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Arpeggios & Finger Tension 
Part III 

9 herefore, i will pluck the third string, 
m follow-through, and then immediately 

m relax to fall forward into its original 
position in front of the third string. Then as 7 
stays stationary in front of the third string and 

a in front of the first string, m will play the 

second string, follow-through, and then 

immediately relax to fall forward into its 
original position in front of the second string. 

Be certain that as m makes its stroke, a does 

not get pulled out of its position in front of 
the first string. Then as 7 stays stationary in 

front of the third string and m in front of the 
second string, a will play the first string, 

follow-through, and then immediately relax to 

fall forward into its original position in front 
of the first string. And so on. 

Usually this problem of incorrectly 

maintaining tension in a finger after the 

follow-through, thus preventing its return to 

its original position, is most prevalent in the 

a finger. The arpeggio in example #4 is a good 

  

EXAMPLE #4 
  

Piwia4 Plum i a 
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test to see if the a finger is working correctly. 

As the pattern is played over and over at 

M.M. = 120 for an eighth note, watch the a 

finger. As i and m are playing, the a finger 

should not be hovering above the second, third, 

2 

or fourth strings or be tucked upward into the 

hand or be hovering above any string more than 

1/8 to 1/4 of an inch. Rather, it should be 
stationary in a position 1/8 to 1/4 of an inch 

in front of the first string ready to play. 
The cure for our problem is the same as for 

so many other problems — very slow practice. 

Going back to example #3, hold the fingers in 
position ready to play the arpeggio pattern. 
Play 7 several times very slowly making sure 

that the finger relaxes after plucking so that it 
immediately falls forward into its original 
position in front of the third string. You could 
forcibly push it forward into position but that 
is a waste of energy. Let gravity do the work 

for you. Also be certain that m and a maintain 

their positions in front of the second and first 

strings. Then try playing m several times very 

slowly again making certain the finger relaxes 

after plucking so that it immediately falls 

forward into its original position in front of 
the second string. Be sure i and a stay in their 

respective positions. Finally, play a several 
times very slowly making certain that after 

plucking it springs forward into its original 

positon while 7 and m maintain their positions 
in front of the third and second strings. 

Once each finger is trained individually, try 
playing the full arpeggio in example #3 at 

M.M. = 50 for each eighth note carefully 

watching and feeling each finger pluck and 
then spring forward into its original position. 

Then gradually increase the speed. In difficult 

cases, it can take up to two months to correct 

this problem and finally incorporate correct



  

relaxation into your arpeggio playing but it 

will be well worth it. Unless the fingers learn 

this technique, it will be very difficult to play 
arpeggios with speed and accuracy without 

straining the finger and hand muscles. 

Our final problem concerning arpeggios and 
finger tension involves excessive relaxation of 

the thumb. Looking again at example #3, the 

thumb must repeatedly play the sixth string. 

Just for a moment, set the fingers above the 

strings ready to play this arpeggio. Notice that in 

order to hold the thumb in position ready to 
play the sixth string, you must use force or 

tension to keep it hovering behind the sixth 

string. If you relax the thumb entirely, it will 

fall downward coming to hover above the fourth 

string as i, m, and a maintain their positions 

above the treble strings. Therefore, when play- 

ing this arpeggio it is necessary, after playing 

the sixth string and following-through, to 

pull the thumb (using force or tension) back 

into position in back of the sixth string ready 

to play again. Otherwise, if the thumb relaxes 

after the follow-through, it will remain hovering 
above the fourth string. And then when it is 
time to paly the sixth string again, it must 
suddenly and frantically pull itself back into 
position. It will either be late rhythmically, 

miss the sixth string entirely, or play it with a 

poor 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 

pull itself back into position behind the sixth 

string again and again. 

What should happen is this. After the thumb 
plays the sixth string and follows-through, we 
should pull the thumb back into position in 

back of the sixth string as 7, m, and a are play- 

ing the treble strings so that the thumb will be 

ready to play the sixth string again by the 
time a has played the first string. This will 

produce a very smooth thumb preparation 

without any last minute adjustments and extra 

tension. With the thumb already prepared in 
back of the sixth string, it is highly unlikely it 
will miss the string and will be more likely to 

produce a fine tone. And the absence of last 

minute frenzied preparation means that the 
thumb will play with more surety and security. 
This technique is fairly easy to master in a few 

days with slow practice of the arpeggio in 
example #3. 

Once you have trained the thumb to return to 

its position to play the sixth string, you are 

very close ta achieving the ultimate goal of 

training it to automatically anticipate what it 

has to play next. In example #5 the thumb 

EXAMPLE #5 

tw, i 

  

must play the fifth string, sixth string, fourth 
string, and finally the third string before 

repeating the pattern. The thumb should always 

prepare for the note it has to play next. In this 

example, it should play the fifth string and 

then be pulled back to position in back of the 

sixth string to play the low G. After playing 

the G it can relax and follow-through to a 

position in back of the fourth string. Then after 
playing the fourth string it must fall into 

position in back of the third string. Finally, 

after playing the third string it must be pulled 

all the way back to a position in back of the 

fifth string to begin the pattern again on the 

fifth string. It may sound complicated on paper 
but with a little slow practice the thumb will 

acquire a mind of its own and automatically 

prepare itself for what is to come. And if you 

ever have difficulty with thumb accuracy or 

speed in an arpeggio passage, you might double- 

check to see if the thumb is preparing itself 

correctly for the notes in the passage. Usually 

a little analysis and training of the thumb 

preparations will take care of the problem. 

Contrary to some people’s wishful thinking, 

playing a musical instrument is not necessarily 

a muscularly relaxing activity. Although much 

of the time relaxation is certainly required, the 
purposeful use of tension is also essential. 

Part of technical mastery is learning when, 

where, and how much to use each one. @ 

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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Two Elizabethan 

Lute Masterpieces 

by 
John Dowland & William Byrd 

(1563-1626) 

he two lute works presented in this issue 

BE offer the guitarist a fine addition to his 
or her repertoire. They are not easy pieces, 

especially when played at a proper tempo. 

The Dowland piece, with the original title of 
simply Fancy, comes from a Cambridge Univer- 

sity Library source, MS Dd. 9.33. There are many 

errors in this sole Cambridge source and our 

version is based, somewhat, on the modern 

edition edited by Diana Poulton and Basil Lam, 

The Collected Lute Music of John Dowland, 

London 1974. The original was written for a 7- 

course lute. We have arranged the piece for six 

strings. In measures 51 and 52 we have raised, by 

one octave, the bass lines so that they may fit 

on the 6-string guitar. 

What makes this piece most spectacular and 

unusual, for its time, is the tremolo and open, first 
String, pedal finish. The extended final cadence, 
using the tonic and subdominant chords, with 

the IV chord minor instead of the usual major, 
is typical of the Dowland fantasies. 

One should retune the third-string to f# as there 
are several suspended V-I cadences that make this 
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(1543-1623) 

simple request necessary. Also, the V chord of B, 

on several half-cadences at the seventh fret, further 
make this retuning a most practical decision. 

We have had many requests to publish this 

Fancy after we published a portion of this piece 
in Guitarra Magazine, issue No. 58, 1984, in the 

Fret Knots column, Scales and Chords that 
Develop Within Lute Tuning. 

The William Byrd composition, My Lord 
Willoughby’s Welcome Home, comes from the 
Jane Pickering lute manuscript collection dated 

1616. Of course this setting is not Byrd’s original 

version as Byrd did not write for lute. One may 
find a keyboard setting in the Fitzwilliam Virginal 

Book, modern edition by Dover, New York, 1963, 

Vol. Il. The title here is “Rowland”. In the 
Thomas Robinson lute book, The Schoole of 

Musicke, 1603, there is a version with the Lord 
Willoughby title. This Robinson version is a bit 
more elaborate than the Pickering setting, having 
thirty-second note runs and a triplet section. 

The Willoughby march is based on a ballad 

tune that recalls the English victory over the 
Spanish at Flanders in 1589: 
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Both pieces may be heard on the Nonesuch 

recording, H-71363, The English Lute, performed 

by Paul O’Dette, lutenist. 

The Welcome Home was originally set for a 

6-course lute, so no editing was necessary. Again, 

we have based our fingering with the third-string 
lowered to f#. 

TEMPO 
Dowland’s Fantasie as played by Mr. O’Dette 

on the above mentioned recording, is performed 
alla breve with the half-note at about 63. This 

makes for a very quick tempo. We could 

recommend the quarter note to about 100 and 

played in 4/4. This may be advanced to 108-116 

after some practice. The overall effect is then 
quite rewarding for your audience. 

As we mentioned, the Willoughby piece is a 
march. In America the march is set at: quarter 

note to 120. This would be too fast for this piece 
even for Mr. O’Dette who blazes away at about: 

quarter note to 84. If one can play this piece to 
84 we feel that that would be quite sufficient. @ 

David Harris is a concert guitarist and professor of guitar at 

West Virginia University. 
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as ‘nowe in the eightieth year of myne age’. 

  

  

estate at Stondon, Essex, in 1628, describing himself in his will, made a little previously, - 

_ He studied, it is said, under Tallis (q.v.) and at twenty or twenty-one was organist ol 
Lincoln Cathedral, as later (jointly with his master) of Queen Elizabeth’s Chapel | Royal. 

He wrote church music, string music, keyboard music, and secular choral music all of the 
finest quality, in some examples (especially of his sacred choral music) reaching sublimity. — 
He was one of the founders of the English Madrigal School and one of the most active and 
able of those English writers of keyboard music whose bold and well-considered 
experiments laid the very foundations for all future building in this domain of art. _    
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FANTASIA 

John Dowland Transcribed from the tablature & fingered for 6-string guitar by David Harris © 1984 
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FANTASIA (continued) 

John Dowland Transcribed from the tablature & fingered for 6-string guitar by David Harris © 1984 
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John Dowland Transcribed from the tablature & fingered for 6-string guitar by David Harris © 1984 ||, 
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My Lord Willoughby’s Welcome Home 
William Byrd Transcribed from the tablature & fingered by David Harris © 1968 
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My Lord Willoughby’s Welcome Home continue) 
William Byrd Transcribed from the tablature & fingered by David Harris © 1968 
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with Frederick Noad     
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Improve Your Sightreading 

Part I 

ae ce mateur guitarists are rarely good sight- 
ay ts readers, particularly when compared to 

i323 piano students of similar experience. 

Because of this guitarists are often considered 

less musical than the students of other instru- 
ments, an over-simplification with little truth 

to it. 
The fact is that the guitar presents a greater 

challenge in several ways. On the piano a given 

note is always to be found in the same place. 

Not so the guitar, where for instance the note 

E at the top space of the staff occurs as an open 
string and at three other locations. On the piano 

the notes ascend in orderly fashion from lowest 

to highest with black keys to help quick identi- 

fication. In contrast the guitar fingerboard offers 

few landmarks, and even the musical interval 

from one string to another is not consistent. 

Finally, apart from the open strings, it takes a 

precise movement of both hands to sound a 

single note on the guitar; a far cry from the 

simple keystroke needed for the piano. Yet in 

spite of the difficulties guitarists typically 
practice hours at a time to perfect the physical 

movements in the attempt to acquire a secure 

technique. Thus in no way can they be con- 

sidered less dedicated musicians, even though 

their reading skills may be less developed. 

Almost anyone has the capacity to become a 

good reader. Just as any child can learn the 

English language with all its complexities of 

alphabet, word, phrase and sentence; so can the 

language of music be mastered. 

   
   

10 

Fortunately there are some specific ways to 

achieve a dramatic improvement in sightreading, 

and all that is really required is a firm commit- 

ment on the part of the player. The rewards are 

considerable; pieces learned in half the time, 

and before the pleasure of them has worn off; 

the fun of joining other musicians for duets or 

ensembles without feeling handicapped; and 

the greater overall security in playing that 

comes from having a clear idea of the musical 
score. 

FIRST PRACTICAL STEPS 

1. Learn the fingerboard. 

It seems obvious that the first step is to know 

where the notes are, yet many students are quite 

vague about the notes above the sixth or seventh 

fret. Up to the twelfth fret there are 72 notes to 

be memorized, and at the rate of twelve notes 

a day you can do it in a week and still have 

Sunday off. Twelve notes are only two frets 

learned crosswise. 

It is better to learn notes across the frets 

rather than in scales or in succession up the 

strings, because the latter involves simply saying 

the notes in alphabet order. This avoids the effort 

of memorization since you already know the 

alphabet, and hence does not work for learning 

the notes. 

While it is customary to learn the letter name 

(A,B,C etc.) of each note for easy reference, the 

really important thing is to relate a location on 

 



  

the fingerboard with a location on the musical 

staff. For instance, in Example #1 below it is 
more important to associate (a) with (b) than 

simply to learn each as the note G. 

EXAMPLE #1 
  

  

    
cept 
@         

Thus as you learn each fret, say the name of 

the note, then form a mental picture to associate 
the location on the fingerboard with the location 

on the staff. 
Since the important part is the association as 

between (a) and (b), it would be an excellent 

idea to make a set of cue cards with fingerboard 
notes on one side [as in (a) above] and the staff 
equivalent on the other. If you already know 

the notes up to the fifth fret it would not take 
long to make cards for the less familiar higher 
frets. 
When away from the guitar or music paper, 

as for instance when in a car, it is possible to 
invent mental games which are just as helpful. 

For instance, imagine a note in the first position. 
Then, mentally work out where that same note 

can be found on the next string down, then two 

strings down. Look for every link and relation- 
ship that will help you. 

2. Count out loud. 

This is the first step towards a reader of 

rhythms as well as of notes. How many guitarists 

do you know who rely on a record to play a piece 

in correct time? These “half-readers’’ do fine 

with familiar repertoire, but are lost when it 
comes to looking at a brand new score. Your 
object is to read the complete information as 
when reading a book, not just to spell out the 

letters one by one. 

To count you must learn or relearn the note 

values and how they are conventionally counted. 
This line of music shows how most common 

values are counted in 4/4 time. 

EXAMPLE #2 
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Many books exist to help you in this area, 

and remember that they do not have to be guitar 

methods, as this area of music theory is the same 

for all instruments. 

There is a popular misapprehension that pro- 

fessional musicians do not need to count, but 
somehow just have a “‘feel’’ for the rhythms 
involved. Actually the professionals claim no 

such mystic powers and rely on the conventional 

ways of counting, although the count is probably 

mental rather than out loud. 
Right from the beginning it is important to 

acquire the habit of counting and playing simul- 

taneously, even though the music be a single line 

of simple notes. Go slow! It is much better to 

slow right down, but play in relatively correct 

time without correcting note errors. If you correct 

a wrong note you make one mistake into two, 

because you break the rhythm as well. A far 

better plan is to keep the count going, and to 

make the corrections next time through without 

a break in rhythm. As with skiing, your natural 

or safe speed will increase day by day. 

3. Find a duet partner. 
The object at this stage is to impose an un- 

breakable forward-moving rhythm. This can be 
done by playing to the beat of a metronome, 

slowing it down until reasonable accuracy can 
be achieved; then gradually speeding it up. The 
same purpose is served when two players read 
a duet, each undertaking not to break the time 
for any reason. From this the new reader also 

learns that he will quickly be lost unless he 
keeps the count going, but that if he does count 

it doesn’t matter if he misses a few notes since 
he can find his way back in again. This is the 
complete opposite to the way most beginners 
try to learn a piece; hacking their way laboriously 

through a single measure, then trying to 
memorize it before approaching the next. It is 
always better to take a line or two to study, or 

at least a musical phrase, so that some sense 

11 

 



may be made of the musical statement. The 

measure-at-a-time approach almost certainly 

produces boredom and even dislike of a piece 

long before it can be played up to time. 

SOME USEFUL TIPS 

a. Try not to look away from the music to your 

fingerboard. This is the easiest way to break the 

flow of the music, and it seldom serves any 

purpose except in the case of an extreme position 

change. The better plan is to have your music 

stand placed so that while reading the music 

you can still see the position dots at the fifth 

and seventh frets in your peripheral vision. 
These dots should be on the side of the finger- 

board, not centered. This involves a music stand 

that will go quite low, a point to check when 

buying one. 

b. From simple single-line melodies upgrade 

your reading gradually into two-part, then 

multipart music; but move on only when you 

feel confident that you have mastered the pre- 
vious stage. 

c. Always absorb as much information as you 

can before starting to play. This includes the 

key and time signatures, tempo, and dynamic 

signs such as loud (f) or soft (p). In the same 

way look for repeat signs before you start, and 

be ready for them. 

d. For more advanced readers, an analysis of 

the form and harmonic structure is most helpful 

before starting to play. Beginners can at least 

mentally count out the first few measures so as 

to have an advance idea of the rhythm. 

e. Finally, and most important, continually try 

to force your eye ahead of what you are playing, 

so that you gradually absorb larger groups of 

notes before executing them. This gives you an 

ever increasing margin of time to cope mentally 

with up-coming difficulties, which is perhaps 

the main secret of continuous reading. 

CONCLUSION 
Almost anyone can become a good reader with 

determination and some self-discipline. Any part 

of the process that can be made into a game, such 
as designing and using cue cards, helps to avoid 

drudgery. Similarly, duet playing is a great 

pleasure for most of those who discover it and 

a first-class way to practise reading. Most of us 

play the guitar for pleasure, and it is important 

to keep this in mind when working to improve 

our skills. The greater skills then become a 

source of pleasure in themselves. 

i a a 

  

Note: Readers of Guitarra who wish to submit questions to this column write: 
Guitarra, Playing The Guitar, 3145 West 63rd Street, Chicago, IL 60629 
  

  

home in Beverly Hills, CA. 

100,000 new players to the instrument. 

and theorbo.   

AsouT THE AUTHOR 
Frederick Noad, the author of a number of widely used educational guitar books and anth- 

ologies, was born in Belgium. Educated in England, he is a graduate of Oxford University. 

Originally trained in the violin and piano, Noad took up the guitar in his early teens, and 

was later a performing member in master classes of Andres Segovia and Julian Bream. 

After coming to the United States in 1957 he founded the “Spanish Guitar Center” in Holly- 
wood, modeled on a similar teaching establishment in London, which he directed until 1965. 

During this period he studied composition with Mario Castelnuovo-Tedesco at the latter’s 

In 1966 Noad launched the series ‘Playing the Guitar’ for educational television. The pro- 

grams were enthusiastically received from coast to coast, and are credited with introducing 

Noad has been a faculty member of the University of California, Irvine, and the California 

Institute of the Arts. He performs as a soloist, as part of a duet team, in concert with a lyric 

tenor and also as a continuo player in early opera. In addition to the guitar he plays the lute     
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Francois Couperin 

MENUET No. 1 
Transcription et Alain Miteran 
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Francois Couperin 

MENUET No. 2 
Transcription et Alain Miteran 

  

  

        

  

Credits to Guitare et Musique, Paris 

  

  
 



  

ANDRES SEGOVIA MASTER CLASS 

Souvenir Issue — Complete On-The- 

Spot Coverage of the Greatest Guitar 

Event of 1986 At The University of 

Southern California, 

  

  

The Andres Segovia 
Class of 1986 
  

Nm uitar afficionados 

(es from around the 

S28 world congrega- 
ted on the campus of USC 

to witness the historic 

Segovia Master Classes 

1986. Each afternoon was 

filled with events, recitals, 

lectures and films. It was 

nice to see the old Segovia 

master classes from 1965,   

  

maybe everything Segovia 

said wasn’t gospel when 
he made the cogent re- 

mark, “‘he gave to me what 

was already in me...I 

took what I wanted and 
didn’t take what wasn’t 

mine’’ — a statement 

which could require an 
entire evening’s discus- 

sion. 

Of the concert events     generously donated to the 
school by Elias Barreiro. There were fascinating 
lectures on the Segovia technique, (Michael 

Lorimer), the Segovia recordings (Graham Wade), 

Segovia and the Art of Transcription (Peter 

Danner). Also of interest was a panel discussion on 

Segovia’s teaching techniques, chaired by Segovia 

alumni including Dorothy De Goede, Oscar 

Ghiglia, Michael Lorimer, Christopher 
Parkening, George Sakellariou, Larry Snitzler and 

Graham Wade. The discussion turned into a 
eulogy to the Maestro. Parkening shared a 

charming and freightening story about being 

called spontaneously from the master class 

participants to perform for Segovia’s wife. 
Sakellariou touched on the philosophical points of 
Segovia’s teaching technique (as did Lorimer, 
intimating that Segovia reached into one’s spirit as 

well as one’s mind). Only Ghiglia hinted that 

14 

two were particularly spectacular. Dusan Bog- 

danovic, adept at both performance and composi- 
tion, presented a program of his own works, and 
works by Segovia and Villa Lobos. Especially 

charming was his Variations on Segovia’s Estudio 

sin Luz, a sensitive and witty work. Four encores 

from an appreciative audience were well deserved. 

Larry Snitzler gave a spirited performance of 

Tedesco’s Sonatine for Flute and Guitar (with 

Susan Greenberg on flute). 
But of course, the whole commerative was 

predicated on a master class, for twelve guitarists 
chosen from the best in the world! Mary Akerman 

demonstrated why she won the bronze medal at 

the Concours in Paris in ’85 — a beautiful, warm 

tone, delicate phrasing and true musicianship 
marked her playing. Marcelo Kayath, winner of 

the Concours in ’84, was brilliant in everything 
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he did — virtuosic, producing a rich, sonorous 
tone. And Scott Tennant, one of the Los Angeles 

Quartet members, played all of his works effort- 

lessly, drawing high praise from the Maestro. 
Other .talented players were Lily Afshar who, 

though rushing at times, was nonetheless a true 

musician. Fred Benedetti amazed the audience 

with his performance of the Chaconne (which led 
Segovia into some of his best moments of 

teaching); Trent Howard also exhibited a very 

high level of musicianship and technical skill. 

Harold Micay embellished his playing with a 
high emotional content. And Paul Rosandich 
ranked high with his warmth of tone and the 

wealth of his musical ideas. 

Alison Bert (who was stunningly dressed each 

night, finally drawing the comment from Segovia 
“Are you going to a party?’’) possessed a great 

deal of fire in her playing of Turina’s Sevillanas, 

though her long nails didn’t meet with Segovia’s 

approval, at which point Segovia gave a little 
lesson on tone production and the fingers. Michael 
Chapdelaine played with great sensitivity, 

producing a controlled delicate sound. William 

Feasley, a graduate of Peabody, performed 
Tedesco’s Capriccio Diabolico, excelling in the 

difficult arpeggios and scales, and gave a 

convincing rendition of Manen’s Sonata, though 

the now mellowed Segovia found his playing 
much too fast. Petur Johanson has a knack for 

slow movements, performing a Milan Pavane, and 

various Andante’s by Ponce and Torroba. 

Segovia was presented with a Commerative 

poster designed by artist Roxane Gagnon. The 

entire audience and performers sang the theme 

from El Mestre (The Master) in a touching display 

of respect and reverance for the great teacher. 

James Smith, who organized the event, was 

given a well-deserved round of applause from the 

audience...and now I hear rumors of another 

master class in the future with another of this 

world’s greatest guitarists. Let’s hope it happens. 
Norman Ruiz 

Mr. Ruiz was honored by being selected ‘First 

Alternate” for this historic occasion. 

Andres Segovia 1986 Master Class Participants 

» Lily Afshar 

Mary Akerman 

Fred Benedetti 
Alison Bert 

Michael Chapdelaine 
William Feasley 

Trent Howard 

Petur Jonasson 

Marcelo Kayath 

Harold Micay 

Paul Rosandich 

Scott Tennant 

Andres Segovia Commemorative Participants 

The following artists, scholars and presentors all 
made significant contributions to the Andres 

Segovia Commemorative: 

Diane Alancraig 
Elias Barreiro 
Dusan Boddanovic 
Andrew Charlton 
Peter Danner 
Dorothy DeGoede 
Oscar Ghiglia 
Susan Greenberg 
David Grimes 
William Kanangiser 
Michael Lorimer 
The Sima Mannick Trio 

Frederick Noad 
Christopher Parkening 
Ronald Purcell 
Stephen Robinson 
Philip Rosheger 
George Sakellariou 
John Schneider 
Larry Snitzler 
Robert Stevenson 
The USC Graduate 
String Quartet 
Graham Wade 
Stewart Warkow 

A ————————— 

Ph By was fortunate to accompany Andres 

WA > Segovia from his hotel to the class a 

SH number of times. Also, present were 

Stewart Warkow, Christopher Parkening and 

Dave Thomas. Candid words were spoken about 

the class each day which I will try to reveal in a 

    

  

  Andres Segovia & Michael Lorimer 

  
Ronald Purcell & Andres Segovia   Frederick Noad & Andres Segovia 
  

 



  

most delicate way. The views of conferees; Michael 

Lorimer, Ron Purcell and Frederick Noad, which 

were expressed to me, will also be a major part of 

the composition of the following article. 

THE MASTER CLass 

The class of twelve students, seemed to be 

products of the academic guitar age. Though all 
were very talented they were far removed from the 

classes of the ’60’s. Segovia seemed to be a man 
from Mars to these young technicians. Few, if any, 

seemed to understand the ‘‘Segovia sound,” tech- 

nique or interpretation. Now, mind you, many of 

these students had studied extensively with former 

Segovia proteges. Generations seem to have been 

lost in the process like one cassette being copied 
to another cassette and to another cassette and so 

on. Segovia’s musical ideas, to them, were incom- 

prehensible, as if he were speaking another 
language. After repeated attempts they were unable 
or unwilling to implement the changes he was 
suggesting, whether in phrasing, tone color, or 

over all musicality. 

This is a group, I feel, that would have been 
more at home with John Williams or Julian 

Bream. Michael Lorimer puts it this way, ‘““There 
seems to be a new style in which the player is much 

more excited by the effect and speed of a flurry of 
notes than he or she is moved by the beauty to be 

found in each moment. There may be appeal in 

this approach but I’m not hearing it. To me the 
new player skips like a pebble across the pond 

into which Segovia dives.”’ 

A quote from Frederick Noad on the subject, 
“When I first heard Segovia it seemed to me 

impossible that such richly varied and evocative 

sound could come from a guitar, like the first taste 

of a truly great vintage wine. It was this elusive 

magic that turned me onto the guitar in the first 

place. It is this sound that I’m always looking for 

in the young players. It is very difficult for the 
youngsters to grasp the subtleties of the ‘Segovia 
sound’ without having the opportunity to see 

and hear him demonstrate close-up.” 

Segovia summed it up after hearing the students 

play after the final recital. ‘It’s like I was not 

here at all the past ten days. It seems like they 

learned nothing at all from me.” 

Tue Guitar AUCTION 

Sherry-Brener, Ltd., to help finance the Segovia 
Master class, donated a vintage Ramirez Concert 
Guitar which was selected by Christopher Park- 

ening. The guitar was selected, many years 

previous by Michael Lorimer for Andres Segovia. 
For some reason I never showed it to the Maestro. 

Many sealed bids were submitted. The winning 

bid of $5,000.00 was by Paul Valenti of Arlington 

Heights, IL. 

Tue GARDEN PARTY 
One of the highlights of the Segovia event was 

the garden party held on Saturday afternoon. Most 
everyone who is someone in the guitar world was 
there. 

Segovia looked just spiffy in a French beret and 
surrounded by beautiful girls who assisted him in 
signing autographs. Among the sunlit summer 

flowers the atmosphere was reminiscent of a 
Renoir painting. 

On the trip back to the hotel, after the party, 

Maestro Segovia had countless stories to relate 

about this and previous classes which I will relate 

to reader’s of Guitarra in future issues. 
Later that evening a dinner was held for the 

Maestro which was attended by the Hollywood 

elite, film stars, etc., a glittering finale for a 

Segovia event. James Sherry 

  

  
Segovia Accepting Guitar From Parkening       

Segovia Presenting Guitar To Dave Thomas Paul Valenti Receiving Guitar From Dave Thomas     
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Gypsy Musicians On Way To Andalusia by Gustave Dore 1862 

Chapter IV Series I 

The Fandangos - Part II 
by Alain Gobin 

4 evertheless searching for an Arabic origin 
i@ for the Fandangos must not be discarded. 

W Indeed the Lavignac Encyclopedia tells of 

a traveling philosopher from Syria and Egypt 

promoting the idea that “this dance taken from 

Carthage to Rome predicted the fall of the 
Republic’s morals and finally perpetuated herself 
in Spain under the name Fandango.®. 

One must not forget that though Arab occu- 

  
20 

Translated From the French by Alfred Valerio 

pation was deep-rooted, it nevertheless remained 

for many in definite locales around the great 
cities. The Moor’s political occupation lead by 
their principle of pattern control barely pen- 
etrated the interior of this flat country. 

At this time the Fandango’s are, in our senses, 

the typical song and dances originating in the 

countryside. They are similar to those found 

everywhere in Europe; with their steeped local 

 



ee eee 

characteristics and tradition making them 
impermeable to foreign influences. In a way, 
each village defended its own originality through 
their songs. 

Furthermore, Spain, was criss-crossed by 
professional singers, troubadours and theater 
groups. 

Thus F. Vaux De Foletier!® informs us that at 

the very beginning of XIX century: ‘Singers went 
from large village to large village from inn to 

inn profiting from local feasts and pilgrimages 

(Romerias) and entertaining a public comprised 

of farmers, blue collar workers, smugglers, pro- 

stitutes.” Some Aficionados became part of this 

cosmopolitan public. A story is told of King 
Ferdinand VII going incognito to an inn and 

becoming one of them. It is nevertheless during 

this first half of the XIX century that the 

Fandango became Spain’s most popular dance, 
certainly promoted by these traveling groups. 
All of the travelers are in agreement with this 

phenomenon!! but for many there seem to be 
no explanation. 

It appears that around 1850 these traveling 

groups finally settled down; between 1860 and 

1870 a medley of gypsy songs and those of 

Andalusian ancestry took place. This mixture or 

better confrontation allowed for new possibilities 

and opened new ways.'? The Fandangos benefit- 

ted enormously, especially in the realm of guitar 

accompaniment. A considerable number of 

Fandangos appeared between 1880 and 1920. 

Differing in style, each city and each village 

prided itself for creating its very own. 

  

    King Fernando VII by court artist Francisco Goya 

  

    

  

Footnotes: *Lavignac Encyclopedia History af 
music p. 2357. *Relating to the song, the Fan- 
dango does not lend herself to the same spon- 
taneous inspiration which characterizes the 
‘“Zambra Maura’. The later more than any 

other invites each participant to take part giving 
her a so called “happening”’ collective style from 
which “Duende” may gush. Relating to the 

guitar more resemblance may be found — for   

example, taking the “‘Forte’’ of the montoyan 

guitar with some of its Moorish accents allows us 

to compare the two ‘“Toques’’. !°A thousand year 

history of the gypsies Fayard 1971 p.127 and 
on... "Especially the Englishman G. Borrow 
and the Frenchmen A. Dumas and T. Gautier. 
The gypsies have often taken Andalusian songs 
to which they imprinted their peculiar spirit as 

well as their inimitable deficiencies.     
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Douglas Woodfull-Harris & Margaret Edmondson 

Ortiz @ Marais @ Telemann ® Dowland 

Arioso Records 

Douglas Woodfull-Harris, guitar, vs. Margaret 

Edmondson, violoncello. Most of the time the 

‘cello wins. Choosing a program of Renaissance 

and Baroque music is wise, though the pieces, by 

Ortis and Marais tend to become monotonous. 

The combination works best in a situation where 

the guitar is continuo, or just a percussive sound 

in the background supporting the violoncello. 

But in sections where the two exchange phrases 

there is too much of a contrast in personalities 

(in the instruments, that is) to make it work. 

Best on the album is the Teleman for this very 

reason. Though the Dowland was scored for lute 

and gamba or viol consorts, the modern instru- 

ments have a hard time reaching a balance. Per- 

formances on the record are admirable; Edmund- 

son has a rich tone and a fine facility — Woodfull- 

Harris is certainly accurate, though one has to 

listen closely. An interesting idea and certainly 

unlike any other guitar recording. 

Norman Ruiz 

Donald Wilson — Peter McAllister 

Duets for Spanish Guitars 

» Fanfare Records DFL-8012X and Casette 

Donald Wilson and Peter McAllister formed 

their partnership in 1977 upon graduation from 

the Faculty of Music, University of Toronto, 

Canada. They’ve performed all over the world and 

have been hailed by Alexandre Lagoya as “an 

absolutely remarkable duo team of the highest 

caliber.”’ Besides that rare quality of togetherness, 

the duo has managed to master the art of perform- 

ing rubato, incorporating well thought out di- 

minuendos, ritardandos and dynamics into their 

playing, qualities especially important in perfor- 

mance of the Spanish pieces and the Debussy. The 

arrangements are very well done, with creative use 

of harmonics in the impressionistic music and a 

wide pallet of colors. And we welcome the inclu- 

sion of the Presti Etude Fantasque and other less 

often heard pieces along with the perennial Gran- 

ados Dance #2 and Falla’s Dance #1 and Ritual 

Fire Dance. And especially enjoyable are the two 

original works by Don Wilson, Popsong and 

Bluegrass, written as encores. Norman Ruiz 

  

Douglas Woodfull-Harris ee Margaret Edmondson 

      
  

  

DONALD 

WILSON MCALLISTER 

  

       

  

    
    

   4S, BACH 

SOR 

FALLA 

GRANADOS 

DEBUSSY 

RODRIGO 

  

  

  
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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Ferdinando Carulli 
Carnaval de Venise for Two Guitars 

Rev. & Fing. by Narcisco Yepes, European Amer. 

There’s not much that can be said about a piece 
like this that has its counterpart in so many dif- 
ferent compositions by so many different compo- 

sers. How much can be done with this simple tune. 

Carulli opens with a rather inane introduction 

which struggles to gravitate from the tonic. The 

theme, stated in an ornamented fashion, is fol- 

lowed by six variations and a finale. Each variation 

utilizes a different guitar technique or musical 

style — Variation 1, broken sixths and tenths; 

Variation 2, triplets; Variation 3, tremolo; Varia- 

tion 4, slurred scales; Variation 5, the theme 

supported by a more intricate melisma; Variation 

6, arpeggios. The Finale, beginning slowly 

(another introduction) jumps to an Allegretto 

and finally to an Allegro. Since the variations are 

only 8 measures in length, the Finale allows 

Carulli to broaden his meager ideas, sprinkled 

with a few moments of humor and some real 

panache. This piece does provide virtuosity. 
Norman Ruiz 

  

Ferdinando Candi ee 
geome e 

GA £5 

  

    

  

      

John Dowland 

Quatre Pieces Faciles 

Trans. for guitar by Thierry Meunier-Presser Co. 

This collection of four easy pieces by John 

Dowland (1563-1626) should be regarded as an 

excellent solution to a problem which has 

troubled many beginner-to-intermediate 

guitarists: where to find music which is chal- 

lenging yet not too difficult, and also suitable 

for performance. 

This two-page folio of music presents four 

short, sweet, typical Dowland pieces which 

provide important challenges to the new guitarist. 

For example, the guitarist who learns these as 

a first introduction to music of the Renaissance 
will have had excellent preparation for the more 

complex rhythms in advanced works from that 
stylistic period. The pieces will also help to 

build a quick and flexible left hand, and they 
make a fine exercise in sight-reading. 

Their technical value aside, these pieces are 

quite pleasant to listen to, and would make a 

nice opening section in a student recital. 

Scott Bach 
  

  

BIBLIOTHEQUE DE MUSIQUE ANCIENNE 
POUR GUITARE : 

QUATRE PIECES 
~ FACILES | 

FOUR EASY PIECES 

‘Transcription pour guitare par THIERRY MEUNIER 

            
  

  

Galtiets F Maga Publication ee oan 3145, West 63rd Stree Street, 
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JUAN MORALES—ESCRIBANO 

Letrer: Lily Afshar has won the 

Albert Augustine Ltd. Guitar Com- 

petition Grand Prize at the Aspen 
Music Festival. The award offers her 
a full tuition scholarship at the Aspen 
Music School in 1987 and a solo per- 
formance in the Festival series. 

Lily Afshar was first prize winner 
in the 1984 Music Teacher’s National 

Association Guitar Competition. In 

1983 she won the American String 
Teacher’s Association Guitar Com- 
petition and the Alirio Diaz Inter- 
national Competition in Caracas, 
Venezuela. 

During the 1985-86 season she was 

sponsored by the Manhattan Institute 
for the Guitar in her New York debut 
at Carnegie Recital Hall. During that 
season she also played at the Menton 

Music Festival in the South of France 

and at the American Academy in 
Rome. At the University of Southern 

California she was recently chosen to 

play in Andres Segovia - Master 

Classes which will be televised. 

Sd 1 - pa ee *     
Afshar emigrated from Iran in 1977 

to study at the Boston Conservatory. 

Selected to join the distinguished 
roster of Affiliate Artists, Inc., 

Afshar’s concert dates for the 86-87 

season include her London debut at 
Wigmore Hall.   

Questions 

. and 

f) Answers ° 
    

Letter from Theodore Presser Co. 

Guitarist-composer Stephen Funk 
Pearson, who has recently been 

accepted into the NY State Founda- 

tion for the Arts Artist-in-Residence 
Program, performed in June at the 
Great Hudson River Revival Festival 
  

  
and gave a workshop. His Tsamaloon 

has recently joined his other guitar 

works published by Theodore Presser 
Co., and Mountain Moor for guitar 
and violin is scheduled for future 
release. 

Letter: Announcing Guitar Con- 

certo Premiere. On June 6, David 

Grimes was the guitar soloist in the 

premiere performance of ‘Partita 

Concerto” by Andrew Charlton. The 

composer conducted the Festival 

players in this performance at the 

sixth annual Baroque Music Festival 

of Corona Del Mar. 

Dedicated to David Grimes, ‘‘Par- 

tita Concerto” is based upon ‘‘Suite 

Number 16” for solo lute by Silvius 
Leopold Weiss. The eight movements 

of the original suite have been re- 

written extensively and scored for 
guitar, string orchestra and harpsi- 

chord. The entire work remains 

faithful to the German Baroque style. 

The enthusiastic response of the 
overflow audience gave promise that 

this new concerto will become a favor- 

ite work in the guitar repertoire. 

       

  

Letter: Graduate Assistantship 

Available — The University of South 
Carolina School of Music invites 
applications for a graduate assistant- 

ship in classic guitar for the 1987-88 
academic year. Duties will include the 

teaching of undergraduate non- 

majors in exchange for a stipend of 

$4100.00 and a substantial tuition 

reduction. Write: Christopher Berg, 

School of Music, The University of 

South Carolina, Columbia, SC 29208. 

Letrer: Classic guitarist Douglas 

Niedt has been awarded a 1987-88 
Solo Recitalist Grant by the National 

Endowment for the Arts. According 

to the National Endowment, the 
award is “given to individuals of 

outstanding talent with the potential 

for major careers as recitalists.” 

T he Ashton Agency, Kansas City, MO 

Lute discography cont'd. ..JULIAN 

BREAM, Lute. ..Westminster XWN 

18429...Dowland-Pieces For Lute. 

Dowland: Queen Elizabeth's 

Galliard, Lachrimae Antiquae 

Pavan, Mrs. White’s Nothinge, Mrs. 

Vauz’s Gigge, Farewell (A Fancy), 

Orlando Sleepeth, Fantasia, King of 
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St. Louis, MO: The Saint Louis 

Classical Guitar Society announces 

its Guest Artist Concert Series and 
Special Events for 1986-1987. The 
Guest Artist Series will feature solo 
performances by guitarists: Eliot 

Fisk, Sept 19 and 20; Manuel Bar- 
rueco, Oct 17 & 18; the duo of Julian 

Gray and Ronald Pearl, Jan 23 and 
24, 1987. Douglas Niedt, Apr 10 & 11. 

In addition to the above, a return 

engagement of the Romero Family, 
Nov 15 and the Musicians of Swanne 

Alley. Call William Evans-Ash, 314- 

725-0739, to confirm dates and info on 

master classes. 

BLoomincrTon, IN: Indiana Univer- 
sity hosted a Guitar Festival Oct 23- 

27. The School of Music’s Festival 

began Oct 23 with a concert/ lecture 

on baroque guitar given by Michael 

Lorimer. Oct 24-26, Mr. Lorimer, 

taught master classes. Oct 26, a round- 

table of distinguished performers 

from the IU faculty and of guitarists 

from the five state area revealed 

“Secrets of Giving Great Performan- 

ces.”” The Festival ended on Oct 27th 

with “New Music and the Guitar.” 

Hottywoop, CA: Christopher Par- 

kening’s 1986-87 concert tour began 

at the Hollywood Bowl, Sept 11. A 

European Tour began Sept 20, 

Windsor Castle; Sept 22, Queen Eliza- 

beth Hall; Sept 26, Berlin; Sept 28, 

Mannheim; Oct 1, Dusseldorf. See 
Calendar of Events for U.S. Tour 

dates. 
  

  

Triniwap, West INnp1Es: Sandra Scott- 
Baiz, announces the formation of the 

Classical Guitar Society of Trinidad 
and Tabago. Any guitarists planning 

a trip in the area are encouraged to 
stop by and visit. Depending on the 

society’s schedule of activities and 

available funds, there could be 

arrangements made for guitarists to 

give recitals and/or workshops. 

Anyone who is interested write to: 

Sandra Scott-Baiz, President, The 

Classical Guitar Society of Trinidad 

and Tabago, 53 Ellerslie Park, 

Maraval, Trinidad, W.I. 

SAN JuAN, Puerto Rico: July 2, 1986, 

Island guitarist Ann Maria Rosado 
was sponsored in a recital presented 

by the Latin American Foundation 

for Contemporary Music. The gifted 
performer offered an entire program 

  

  

Cuicaco, IL: Classical guitarist, Bill 

Baker, performed August 27th at the 
Crystal Ballroom at the Blackstone 

Hotel, in Chicago. Mr. Baker, origi- 
nally from Albuquerque, NM, is an 

advocate of the Emilio Pujol, no nail, 
technique in playing the classic 

guitar. His program included hisown 

compositions along with those of 

Manuel De Falla, J. S. Bach, M. 

Tedesco, Emilio Pujol, and Francesco 

Tarrega. The event was presented by 

artist and entrepreneur, Dr. Francois 

D’Albert. 

St. Paut, MN: The Ordway Music 

Theatre announces that Sharon Isbin, 

continues her festivals with two one- 
of-a-kind concerts. The first concert 

“Holiday Folk” is Saturday, Dec 13, 
the second concert ‘‘Gypsy Fires’ is 

Sunday, Apr 26, 1987. Write: Ordway 

Music Theatre, 345 Washington St., 
St. Paul, MN 55102. Tel 612-224-8537. 

  

of 20th century guitar music. 

ANA MARIA 
ROSADO 

Music presented was by Villa- 

Lobos, Leo Brouwer, Agustin 

Barrios, Jorge Gomez Crespo, Roque 

Cordero, Tania Leon, Edmundo 

Vasquez and Francis Schwartz. 
The Sunday’s recital before a large 

audience at the Conservatory of Music 

in Hato Rey, was a memorable 

occasion in island muscial life. 
  

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

For Guitars ¢ Violins ¢ Pianos 

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

PRICE: $2.53 ulus 75¢ postage 

Antigua Casa § ry-Brener, Inc. 
3145 W. 63rd Str ago, IL 60629   

NOW 
THE CASSETTES 

OF 
FREDERICK NOAD’S 

SOLO GUITAR PLAYING BOOK I 

RECORDED BY FREDERICK NOAD 

The two cassettes contain all the performance pieces 

plus all the duet exercises - student part on one stereo 

track, teacher accompaniements on the other. 

ORDER FROM 

D & H SALES CO. 
DEPT. G1 
1120 N. LA BREA AVE. 
INGLEWOOD, CA 90302 

Cassette A (pp43-pp128) ............... $9.95 
Cassette B (pp130-pp213) .............. $9.95 

Shipping and handling $1.50 per tape. Calif. 
residents add $.74 tax per tape. 

Book $10.95 plus $2.00 shipping and handling, 
Calif. residents add $.84 tax. 

We also stock all of Frederick Noad’s instruction 

and repertoire books. 

DEALER INQUIRIES INVITED 
  

619-727-2230 ¢ 2141 Lakeview Road, Vista, CA 92083   
  

 



  

  

The Entire Classical Guitar Repertoire 
is at your fingertips 

For Only $3.00° Sead ae 
Mail Order Catalog 

Music, Discount Strings, Videos 

Records, Tapes, Accessories, etc, etc 

"U.S. & Canada -$3.00 “All Other Countries - $8.00 

    

    

  

  

  

  

    Student Guitars 
Yamaha Takamine Solista’ Orozco  Hirade 

Concert Guitars 
Ramirez Kohno Contreras Marin 

Raya-Pardo Bernabe Oribe Alejandro 
Brune Camacho Reyes Garcia Baarslag 
Hopf Plazuelo Hinves Bellido and more 

  

    

  
  

    

          
      

  

  
  US. Representative for 

Gendai Guitar Broekmans & Van Poppel 
Chanterelle Preissler Embercourt 
Zimmermann Casa de la Guitarra 

Zanibon Aconcagua Records 
poe Chorus Strings & Publications 
ue Zen-On Music Hamilton 
ve (Dealer inquiries welcome) Supraphon 

                
  
  

      

(guitar Si olo 
Phone orders accepted 

1411 Clement Street with Visa & MC cards only 

Usa oats (415) 386-0395                       
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The Orphée Catalogue 
a 72 page reference book, containing details on hundreds 

of important guitar publications and records. 
Features 15 pages of music which include: 
an unknown Etude by Giulio Regondi, 

a rare original Prelude by Miguel Llobet, 
the Celebrated Catalogue Song (What else?) 

from Mozart’s Don Giovanni 
with guitar accompaniment by George Derwort, 

presented by George Warren. 
Also included is a new biography of 
Emilio Pujol by Ronald C. Purcell 

and of course, full details on our new publications: 

The long-awaited reprint of the Prat Diccionario, 
($95.- in paper, $135.- in cloth). 

The equally long-awaited first volume of 
The Russian Collection. ($9.95) 

Stephen Dodgson’s Sonata for Three 
for Flute, Viola and Guitar, ($12.95) 

Enrique Santos Suite Alcazarina, ($6.95) 
Natalio Galain’s Sonata Breve, ($6.95) 

Richard Pick’s 12 Christmas Carols, ($7.50) 

Wolfgang Lendle’s Variations Capricieuses d’Aprés Paganini, ($6.95) 
and many new items from the presses of 

Minkoff, S.P.E.S., van Teeseling, Tecla, Chanterelle 
and a large selection of hard-to-find items from all corners. 

Send $3.95 for your postage-free copy. (free with orders over $40. ) 

Editions Orphée, Inc., P.O.Box 21291, Columbus, OH, 43221 
ad Tel: 614 457-7609 sme   
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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 euttar!” 

A straight forward, | : JOSE Oi sy5 
no nonsense look | f 

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 

   

Hanvp CRAFTED 

CLASSICAL GUITARS 

BY 

Paul H. Jacobson 
Luthier 

FOR INFORMATION 

CONTACT THE BUILDER 

PERSONALLY   
  

  

          
4408 FRANCIS ST. 

KANSAS CITY, KS 66103 

(913) 677-1221 

also 

Che Guitar Exchange 
A COMPUTER DATABASE FOR 

FINE USED GUITARS AND 

FRETTED INSTRUMENTS 

29  



  
  

  

    

FARKE:NING 
Virtuoso Music     
   

Bie tom Ce Citi tt 

PARKENING 
AND THE GUITAR 
Cs cod 
Cerny 

Voll 

All available 
Christopher 

Parkening 
publications are 
listed below with 

prices - add $1.65 
postage and 

                    

    

    

handling. 

Parkening Guitar Method 

Parkening Plays Bach $.95 

Romanza Folio 4.95 

Parkening & The Guitar 
Vol. | & Vol. tl each §.95 

area — Music 7.85 Exclusive Publishers    and distrib 

Antigua Casa Sherry-Brener, Ltd. 
of Madrid 

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

  

    

SHERRY-BRENER, LTD. PROUDLY PRESENTS 

DOUGLAS NIEDT 
PLAYING ON ANTIGUA RECORDS 

CLASSIC GUITAR ARTISTRY S-1000 
BUSTAMENTE: MISIONERA; RAVEL: 
PAVANE POUR UNE INFANTE DEFUNTE; 
TURINA: FANDANGUILLO; MYERS: 
CAVATINA; SATIE: PLEASANT DESPAIR; 
GERSHWIN: PRELUDE No. 2; GIULIANI: LE 
ROSSINIANE No. 1, Op 119. 

  

VIRTUOSO VISIONS S-2000 CorRELLI: 
GiIGA; MOREL: JUGUETEANDO; BACH: 

|] FUGUE; BRUBECK: BLUE RONDO A LA 
TURK; KLEINSINGER: PAVANE FOR SASKIA; 
ESCOBAR: CHOP; MAYER: SONATA; 
ANONYMOUS: BRIAN BORU’S MARCH; 
IRISH AIR: PAISTEEN FIONN; ELLINGTON: 
DANCERS IN LOVE; GERSHWIN: 

AFTER HOURS CLASSIC GUITAR | 
S-3000 EL HUMAHUAQUENO; LE PET! 
NEGRE; MIDSUMMER NOCTURNE; | 
TAKE Five; ARIA; CARIOCA; LOVER; 
CANCION DEL VIENTO; THE YOUNG 
PIONEERS; DisQue; DOWN A COUNTRY 
LANE; ANDANTE CANTABILE; THREE- 
QUARTER BLUES; ANNIVERSARY FOR 
SUSANNE KYLE; LAURA. wie 

     

Antigua Stereo S-1000, #-2000 or S-3000 $9.95 - $1.50 postage 
Transcriptions S-1000 or S-2000 $6.95 - $1.25 postage 

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

PHONE: 312-737-1711 

  

  

  

MANUEL RODRIGUEZ & SONS 
Hy Makers of Concert & Flamenco guitars 
  

NOW AVAILABLE 

A new range of student, classic and flamenco guitars 
custom built to our specifications 

WRITE FOR FREE BROCHURE 

      Horteleza 26, M 

Dealer enquiries welcome 

adrid 28004, Spain 
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ALBERT AUGUSTINE:LTD: 
CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS 
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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 

  

    

PLAYER’S NAILS 
A Whole New World of Sound 

at your Fingertips 

  

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....lf 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 Bivd., (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 

    

 



  

  

  

    
  

   
Guitars 

Cassical and Plamenco 

panna i in 
Spain 

and Fapan 

Antigua Casa Sherry-Brener offers you... 

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

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

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

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

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

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

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

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

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

old woods, ideas and dreams into beautiful musical 

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

Christopher Parkening, Michael Lorimer and Douglas 

Niedt grew up playing our guitars. Nearly 100% of 
the touring concert guitarists are playing guitars 
from Sherry-Brener. 

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

We also publish Guitarra Magazine, a bi-monthly, 

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

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

oa Rion ieee 

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

           



  

  

  

  

THE 
QUITAR 
SALON 

DEALER IN 
CLASSICAL & FLAMENCO GUITARS 

PRIVATE LESSONS — ANY STYLE 

  

BEVERLY MAHER 
45 GROVE STREET 

NEW YORK, f1.Y. 10014 

BY APPOINTMENT 
(212) 675 5256 

      
  

  

  
Guitarra Magazine 
Proudly Presents 

Guitarra 

Magazine 
Back Issues 

Available in volume form 
6 issues per year 

from the year 1979 
at the cost of $15.50 

per volume. 
Single issues at $2.75 
Address all orders to: 
Guitarra Magazine 

3145 West 63rd Street 
Chicago, IL 60629   
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Sherry-Brener, Ltd. 
Proudly Presents 

The Antigua 
Guitar Blanket 

Endorsed by 
Manuel Lopez Ramos 
fBet your Guitar against : 

scratches, @ Perspiration, 
@ 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 

$44.95 plus $1.95 postage 

Sherry-Brener, Ltd. 
3145 W. 63rd St. 

Chicago, IL 60629 

Velvet:   

  

  

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 6 63rd Street, Chicago, | IL 60629   
  

      

Sherry-Brener, Ltd. 
Proudly Presents 

EVANGELOS 
 &LiISA 
Romantic Music For Two Guitars 

Tschaikowsky; Barcarole; 
Granados; Danza Espanola No. 2- 

Oriental; DeFalla; Serenta 
Andaluza; Chopin; Valse Op. 69, 
No. 2. 58 pages of magnificent 
arrangements $8.95 plus $1.50 

postage. 

Sherry-Brener, Ltd. 
3145 West 63rd 

Street 
Chicago, IL 60629 

EVANGELOS & LISA 

          

   

    

   

  

    

  

   

  

    
  

ANTIGUA 
Wrought Iron Footrest 

Adjustable Made 

to in 

3 Positions © Spain 

A work of art for $45.00 + $1.85 postage 

Antigua Casa Sherry-Brener, Inc. 

3145 West 63rd Street, Chicago, IL 60629      



  

  

  

  

VLADIMIR MIKULKA  cussicaccurar 
in the beautiful mountains of West Virginia 

At only 19 years of age, while still a student at the State Conser- 
vatory at Prague, Viadimir Mikulka won First Prize at the most 
prestigious “Concours International de Guitare” in Paris. This 
triumph was followed by many enthusiastically received 
appearances in France, including a France Musique broadcast 
with Andres Segovia entitled “The Youngest and the Oldest.” 
Since then he has become recognized as one of the best of 
today’s guitarists. 

Such is his success that he now regularly tours all the musical 
capitals of Eastern and Western Europe, Asia, Australia, U.S.A., 
South America and Japan, for concerts, radio and television 
broadcasts, recording and teaching engagements (including 
broadcasts for the B.B.C. and numerous concert tours in England.) 

Besides having mastered most of the guitar classics, Mikulka is 
highly regarded in professional circles for his long-term coopera- 
tion with Eastern European composers, especially with his con- 
temporaries Stephan Rak of Czecheslavakia and Nikita Koshkin of 
the Soviet Union. Their many works written for and first performed 
by Mikulka have attracted great international interest. 

On October 24, 1985 Mr. Mikulka gave his New York debut at the 
Carnegie Recital Hall. One critic said, “After two encores, seven 
curtain calls, and a standing ovation, the verdict was in: Viadimir 
Mikulka is a pretty incredible guitarist.” 

The Master Class at Alderson-Broaddus College will be 
Mikulka’s first teaching engagement in the U.S.A. and a most 
important event in the history of the classical guitar in our country. 

ALDERSON-BROADDUS COLLEGE—Philippi, WV 
(Two hours drive south of Pittsburgh, PA. Four hours drive west of Washington, D.C.) Air or Greyhound bus to 
Morgantown, WV. Special transportation to Alderson-Broaddus on Sunday, June 28 at 4:00 p.m. 

SUNDAY, JUNE 28 — FRIDAY, JULY 3, 1987 

  
      

Mr. Mikulka will present a recital on Wednesday, July 1 at 8:00 
p.m. On Thursday, July 2 at 8:00 p.m., Christoph Harlan, well 
known German guitarist, will give a lecture-recital. Also, 
guitarist and musicologist David Harris will conduct a workshop 
in guitar, historical styles and lute tablature reading before 
each Master Class session. (Two hours credit available.) 
Optional enrollment will be for performers and observers at no 
additional fee. 

      eis For Reservations and Tape presentation send to: a 

oe Dr. Charles Ervin, ee 
Alderson-Broaddus College, Dept. of Education 

Philippi, West Virginia 26416. Phone (304) 457-4700 

Make all checks payable to Alderson-Broaddus College.         
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At Last! 
Brilliant Tone in 
a Smoothwound 
Classic String! . 

Gia bA~ CEA SSIG CE- 
MOOT HW OUNDS 

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!   

  

f MS 
strings

 | ; 
The String Specialists 

ghs strings / battle creck / michigan 
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—1 Festimonials for Guitarra Magazine t 

    
        
     
    
    
      

       
     
    

  

    

  

    

  

    
      
     
     
      
      
       
       

     
       
      
    

      

   
      
         

      
    

    
     
     
       

     
     

    

    
    
      
    

     
        
        
        

      

       

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     

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 

    

,1978 ¥ 

Andres Segovia 
Comments on 

GUITARRA Magazine 
“TI hope that this fine mag- 

— azine (GUITARRA Mag- 
& azine) accomplishes its 

artistic purpose — to in- 
crease the love and know- 
ledge of its readers —for 
the beautiful instrument 
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 

e 

    

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 
the guitar world, a phen- 
omenal publication. The 
one true source of.infor- 
mation featuring high- 
lights on every facet of 
the guitar world; past, 

present and tomorrow.” 
JUAN SERRANO 

— The World's Greatest Guitar Magazine 

  

A Duo Proclamation 
by Presti and Lagoya 

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

IDA PRESTI and 
ALEXANDRE LAGOYA   

Carlos Montoya 
Exclaims. . . 

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

CARLOS MONTOYA 
March 19, 1966   

    

ye 
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- Birthdays of Alficionados 
  

        
Alois Joseph Gotz 

Ischl, near Salzburg, Austria February 13, 1823 

Manolo el de Badajoz, Badajoz, Spain January 14, 1892 
Maria Luisa Anido, Buenos Aires, Argentina January 26, 1907 
Wolfgang Mozart, Salzburg, Austria January 27, 1756 
Franz Schubert, Vienna, Austria January 31, 1797 
Ferdinando Carulli, Naples, Italy February 10, 1770 
Fernando Sor, Barcelona, Spain ; February 17, 1778 
Nicolas Paganini, Genova, Italy February 18, 1784 
Felipe Pedrell, Tarrangona, Spain February 19, 1841 
Luigi Boccherini, Lucca, Italy February 19, 1743 
Andres Torres Segovia, Linares, Spain February 22, 1893 
George Frideric Handel, Saxony, Germany February 23, 1685 OR 
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