur; 

for example, anxiety during a performance can 

cause tremors, which in turn may lead to increased 

left hand muscle tension, to decreased speed and 

12 

  

facility, to impaired execution of difficult 
passages, which in turn causes further anxiety. 

Both the physical and the psychological effects 

of performance anxiety are susceptible to some 

extent to modification by drugs. Some drugs have 

a greater effect on the physical symptoms, and 

others affect more the psychological symptoms. 

In general, physical symptoms are controlled 

more easily and with fewer undesirable side effects 

than are psychological symptoms. Drugs in use 

for performance anxiety fall into the following 
categories: 

“‘Beta-blockers”. The most common example of 

this type of drug is called Inderal®; there are 

other beta-blockers, which act similarly. Thesé 
drugs block the effect of the body’s own adrenalin 

upon the heart, blood vessels, muscles, and nerves. 

Since the pounding heart, sweating and tremors 

of performance anxiety are caused by adrenalin 

and related substances in the circulation, Inderal® 

is extremely effective in relieving these symptoms. 

Adrenalin is not involved in mental processes, so 

Inderal® has little or no effect upon psychological 
symptoms. These are two main consequences 

from the fact that Inderal® effects predominantly 

physical symptoms. On the one hand, musicians 

who use Inderal® do not experience any loss of 

mental sharpness; however, Inderal® does not 

reduce the psychological symptoms of perfor- 

mance anxiety, at least not directly. Musicians 

often report that when the physical symptoms of 

anxiety are under control, they feel more 

comfortable while performing, and are less 

worried about mistakes. Inderal® is taken in doses 

of 10 to 30 mg. It begins to work about 30 minutes



after ingestion, its peak effect is felt in about 1] 

hour; and Inderal®’s effects last for about 4 hours. 

Other beta-blockers may have different durations. 

Beta-blockers are unusually safe. Addiction has 

never been reported, and there are few side effects. 
In some circumstances, however, Inderal® can be 

dangerous. First, when taken by a musician who 

has a tendency towards, or history of asthma, 

Inderal® can precipitate a serious, and on rare 

occasion, a fatal asthma attack. Second, musicians 

who have heart disease or low blood pressure may 

have these conditions worsened by Inderal®. 

Third, people who have been on Inderal® con- 

tinuously for a period of time should not 

discontinue it suddenly. Physicians familiar with 

musicians’ problems have noticed that, increas- 
ingly, Inderal® is being passed among musicians 

without prescription. They fear that one day, a 

serious problem will occur in a musician with 

asthma or heart disease who has innocently taken 

Inderal® for performance anxiety symptoms. We 

urge that a physician be consulted before anyone 

takes Inderal®. 

Benzodiazepines. This fancy word is the name for 

the class of drugs which counts Valium® as its 

best-known member. All these drugs exert a 

general inhibitory effect upon the central nervous 

system and muscles. They have a well- 

documented ability to reduce the psychological 

experience of anxiety and fear; and they can 

reduce directly the psychological component of 

performance anxiety. Unfortunately, for many 

performing artists, benzodiazepines have some 

potential drawbacks. First, they are sedating and 

tend to reduce alertness. Second, they can impair 

coordination, which might interfere with guitar 

performance. And third, in contrast to the beta- 

blockers, benzodiazepines can occasionally cause 

physical or psychological dependence. Realistic- 

ally, however, the likelihood that occasional use 

of benzodiazepines would result in dependence 

is extremely small. 

Alcohol, barbiturates, Quaalude, and other 

sedatives. Some performers use these drugs to allay 

anxiety, and as depressants of the nervous system, 

they do have an antianxiety effect. However, we 

strongly discourage their use for performance 

anxiety, for the following reasons: they do not 

decrease anxiety as well as benzodiazepines, nor do 

they reduce tremors as well as beta-blockers, and 

they are more likely to — coordination and 

  

Sam Castellani, M.D. . is Asso    

  
Professor, William R ‘LeVine is SO! 

_ psychiatry department in the University of Kansas School of Medicine ‘Witchita, Kansas 

judgement than the previous two groups of drugs. 

Furthermore, the risk of dependency is greater 

with these sedatives than with benzodiazepines. 

Should drugs be used by performers? In order to 

consider this question, the scientific/objective 

issues and the philosophical/moral issues must be 

considered separately. The scientific questions 

are: 1) whether the drugs work and, 2) whether 

they are safe. There is now substantial evidence 

that both beta-blockers and benzodiazepines 

effectively reduce performance anxiety, as 

described above; and with the cautions mentioned, 

they are considered to be safe. 

The philosophic or moral issues concerned 

raise the question of whether it is a proper or 

good thing that musicians use drugs to improve 

their performance. This is clearly a question of 

beliefs and values, and so, each person must decide 

for himself the answer to these questions. Here 

are the main arguments pro and con. 

Con. Performing while influenced by drugs is 

not natural. As in Olympic competition, the use 

of a drug gives a musician an unfair advantage 

over others. It is dishonest to the audience and 

others. A performer is spiritually or morally better 

if he learns to control performance anxiety alone, 

without using drugs as a “‘crutch”’. 

Pro. Musical performance is not like an athletic 

contest. The performing artist is not competing 

to produce the fastest or loudest performance, 

but rather, the highest artistic communication. 

Performers commonly embrace technological 

innovations in the quest for better artistic 

communication. A guitarist’s use of drugs to 

reduce performance anxiety or tremors, is not 

morally different from his using aspirin to reduce 

the pain of arthritis. Acknowledging and dealing 

with one’s own limitations is not a “‘crutch’’. 

Pharmacologists and physicians cannot resolve 

this conflict; each performer who suffers from 

these symptoms must resolve for himself or herself 

these ethical questions. We hope the information 

in this article helps guitarists decide whether to 

pursue drug treatment for the symptoms of 

performance anxiety. 

The authors would be pleased to respond to 

questions and comments on this subject. 

(Next article: Biofeedback Treatment of Perfor- 

mance Anxiety.) 
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Tone Evaluation 

In Selecting A New Guitar 

by Paul Jacobson 

electing a new guitar can be a daunting 

experience for a serious classical guitarist. 

Ai Not the least of the reasons for this, of 

course, is the financial outlay required. Any 

player knows that to acquire a decent instrument, 

even if the guitar is used, he must expect to 

spend a rock bottom minimum of a thousand 

dollars, unless he stumbles on a particularly 

lucky find. To acquire the guitar of choice, a 

player may be looking at an outlay of several 

thousand dollars. 

I think an even more important reason for 

player anxiety about selecting a new guitar, 

however, is uncertainty regarding one’s ability 

to make good judgments about guitar tone. 

Guitar selection, as indeed the entire enterprise 

of the classical guitar, is inherently a subjective 

affair. Lurking in the background of the selec- 

tion process is the fear that a guitar one thinks 

is just terrific will later be found to be 

seriously wanting. The lack of widely accepted, 

and at the same time precisely defined, criteria 

for good tone leaves the player little to grasp. 

The use of objective measurements, made with 

scientific apparatus such as an_ oscilloscope, 

has little to offer a guitarist. Getting access 

to such equipment and acquiring the knowhow 

to use it are likely to be beyond the resources 

of all but a very few players. However, even if 

a guitarist could overcome that hurdle, there 
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is a much more significant obstacle, that of 

establishing useful correlations between the 

measurement output of scientific instruments 

and the testimony of the human ear of a 

well-trained, musically sophisticated guitarist. 

One can pore all day over oscillographs and 

sine wave charts without ever getting any 

closer to establishing meaningful relationships 

between such evidence and what one hears. 

I think there is an althgether hopeless impos- 

sibility, in principle, of ever coming up with 

an interface between scientific measurement 

and auditory perception which will be 

genuinely useful to guitarists searching for a 

new instrument. 

As a luthier, I have been concerned for several 

years about ways to make reliable evaluations 

of the tone qualities of my own instruments. 

In my efforts to come up with a method to do 

this, I have reached some conclusions about 

sensory perception, control of variables and 

the evaluation process which have proven use- 

ful to me. I am presenting these conclusions ‘to 

this audience of guitarists because I believe 

these conclusions, and the guitar tone evalua- 

tion method I have devised from them for my 

own use, could prove useful to players as well. 

It is well known that the human senses can 
be very imprecise. This is why we have come 

to rely on measuring instruments of all kinds, 
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from simple rulers to atomic clocks. Moreover, 

our ability to remember sensory perceptions is 

limited. This varies from sense to sense. We 

can often visualize in our minds what we have 

seen with some precision, depending in part on 

the time lag between the perception and the 

visualization. But have you ever tried to 

accurately remember in your mind what some- 

thing smelled like. Auditory perceptions fare 

little better when we try to project them in 

our minds. This fact makes it difficult to 
evaluate the tone of one guitar in isolation; 

we simply do not remember very well what 

other guitars we have heard sounded like, 

and therefore cannot make reliable judgments 

about the one at hand against a precisely 

defined standard. 

But this is not the whole story. Human 

perception is imprecise in a particular setting, 

or mode, in which an objective standard of 

measurement outside oneself is employed. In 

another mode, perception can be extraordinarily 

precise and refined, more so than many 

measurement instruments we may use. If I 

am presented with an object and asked how 

thick or long it is, I can give an approximation 

of its dimensions. Everyone, after all, has 

some idea of how long an inch or a foot or a 

centimeter is. However, I can pick up, say, two 

guitar backs and measure the thickness of each, 

one after the other, between my thumb and 

forefinger and feel a thickness difference 
between them of only 2-3 thousands of an inch. 

I may not be able to say ‘‘this back is exactly 

.094 inches thick,” but I can say ‘‘this back is 

thicker than the other one.” 

This second mode of perception is known as 

comparative discrimination. I rely constantly 

on comparative discrimination in my guitar 

building because it is quick and so extremely 

accurate. The same principle can be applied 

to evaluating guitar tone. It calls for 
evaluating guitars not in isolation but along 

with other instruments which provide a com- 

parative context. 
The question then arises: How should I 

provide such an evaluation context when 

searching for a new guitar? I would like to 

suggest that the most significant element in 

such a context is not to be found in the 

guitar(s) you are considering purchasing. 

Rather, the context should include first and 

foremost instruments which represent elements 
of tone which you are accustomed to hearing 

and which you have incorporated into your 

musical goals, and tonal characteristics which 

you are seeking. Obviously, then, such a base- 

line context would include the guitar you 

are now playing. In addition, it could include 

instruments belonging to friends or otherwise 

borrowed. It seems to me there should be at 

least two, preferably three or four guitars in 

this group. It is not necessary that any one 

of the baseline context instruments represent 

the ideal guitar you are looking for, with all 

the desired tonal characteristics. 
You should try to have this baseline 

collection of guitars with you throughout your 

search for a new guitar. This way, you can 

provide yourself with a common basis for 

comparing new instruments in various settings. 

This would enable you to confidently consider 

luthier-made or particularly promising used 

guitars which are likely to be available only 

individually and which you may not be able to 

try out away from the owner’s premises. 

However, even if you intend to make a selection 

from a dealer’s collection, your baseline context 

guitars are useful as a way of helping to 

maintain consistent objectives in your search. 

or <> <g> — gen 

Paul Jacobson is a highly respected guitar maker who resides in Kansas City, KS 
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Critics at Large 
  

    

<2 f Andres Segovia were any- 
thing less than a superlative 

S professional he probably 

would have canceled his guitar recital 

last night at Orchestra Hall, and, at 
the are of 93, no one, surely, would 

have held it against him. He appeared 
to be in pain*. 

But he had a full house to greet him 

and he was too much the trouper to 

disappoint his public. He was there to 

play. And after intermission his 

playing had the confident mastery of 

the instrument, the fullness of sound 

and firmness of phrase, that are the 

Segovia hallmark. 

It is always an honor to encounter 

this man in the concert room. He 

could have retired and rested upon his 

past glories at any time in the past 20 
years, knowing that his place in the 

history of music is quite secure. 

Instead he has always chosen the 

active role. We have always welcomed 

The Agony & The Ecstasy 

Andres Torres Segovia 

At Orchestra Hall — Chicago 

him because there is only one Segovia 

as there was only one Paganini. Each 
is an artist who showed the world the 
fullest potential of an instrument. 

It is our loss that last night he was 
not at his best, but all who were 

present wished him well. For if there 

is one thing he has taught us, apart 
from his superlative musicianship, 
it is a faith in the future. 

Robert C. Marsh, Chicago Sun- 
Times, Monday, March 17, 1986. 

*Segovia had severely injured his leg 

that evening. 

  

  

      
  

Christopher Parkening 

At Ambassador Hall — Pasadena 

  

  
      

  

he appearance by Christo- 
pher Parkening on Sunday 

ta Yd evening, January 19, brought 
an overflow audience to the hall. 

Repertory was generally unhack- 
neyed, quite a trick in the guitar 

world, which seems to subsist on 

predictable programming. True, 

there was familiarity, but never in 

too obvious a setting. Fernando Sor’s 

Mozart variations, for example, 

immediately followed a less-frequent- 

ly heard Sor sonata movement. Sucha 

juxtaposition gave freshness to the 

variations. 

Similarly, Villa-Lobos’ Prelude 
No. 3 — one of the most boring pieces 

in all music — emerged relatively 

harmless, due partly to its clever 

placement in the middle of a Villa- 

Lobos set, and partly to a gentle, 

loving performance. 

It is that soft Parkening touch that 

seems to bring such throwaway pieces 

as Sanz’ Suite Espanola to life. He has 
always possessed a fine sense of 
dynamics, never fearing to play softly, 

as in Debussy’s Girl With the Flaxen 
Hair. 

There was virtuosity, of course: His 

brilliant setting of The Empress of the 
Pagodas from Ravel’s Mother Goose 

Suite, was dazzling, as were three 
Spanish works arranged for two 

guitars, in which guitarist David 

Brandon served as the capable second 
voice. 

Marc Shulgold, Los Angeles Times



  

  

  

    

  

Marcelo Kayath in Debut Recital 

For the Milwaukee Guitar Society 
; ayath opened his program 

Ke with two Fancies by Dow- 

Vie land. The intricacies of the 
scaler writing and the fluctuating 

note values were nicely handled, 

Buxtehude’s Suite in E Minor 

possessed the same clarity, with nice 

phrasing. 
Fe
 

   

Nobre’s Prologue and Toccatta, 

Op. 65, dedicated to Mr. Kayath, 
came across as a powerful piece, 

utilizing all of Mr. Kayath’s skills. 

Walton’s Bagatelles were exciting, 

Rodrigo’s Fandango was a great 

piece to end with. 

Norman Ruiz 

  

ADRID, SPAIN: October 31, ’85, 

BNA the first performance in many 

iee3 years of the Concerto for 
Guitar and Orchestra by Spanish 
composer Ernesto Halffter was pre- 

sented by Eliot Fisk to warm critical 

and public reception. The event filled 

to capacity the hall of Madrid’s 
Teatro Real when Mr. Fisk played as 

soloist with the Orquesta Nacional 

conducted by Victor Pablo Perez. The 

distinguished elder composer, who 

had known Ravel, de Falla and Stra- 
vinsky, was in-attendance and 

expressed great delight in the per- 

formance. The event was a result of 

Maestro Segovia’s efforts to bring 
together Eliot Fisk with the composer 

for the cause of reviving a work of 

great merit that has suffered undue 

neglect. According to the chief music 

critic of Madrid’s most important 

paper, El Pais, ‘Mr. Fisk played with 

refinement and good style, realizing 

  

A Revival of a Great Composer’s Work 

Eliot Fisk Plays Halffter Concerto 

At Teatro Real — Madrid 

that certain disquieting use of agogic 

that was the composer's intent.” 

The concert marked Eliot Fisk’s 

debut in Spain and was followed by 
other solo concerts in other cities 

there. Mr. Fisk returned to the U.S. in 

December for a tour that included 

performances as soloist with the 
symphonies of Bridgeport, Lehigh 

Valley and Southeast Ohio, the 

Queens Philharmonic and the Ohio 

Chamber Orchestra as well as solo 

recitals and duo concerts with flutist 

Paula Robison. Agnes Bruneau 

  

  

  

    

  

A Long Awaited Return 

John Williams 

At Ambassador Hall — Pasadena 
  

    
  
  

     

Pein the 13 years since John 

i Williams last played locally, 

e? SS a new generation of guitarists 

has emerged, guitarists who seldom 

miss a shift or fumble a tremolo. 

But, as it quickly became apparent 
Saturday night at the first of two 

sold-out recitals at Ambassador 

Auditorium, April 5, Williams has 

raised the technical ante himself. His 

speed and accuracy remain equal to 

any challenge, while his unflappable 

control now extends to every nuance 

of phrasing and timbre. 

Williams had to put his expressive 

power to full use in a long Barrios 

set. Some bass-heavy tambor passages 
aside, this was playing on a level few 

other guitarists can approach. 

Williams’ marvelously slinky 

glissandos and liquid rubato cap- 

tured the popular elements perfectly. 

Only one repertory novelty adorned 

the program, Yuquijiro Yocoh’s 

variations on the Japanese folk song 

“Sakura.” These call on the full 

gamut of the guitar’s coloristic 

possibilities in a setting of distinctly 

Oriental character. 

Williams’ unusually broad dy- 
namic range came to the fore in his 

arrangements of three Albeniz pieces. 
The manifold virtues of his playing 

were often put to anachronistic uses 

in pieces by Praetorius and Bach’s 

Partita in E, BWV 1006a. 

John Henken, Los Angeles Times, 

April 5, 1986. 
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Pictured left to right: el Loco Mateo, la Loca Mateo (his sister), Paco el de Luna 

and Josefita la Pitraca. A group excelling in Fandangos, Circa 1850. 

Part I 
Translated From the French by Alfred Valerio 

Chapter V 

The Fandangos 
by Alain Gobin 

‘my he fandangos belong to a most character- 

Es ate istic category of the flamenco song reper- 
Ra he 

    

vie tory. Its Toques (rhythmic beat) are the 

best and well known in the repertory. Indeed, 

during thirty years, at the time of the cafes 

cantantes (singing coffee houses) they were 

practically the only effective manifestation of 

flamenco. 

Under the generic term Fandango are hidden 

songs and dances well known all over Spain. 

THE ARRIVAL OF FANDANGO 

It is generally thought that Fandangos are native 

to Guadalquivir, though they can also be found 

in Galicia, Asturia and Extremadura where at the 

end of the XIX century they attained extraordinary 

development. To evaluate them suffice consulting 

the folk music editions and to review edited scores 

of A. Romero and Pablo Martin in Madrid, Lopez 

Y Gritto in Malaga, Maria Munoz and Dotesia in 

Bilbao. A true proliferation of this style was 

discovered around 1880-1900. Many so-called 

“personal Fandangos’”’ were then created. Often 

18 

  

Series I 

of unequal value they always attached themselves 

to well defined styles. 

This exceptional blossoming of Fandangos may 

be explained by its relatively simple 3/4 rhythmic 

structure which allowed it to be easily danced in 

the villages, thereby gaining great popularity. 

Nevertheless, the Fandangos are quite diversified 

and it may be necessary to research their origins 

before studying their styles. 

The term Fandango in itself is of uncertain 

origin. Lavignac’s Encyclopedia of Music sees it 

as a common denominator for a dance aria. This 

approach is quite vague and insufficient, all 

things considered. 

More likely, it could be a derivative of the 

Portuguese term Fados. This is supported by the 

fact that in a region adjacent to the Portuguese 

border by the “Rio Tinto” and around Huelva 

the form of the Fandangos de Huelva appeared. 

These Fandangos kept their true characteristics. 

For some it is a distortion of the name of a 

Portuguese song. It is known that in the XVI



  

century a popular song named Esfandangado 

existed. 

In their present form the Fandangos have only 

been known since the beginning of the XVIII 

century. In 1705 their first written appearance 

came about anonymously by way of Le Fiance De 

La Villageoise, the fiance of the country woman, 

— according to Jose Blas Vega. 

In the year 1712 the musicologist Manuel Marti 

speaks about “‘the Cadiz dance’, which was famous 

for centuries. Where exactly did the fandangos 

originate? We cannot surely say! 

On the other hand certain unfounded opinions 

which have appeared through the years can be 

refuted. 

We can immediately and definitely dismiss the 

false stated opinion by which the Fandangos are 

descendants of the Aragonese Jota which in turr 

is supposedly of Moorish origin. As Eduardo 

Torner! points out the “Jota’’ though believed 

to be of Moorish origin? is on the contrary quite 

Andalusian having the same origin as the 
Fandangos. These are quite a bit older.’ 

According to Torner the creation of the Jota 

came much later and her fortunes have been quite 

recent. 
At the beginning of the XIX century‘ the Jota 

spread from Aragon throughout all Spain. Indeed 

it is after 1805 during the war of independence 

that the Jota found such a rapid development. 

She symbolized the courage of the patriotic people 

of Saragossa who in 1890 knew how to break the 

French advance with fierce resistance. The 

Fandangos at this period were already well known. 

Are the Fandangos then Moorish in origin? 

This is the stated opinion of the musicologist 

Jose Blas Vega when reviewing the record 

Anthology of the Fandango.® He noticed a 

similarity between the Zambra Maura and the 

Fandango. The analogy existed due to the fact 

that the two dances’ ‘‘verses’’ have admittedly 

the same accompaniment. If this observation is 

exact, the fact that they are both dances does 

not prove their common origin, so much so, that 

the comparison appears to give vague similarities. 

The languor, slow rhythm and hypnotism 

which characterizes the Zambra are not perceptible 

in the Fandango. 

In spite of the instruments used in the country- 

side of Rio Tinto the Fandangos cannot even 

remotely be linked to the Zambra Maura’s spirit. 

As observed by D. Pohren’ the later’s rhythm 

resembles much more the Tientos which is slower 

and more sensuous. (To be continued) 
  

Manolo, Nino de Huelva   

  

  Fernando Rodriguez, el de Triana 
  

Epitor’s Note: Segovia considered Nino de Huelva to be the greatest of all flamenco guitarists. He related 

to me that de Huelva, el de Triana and himself sang and played Fandangos till 4a.m. one night in Granada. 
  

Footnotes: 1E. Torner’s article in Carreras a 

Candi, folklore y costumbres de Espana, _ 

Barcelona, 1944; 2It was believed for a long time _ 
that the Jota had gotten to Valencia through a _ 

moor “Abel Jot who in the XII century 

supposedly was the creator of it; Probably two to 

three centuries, in any case at least a century 

according to various documents; ‘The first 

document on this subject is a Jota of Luis Esteve :     

            

incorporated in a Tonadilla Los Pasages de 
Verano, 1779; °ERATO EAF 1501; ®The instru-_ 

ments used were quite primitive. Flutes made out 
of reed . . . coarse drum. . . and reed cut in such 
a way as to be manipulated by the thumb and 
index finger, imitating the castanets; "Flamenco 

Art p. 171. : 
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Horst KLEE 

Gitarrenmusik des Barock 

Sonata Stereo 96000 

Horst Klee, whose recordings for the Soloist 

label have won him great acclamation, has 

released this album under a new label, Sonata. 

Klee’s performance of Weiss’ pieces is clean and 

expressive — though everyone knows that Ponce, 

not Weiss, wrote these works. The duet work with 

Matthias Dammann is accurate, clean and very 

well done, more in line with Klee’s prodigious 

talents. Milan’s Pavanes, with multiple repeats of 

sections, tend to go on too much, but Couperin’s 

Les Barricades shows fine control and a sense for 

French Baroque. Klee could have chosen more 

works from the Baroque — half are from the 

Renaissance. The recording tends to be uneven, as 

if recorded in different locations, but the sound is 

good. Though this record doesn’t come up to the 

others in performance style and sound, there are 

some fine moments. Next time — more planning 

and a better repertoire selection should result in a 

record up to par with Horst’s previous recordings 

which have been excellent. Norman Ruiz 

ALVARO PIERRI 

Alvaro Pierri Gitarre 

»Blue Angel Zweitausendeins BA 29003-Stereo 

Virtuosity and sensitivity characterize Alvaro 

Pierri’s latest recording. Llobet’s harmonization 

of 5 Catalan folk songs have made them classics, 

and Pierri renders them with a lyrical, gentle 

touch never exceeding the bounds of expressive- 

ness nor exaggerating their romanticism. Walton’s 

Bagatelles are truly a_ bag-of-shells in Pierri’s 

hands. His technical skill allows him to tackle 

the devilish Ist and 5th — his sensitivity allows 

him to present a delicate 2nd and 4th, and his 

bending of strings adds a humorous dimension to 

Alla Cubana. Pierri knows how to use rubato, as 

in #1, discreetly without destroying the musical 

line. Six Renaissance pieces by Polish lutenists 

are paired on side 2 with Berkeley’s Sonatine. The 

lute pieces are Pierri’s contribution to the ‘“‘new”’ 

literature. Berkeley’s Sonatine fares well in 

Pierri’s hands, his playing is fluid and direct, 

but one is left with a dryness which may be 

characteristic of the music or its juxtaposition 

with the Renaissance. Norman Ruiz 
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PiERRI 
CiTARRE 

spielt Llobet - Walton - Catone - Polak - Diugoraj - Berkeley   
  

  

     ote: 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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FRANCISCO TARREGA 
Fantasia on Themes from La Traviata 

Edited by Carlos Bonell, European American Music 

With the overabundance of Capricho Arabe’s 

and Recuerdos it’s nice to find a piece by 

Tarrega that’s totally different. Bonell has 

recorded it on his virtuoso album, and though 

it’s a little corny, it’s really a well constructed 

piece which never succumbs to banality (as 

we all know Tarrega is prone to do). Based 

on themes from Verdi’s La Traviata we can at 

least be assured of some solid melodic ideas. 

By picking up motifs here and there, stringing 

together themes (with changing tempi) a skill- 

ful use of harmonics, even a cadenza reminiscent 

of Arabe’s chromatic scale, a nice little tremolo 

section and, to bring the piece to a rousing 

conclusion, an Assai Brillante with a grand 

finale ala Verdi — by doing all this Tarrega 

has captured the spirit of the opera and utilized 

some of the best melodies. Technically it would 

fall in the intermediate level. It’s a piece that 

would grace any program without costing a lot 

of blood, sweat and tears. Norman Ruiz 

  

FRANCISCO TARREGA 

Fantasia on Themes 
from La Traviata 

Leela ia elotn saa Na roe 

  

      

JOHANN SEBASTIAN BACH 
Lute Suites, Suite in E minor, BWV 996 

Edited: R. Tureck — Fingering: S. Isbin, G. Schirmer 

Rosalyn Tureck, acknowledged expert on per- 

formance of Bach, combines her talent with 

Sharon Isbin’s in this facsimile-performance 

edition of Bach’s E minor Suite (also available 

in the C minor, #997). Six pages of introduction, 

cover topics such as the origin of the text, 

phrasing, accents, tempo, dynamics, embellish- 

ments, style, performance hints and a description 

of the six movements. A facsimile of the Gerber 

manuscript is provided and then the music 

itself. Isbin’s fingerings are thoroughly playable, 

with large hands, and her use of cross-string 

fingerings lends a fluid, harp-like quality 

to the music. The text includes all notes, 

unplayable notes are smaller, other notes are in 

brackets. Phrasing lines are dotted, original 

phrasing lines are solid, slurs are solid. Repeat 

ornaments are indicated, and all ornaments 

are written out. Variants from the two are given, 

initialed, footnoted where necessary, especially 

ornaments. Norman Ruiz 

  

Johann Sebastian Bach 

LUTE SUITES 

Suite in E minor, BWV 996 
Edited for 

Classical Guitar 
hy 

ROSALYN TURECK 
F ering by Sharon Isbin     

3. SCHIRMER New York/Lom       
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Letter: “I am a sixteen-year old who 

has been studying guitar for the past 

ten years. I have been devoting myself 

to the classical guitar for the past six 

years. This spring, I plan to take part 
in a number of Washington, DC, area 

scholarship competitions. 

Presently, I am working on 
Turina’s Sonata and Bach’s Lute Suite 
No. 1 (BWV 996), and am wondering 
if these pieces would be appropriate 
for the type of competitions in which 
I am interested. Please also advise as 

to other suitable pieces.” 

Karl Wohlwend, Woodbridge, VA 

ANsweER: The usual procedure for 

entering a competition is to first write 
to the school which is sponsoring the 

event and find out which pieces of 
music they require for each level (age 

group of participants). If you are 

already playing the prescribed pieces, 

or must learn them, then send in an 

audition tape. If and when you are 

accepted the competition committee 
will advise you further. 

  

  

  

siry: Announcing the presentation of 

the American Spanish Dance Festival 
— 10th Anniversary Celebration July 
21 — July 31 at Northeastern, 

Chicago, IL. For details contact: 

Ensemble Espanol, 5500 N. St. Louis, 
Chicago, IL 60625, (312) 583-4050 ext 

ANDRES SEGOVIA was presented with 

a lifetime achievement award by the 
trustees of the National Academy of 
Recording Arts & Sciences during the 

Grammy Awards televised program 

on February 25, 1986. For the award 

presentation Christopher Parkening 
performed Cancion y Danza No. 2 by 

Ruiz-Pipo, and Canarios by Sanz. 

  

Letter: ‘““This may seem of little 
importance but I fail to understand 
and am disturbed at the way several 

editors and transcribers have taken 
Bach’s Partita #1 in Bm (for solo 

violin) and rewritten some of the 

movements in Am when everything is 

just perfect for the guitar playing it 
in Bm, where it should be anyway. 

The corrante I played right from the 

original violin manuscript and it fit 

pleasurable to guitar. Another done by 
a reputable transcriber in A minor was 

a complete mess and lopsided un- 
flowing fingering for the left hand. 

Why is this, with this Partita?”’ 
Tom O’Leary, Owego, NY 

Answer: The Oxford Companion to 

Music makes a cogent suggestion 

about transcribing, a suggestion 
which has been all but ignored in 

recent times, “‘It is necessary . . . that 
the arranger should consider, not so 

much how nearly he can reproduce a 

given passage in a new medium, but 
rather how the composer would have 

written it had that medium been the 
original one.” Eschewing note-for- 

note accuracy in lieu of capturing the 

spirit or intent of the piece has been 

a hallmark of all great transcribers. 

Bach himself had no qualms about 
recasting his own works; as Schweitzer 
laments: ‘‘How Bach could venture to 

transfer the two cantabile violin parts 

of the slow movement to the harpsi- 

chord with its abrupt tone, must be left 
to himself to answer.” 
When it comes to Bach’s Partita #1, 

most of the movements which have 

become part of the guitar repertoire 
retain the original B minor tonality. 

The Bourree and Double are 

admirably transcribed by Segovia in 

B minor. The Sarabande and Double 
are likewise performed only in their 

original key. If the A minor trans- 
criptions bother you, try a capo on the 

second fret. 

  

LETTER FROM CorpDoBa, SPAIN: Class- 
ical Guitar, Flamenco Guitar and 

Dance Seminar will be held in 
Cordoba, July 14 through July 26. 

Course A, July 14, will be taught by 

Paco Pena & Tito Losada; Course B, 

July 16, taught by John Williams & 

Benjamin Verdery: Course C, July 14- 

25, taught by Loli Flores, Course D, 

July 14, taught by Carmen Cortes; 

Course AA, July 14, taught by Ricardo 

Mendeville. For full details write to: 
Centro Flamenco Paco Pena, Plaza del 

Potro, No. 15, 14002, Cordoba, Spain. 
  

3015 or 583-4062 (after hours). 
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Co.uece Park, MD: The First Amer- 

ican Classical Guitar Congress, June 
10-14. For full details write: First 

American Classical Guitar Congress, 

Summer Programs, University of 
Maryland, College Park, MD 20742. 

(301) 454-5910. 

NortH Daxota/MAnirosa: Interna- 
tional Music Camp, Guitar 
Workshop, July 6-12. For additional 
info write: Joseph T. Alme, Director, 

International Music Camp, Box 27, 
Bottineau, ND 58318. 

Toronto, Canapa: Canadian guitar- 

ist Norbert Kraft won first prize in the 

1985 tenth annual Andres Segovia 
Competition in Palma de Mallorca, 

Spain. 

  

Cincinnati, OH: Classical Guitar 
Summer Workshop, July 24-27. For 

info call Clare Callahan, College- 
Conservatory of Music, University of 
Cincinnati. 

Aspen, CO: The Aspen Music Festival 
and School will hold the second 

season of Master Classes in Guitar 
Performance to be held in Aspen, CO, 

June 30-August 10, 1986. The 
program offers a series of three two- 

week intensive seminars in classical 

guitar studies taught by Oscar Ghiglia 
and Sharon Isbin. For info write: The 

Aspen Music School, 250 West 54th 
Street, 10th Floor East, New York, NY 

10019, or call (212) 581-2196. 

IsLE OF MAN, BritisH Isxes: The First 

Isle of Man International Guitar 

Competition and Workshop will be 

  

held in Port Erin, Isle of Man, August 

22-28, 1986. The competition will also 

feature the lute, with a master class 

and recital by Tom Finucane, and the 

mandolin. Luthier Brian Cohen will 

demonstrate guitar making. Paco 
Pena will instruct a flamenco master 

class and give a recital. Timothy 

Walker will hold classes in Ensemble 

Playing, and a class with tenor James 
Griffett in Accompanying The Voice. 

They will also give a concert, Timothy 

Walker and Leo Witoszynskyj will 
give a duet recital (both are on the jury 
for the competition). The opening 

recital will be given by Eliot Fisk. 

Write to: The Secretariat, Mananan 

Festival Office, Port Erin, Isle of Man, 

British Isles. 

SaBLE, FRANCE: International Guitar 

Festival to be held in Sable, August 24- 
27, 1986. For complete details write: 

Jean-Bernard Meunier, Association 

Culturelle de Sable, Centre Culturel 
Joel-Le-Theule, 72300 Sable, France. 

Tel. (43) 95.49.96. 

Nick, France: Centre International 
De Formation Musicale presents at the 
International Summer Academy of 

Nice, the 1986 Festival of Arts. Master 
Classes in classical guitar will be 
taught by Leo Brouwer and Carel 

Harms. The festival is presented July 

7 through August 8. For full details 

write: Secretariat du CIFM — Conser- 

vatoire National de Region de la Ville 

de Nice, 24 Bd de Cimiez, 06000 Nice, 

France. 

Los ANGELEs, CA: World renowned 

Spanish guitar virtuoso, Andres 
Segovia, will conduct Master Classes 

at the University of Southern Cali- 
fornia, July 16-25, 1986. The Master 
Classes are open to guitarists of all 

ages and nationalities. The literature 

performed and studied in the classes 

will be the Segovia recorded 
repertoire. For info ‘write: James 

Smith, Segovia Class Coordinator, 

School of Music, University of 

Southern California, Los Angeles, CA 

90089. (213) 743-2527. 

  

BozeMaNn, MT: Monti State 

University Department of Music and 
the Division of Extended Studies 
present a Christopher Parkening 

Master Class August 12-15, 1986. For 

more info write: The Department of 

Music, Montana State University, 
Bozeman, MT 59717-0008, Phone 

  

Note: Readers who wish to submit articles pertaining to this column write: 
Guitarra, Guitar Around the World, 3145 West 63rd Street, Chicago, IL 60629 

(406) 994-3561. 
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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- 

  

For Guitars ¢ Violins e Pianos French and Italian-Spanish tablature. All exer- 
cises in both types of tablature. G tuning (capo 

Antigua Wax is a secret blend of Carnauba, at third fret), 6-string instrument. 60 pages. 
Coconut and Rosewood Waxes. It has been L NEW EDITIONS OF MUSIC FOR 8-STRING 
used to protect priceless instrument collections Sere eee atone aD el, DNUROTR. 
* Vieux Gaultier, Dufat, Bach, Weiss, Vivaldi, 
in museums throughout the world. Mozart and others. 

PRICE: $2.95 plus 75¢ postage & Send for list and prices to: 

Antigua Casa Sherry-Brener, Inc. Octo-Chordae Press 
150 Pl t 

3145 W. 63rd Str., Chicago, IL 60629 leeraanioen WV 26505       

Call of Write for Details: 
619-727-2230 « 2141 Lakeview Road, Vista, CA 92083  



    

  

  

ANTIGUA RECORDS PROUDLY PRESENTS 

Douglas Niedt’s Newest Album 

AFTER HOURS 
CLASSIC GUITAR 

Antigua S-3000 STEREO 
  

BAY La 

      
  

SIDE ONE SIDE TWO 
: 1. Lover (Richard Rodgers) 

1. El! Humahuaqueno (Edmundo Zaldivar) 2. Cancion del Viento (Anonymous) 

2. Le petit negre (Alexandre Tansman) 3. The Young Pioneers (Aaron Copland) 
: 4. Disque (Alexandre Tansman) 

3. Midsummer Nocturne (Aaron Copland) 5. Down a Country Lane (Aaron Copland) 

4. Take Five (Paul Desmond) ‘6. Andante cantabile (Vincent Persichetti) 
: 7. Three-Quarter Blues (George Gershwin) 

5. Aria (Eugene Bozza) 8. Anniversary for Susanne Kyle (L. Bernstein) 
6. Carioca (Vincent Youmans) 9. Laura (David Raksin) 

Send $9.95 per Album plus $2.50 handling to: 

Antigua Casa Sherry-Brener Ltd. of Madrid 
3145 West 63rd Street, Chicago, IL 60629 — Phone: 312—737-1711 
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PLAYER'S NAILS 
A Whole New World of Sound 

at your Fingertips 

  

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 

    

DEVELOPED FOR GUITARISTS ONLY. 

REPLACE A WARPED, DAMAGED, BROKEN 
OR WORN-OUT FINGERNAIL 
IN LESS THAN THREE MINUTES. 

PLAY ON NYLON OR METAL STRINGS 
AS LONG & AS HARD AS YOU WANT 
WITH BETTER TONE, 60% MORE VOLUME. 

FILE, SHAPE & BUFF TO PERFECTION. 

HAVE A PERFECT NAIL AT ALL TIMES. 
WHEN YOU TOUCH, IT RESPONDS. 

USED BY PROFESSIONAL GUITARISTS ALL 
OVER THE WORLD. 

ACCLAIMED BY GUITAR MAGAZINES IN 

THE U.S. & OVERSEAS. 

“They're great 

Chet Atkins 
Frets Nov ‘81 

“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 endowed can buy them.” 

Alice Artzt 
Guitar Revue #46 

“Don't ever leave 
home without them.” 

Liona Boyd 

“Thank you for making this fine product 
available; it is a godsend to guitarists 
everywhere.” 

Aaron Shearer 

Chairman, Guitar Department 

N. Car. School of the Arts 

/ did a tour a year or so ago, and for the whole 

trip the middle nail was a false one [PLAYER'S 
NAILS). As a matter of fact, it sounded rather 

better than my real nail....1f you look in my 
guitar case I've got a whole box of them.” 

Julian Bream, Excerpt from his book 

A Life on the Road. 

The complete kit includes two dozen nails, 

accessories and detailed instructions. 

At your local music store, or send $19.95 plus 
$1.50 first class mail to: 

Balcan Music and Accessories 

67-11 Yellowstone Blvd., (1C) 

Forest Hills, N.Y. 11375 

718/263-1654 

No C.O.D.'s please. Outside U.S. add $1.00 
per order and send payment in U.S. funds 
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LIMITED OFFER 

GUITAR REVIEW 

FREE CASSETTES 
Superb recordings made during 

concerts at the “Y” by the 

world’s leading guitarists 

RECORDED “LIVE” BY 

ESCUDERO, FISK, FERNANDEZ 

AND THE ASSAD DUO 

Free with each subscription to the Guitar Review. . . 

Two 60-minute cassettes. worth over $15 

You can’t buy them from us or anyone else! 

Subscribe now and receive our “Thank You” gift. 

To obtain all four cassettes, in addition to your 
own subscription, give a gift to a friend. 

(1 year, quarterly $24, domestic; $28 foreign) 

Unless you give other instructions, 
all four cassettes will be sent to you. 

40 West 25th Street, NY, NY 10010     

  

  
A beautiful book on 
the dassical guitar!” 

    A straight forward, 

no nonsense look 

at the guitar. 

96 Pages 

112 Photographs 

Quality Hard Cover Bound 

The Fine Guitar 
by JOSE ORIBE 
$19.95 Hard Cover 

Add $2.00 Shipping, CA Residents Add Sales Tax 

VEL-OR Publishing Co. 
P.O. Box 293, Vista, CA 92083 
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Hanpb CRAFTED 

CLASSICAL GUITARS 

By 

Paul H. Jacobson 
Luthier 

FOR INFORMATION 

CONTACT THE BUILDER 

PERSONALLY 

4408 FRANCIS ST. 

KANSAS CITY, KS 66103 

(913) 677-1221 

     



  

  

  
  

ALBERT AUGUSTINE: LTD: 
CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS     
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« Make Your Oroon 
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 Cain 
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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Che Guitar Workshop 
(and exchange) 

THE GUITAR EXCHANGE 

My extensive computer database 

of classical guitarists in the U.S. 

and abroad can help you sell an 

instrument or find one to buy. 

For further information, please 

contact me personally. 

Paul KH. Jacobson 
Luthier 

‘$408 FRANCIS ST. 

KANSAS CITY. KS 66103 

(913) G77-1221 

     



  

  

  

ANTIGUA CASA SHERRY-BRENER, LTD. OF MADRID 

PROUDLY PRESENTS 

MICON MUSIC TUNERS 
HU-8300 MICON GUITAR TUNER 

  

  

   

    

  

Ree ee dee te 

rrr Pre eae) 430 bane 
MICON 

iam at is s HM Ua sg 

SPECIFICATIONS 
Measuring Method: Measurement by quartz control microcomputer 
Indication: Frequency deviation on meter CENT/Hz 
Measuring zone: E, A, D, G, B 
Tuning zone: — 50 to +50 CENT of selected key to be tuned 
Tuning accuracy: +1CENT 

Shean i DC9V O006P/6F22 pg Power Requirements: ; one uni 
Dimensions: jee oe 9 33(H) x 145(W) x 60(D)mm 
Weight: : 190grm. (including battery) 

Micro Tunes By Notes, Guitar, Violin, Bass, Mandolin, Banjo, etc. 

HU-8400 MICON CHROMATIC TUNER 

ee ed 

SPECIFICATIONS 
Measuring Method: Automatic measurement by quartz control microcomputer 
Indication: Frequency deviation on meter CENT/Hz 
Music detection: Built-in microphone, Input jack 
Measuring zone: C, (32.7Hz) ~ Be(1975.53Hz) 
Tuning zone: —50 to +50 CENT of selected key to be tuned 
Accuracy: +1 CENT 
oe jack: By-pass 
ower Requirements: : OO6P/6F22 9V or AC adapter 

Dimensions: PI app a 33(H) x 145(W) x 60(D)mm 
Weight: Se 'PPING —_490grm. (including battery)     Micro Tunes By Notes & Harmonics the Guitar and All Other Tunable Musical Instruments. 
  

ANTIGUA CASA SHERRY-BRENER, LTD. OF MADRID 

3145 WEST 63RD STREET, CHICAGO, IL 60629 — 312-737-1711     
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THE 
QUITAR 
SALON 

DEALER IN 
CLASSICAL & FLAMENCO GUITARS 

PRIVATE LESSONS — ANY STYLE 

BEVERLY MAHER 
45 GROVE STREET 

NEW YORK, f.Y. 10014 

BY APPOINTMENT 
(212) 675 3236 

  

        

  

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 
    

  

  

Sherry-Brener, Ltd. 
Proudly Presents 

The Antigua 
Guitar Blanket 

Endorsed by 
Manuel Lopez Ramos. 

Protects your Guitar against: 
@ Prespiration, scratches, bumps 
@ Helps arm movement, no slipping 

Velour: Brown, Black, Purple, Rust 
$24.95 plus $1.95 postage 

Ultra Suede: Brown, Tan, Burgundy 
$34.95 plus $1.95 postage 

Velvet: Burgundy, Green, Blue, Black 
$44.95 plus $1.95 postage 

Sherry-Brener, Ltd. 
3145 West 63rd Street 

Chicago, IL. 60629 
  

  

 



    
   

    

At Last! 
Brilliant Tone in 

Classic String! 
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GHS- LA CLASSIQUE 
SMOOTHWOUNDS 

If you have tried other brands of smooth classics and 
been disappointed by the flat tone, here’s good news— 
GHS LA CLASSIQUE™ SMOOTHWOUNDS. 

Because we use pressurewinding instead of grind- 
ing, the GHS wound (bass) strings ring out with 
bright, full tone. 

The trebles—made of clear Dymetrol®, a nylon re- 
cently developed for music strings—are smooth, 
maintain an exact gauge, and play in tune. 

Perfect for recording, for any time re- 
duced “finger whisper” is desired, for any 
time at all. 

GHS La Classique™ Smoothwounds. 
Set #2390, in the silver package. 
See your dealer today!   

  

glist: 
The String Specialists 

ghs strings / battle creck / michigan   
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Guitars 
Cassical and ‘flamenco 

Pandtnadk in 
Spain 

  

and ‘Fapan 

Antigua Casa Sherry-Brener offers you... 

Handmade guitars from the world’s greatest luthiers; 

for the student, teacher and concert guitarists. 
We have the finest selection of guitars in the world. 

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

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

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

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

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

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

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

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

old woods, ideas and dreams into beautiful musical 

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

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

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

We also publish Guitarra Magazine, a bi-monthly, 

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

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

ANTIGUA GASA 

SHERRY-BRENER. 
OF MADRI 

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

  

 



    

  

    

      

    
      

      

    
        
            

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- 

f ledge of its readers —for 
the beautiful instrument 
which is the guitar.” 

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 

  

  

    
     
    

    

   
    
      
    
       
       
     
      
      
      
       
      
    

  

    
    
    
    
     
         
       

     
    
    

    
     
     
     

    

      

      
    

    
    
    
     

      
       

      

      

    
    

   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 

    

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 

  

September 27, 1978 

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 

A 

~ The World's Greatest Guitar Magazine 

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 

    

  

  

 



  

  

S Birthdays of Aficiona os 
  

      
  

Johannes Brahms 
Hamburg, Germany May 7, 1833 

Juan Ramon Talens Bustamante, Valencia, Spain May 6, 1905 

Vladimir Bobri, Kharkov, Ukraine : May 13, 1898 
Claudio Monteverdi, Cremona, Italy May 15, 1567 
Paco Lucena, Lucena, Spain June 1, 1859 

- Robert Schumann, Saxony, Germany June 8, 1810 

Alexandre Tansman, Lodz, Poland 5 June 12, 1897 

- Charles Gounod, Paris, France d June 17, 1818   Napoleon Coste, Doubs, France ss 7 June 28, 1806 

   


