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David Brandon visited the Sherry-Brener shop one 
day about twelve years ago. (He was fourteen years 

old at the time, and, a student of Michael Lorimer.) 

On that particular day, Andres Segovia, was 

choosing a guitar for himself. I introduced David 
to Segovia as an aspiring young guitarist. Segovia 
asked him what his dreams were. David replied, 

“To someday see my name on the billboard at 

Orchestra Hall like yours Maestro!” 

An impossible dream? Not if ‘““‘The Magic of 
Believing’ works hand in hand with the desire to 
succeed. For on February 7th, David Brandon ap- 
peared with Christopher Parkening at Orchestra 
Hall. A dream fullfilled. James Sherry 
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Part I 

String Damping 

In Contrapuntal Music 

ead ne of the most distinctive qualities about 

the guitar is the sound of its open strings 

Prss' ringing against each other or against 

fretted notes. The use of ringing open strings in 

arpeggios is especially effective. Villa-Lobos for 

one certainly enjoyed the sonority as is evident 

from the arpeggio writing in his Preludes and 

Etudes. 

But sometimes ringing open strings are a 

nuisance. They may create unpleasant disson- 

ances in the treble register or muddy the clarity 

of the bass register. In some contrapuntal music 

it is especially important that strings not be 

allowed to ring together within a voice. The 

line should be pure — played in what I some- 

times term keyboard style. 

For example, if a harpsichord player were to 

play the upper voice of the Bourree from Lute 

Suite No. 1 by J. S. Bach (Ex. #1), he would 

play it so that only one note was sounding at 
any one time. He would play the E and then lift 

his finger off the E as he played F#; he would 

lift his finger off that F# as he played the G; he 

would lift his finger off that G as he played the 

next F#; etc. By playing in this manner he 

would be playing what is termed a pure line — 

each note connected to the next one but only 

one note ringing at a time. He would treat the 

lower voice in the same way. 
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EXAMPLE #1 
  

Bourree 
(part Hl) 
from Lute 
Suite No. 1 - 
ine minor & 
(J.S. Bach) ¥ 

            = 
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But a guitarist has more difficulty playing a pure 

line because of the guitar’s open strings. In Ex. #1 

at the letter A, in the lower voice there is a sixth- 

string open E on the first beat. Unless something is 

done to control its duration that low E will ring 

throughout the first measure as a whole note and 

destroy our line. If allowed to ring it gives the false 

impression that this is a three-voice piece. 

  

EXAMPLE #2 
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Or, in the third and fourth complete measures 

of part II of the Bourree (Ex. #3) if the low A on 

the second beat and the low E on the fourth beat 

      

 



  

are allowed to ring freely, mass confusion results 
(Ex. #4): 

  

   

  

    

EXAMPLE #3 

J.S. Bach: 
Bourree @. @ ©..; 2) mi oi 
from Lute % Q 
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Suite No. 1 

  

  

  

played, not before. 
On the first cutoff, the letters BT at the tip 

of the arrow mean “back of the thumb”. As the 
thumb plucks the open A on the second beat, 
you lean the thumb back and perhaps collapse 
the hand slightly so that the flesh on the back 

side of the thumb touches and cuts off the sixth 
string (Ex. #5): 

EXAMPLE #5 
      

  

  

    

  

  

Not only is there confusion as to which note 

is part of which voice but there is a general 
muddiness of sound caused by the fifth and 

sixth strings being allowed to ring together at 
will. 

I should point out that not all contrapuntal 

music should be played in a pure-line keyboard 
style. In other examples of Bach’s lute music 

(even within Lute Suite No. 1) a more desirable 

and idiomatic texture is produced by allowing 

the instrument to do what comes naturally — 

letting the open strings ring against other notes 
at random. But I believe that this Bourree and 
many of Bach’s fugues benefit greatly in clarity 
and musical effect by being played in the key- 

board style. 

And of course in some pieces both guitar style 
and keyboard style can be mixed as the interpreter 
sees fit. 

Let’s look again at Ex. #1 and the symbols I 

have used in noting where and how notes are to 

be damped or cut off. At letter A, there is a 
curved arrow between the low E and low A. This 

means the low E will be damped at the same time 

the following low A is played. Do not cut off the 
low E and then play the A — the line will sound 

choppy. In the same measure in the upper voice 

there is a curved arrow between the open first- 

string E and the D#. Again, this means the open 

E is to be cut off at the same time the D# is 

damp sixth string with flesh of the back of the thumb 

  

        
For some players this can be a rather cumber- 
some if not impossible technique although it is 
quite easy if you have a wide, fat thumb! People 
with slender fingers will find it difficult. They 
might try an alternate method which many 

teachers prefer anyway since it doesn’t require 

an adjustment in the hand or thumb position. 
This alternate method is to damp the sixth string 
immediately after playing the following fifth- 
string open A. Simply play the fifth string with 
the thumb and then immediately go back and 

touch the sixth string with the tip of the thumb 
to stop the string from ringing. Even though 

the two notes will overlap very slightly, if you 
damp the sixth string quickly, you will still 
obtain the same clarity of line as with the back- 
of-the-thumb technique. Ideally, the sixth string 

should be stopped before you play the open 

first-string E in the upper voice, although at a 
fast tempo the sixth string could be damped at 
the same time the high E is plucked. 

The second cutoff in the first measure has 
the letters LHF at the tip of the arrow. This 
means to cut off the note using a left-hand finger. 
In this case, as you place the fourth finger on 
the second string to play the D#, place it some- 
what off the tip so it can lean over and touch 
the first string. It is a very natural technique 

which many players use automatically without 
realizing it. Simply stay off of the very tip of 
the finger. (To be continued.) 

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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‘Tone Evaluation 

In Selecting 
A New Guitar - Part II 

by Paul Jacobson 

p42 selecting a new guitar, there is no 

substitute for intelligent, purposeful 

S, listening. This may sound like a truism, 

but 1 am often amazed when guitarists, even 

very talented ones, put forth large sums to buy 

instruments on the basis of totally inadequate 
information about their tone performance. 

Although the experience of hearing a wide 

range of guitars can provide some helpful 
background for enlightened listening, it is not 

necessary to be an “‘expert’’ on guitar tone to 

avoid mistakes in choosing an instrument. In 

fact, there is no single “good” sound in a guitar, 

but many, depending on individual musical 

goals. There are, however, some general 

principles of listening and judgment which I 
believe apply equally to players and luthiers 
trying to evaluate their own and others’ 

instruments. 
In my last article, I presented the concept of 

comparative discrimination and the use of a 

baseline collection of guitars for tone 

comparisons. In this article I would like to 

expand on the art of listening and offer a 

simple computer model to help organize and 

evaluate the information. 
There are two basic approaches to listening 

to a musical instrument, both of which are 

appropriate and necessary as part of a total 
judgment process, but which require very 
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different mindsets. In the first approach, the 
listener attempts to assimilate what he is 

hearing as a total musical experience, without 

analyzing the performance of the instrument 

in terms of specific variables. This way of 

listening, which I refer to as holistic, comes 
more naturally to the listener who does not 

himself play the guitar, or perhaps plays it 
with only minimum competence. 

Holistic listening resists verbalization; it 

will likely produce responses no more clearly 

descriptive than ‘‘good’’ or ‘‘unpleasant’’ or 

(some of my favorites) “‘fat’’ or “thin.” Not- 

withstanding, this kind of listening can 

produce, quite legitimately, compelling 

evidence for making judgments about the 

musical value of a guitar. The testimony of 

holistic listening is not infrequently neglected 

by highly sophisticated and knowledgeable 
guitarists and, particularly, luthiers who 

have spent a lot of time and effort evaluating 

guitars. 

The obverse approach to listening is one I 

would call reductive. Here the listener attempts 

to break down what he is hearing into 

components or variables. As might be expected, 

reductive listening elicits all kinds of 
descriptive words and phrases, some with a 
high degree of precision and clarity: ‘‘even,” 

“‘balanced,’’ ‘‘loud,”’ ‘‘strong treble,’’ etc. 

   



  

Reductive listening is more ‘“‘rational’’ than 

holistic listening; it engages the intellect as 
well as the ear, and thus tends to inspire 
confidence in judgments about the value of an 
instrument. Reductive listening is probably 

most helpful when it points to tonal features 

which might well be overlooked or forgotten in 

holistic listening, which is more an experience 

of the moment. 

Both kinds of listening have their distinct 

values and drawbacks. Holistic listening is 

most closely related to the fundamentally 

subjective aspect of music itself. For this 

reason, no instrument should be accepted or 

rejected on the basis of reductive standards 

if such a judgment is not sustained under 

holistic listening conditions. Total reliance 

on holistic listening alone may, however, 

result in shortsighted, shallow, even 

frivolous judgments about the tonal value of 
a guitar. 

Reductive listening, on the other hand, 

opens up, expands and informs the listening 

process beyond what can be accomplished 
with unaided holistic listening. Reductive 
techniques can also help the listener project 

himself into playing conditions beyond the 

immediate listening situation, such as a 

concert hall or recording studio. 
Over-reliance on reductive listening, however, 

may lead a musician into the can’t-see-the- 

forest-for-the-trees fallacy; it can result in 

overintellectualizing the selection process and 
even to basic self-deception on the part of a 
musician about what he is seeking in a guitar. 
No analysis of the parts can override the fact 
that the whole is often greater than the sum of 

those parts. 

Reductive listening should support, enlarge 
and enrich the more experiential holistic 

listening in much the same way that musicology 

or a study of music history supports, enlarges 

and enriches the hearing of music. 

Is it possible to draw these two very different 

listening modes into one approach? I have 

concluded that one probably cannot, in principle, 
do this with perfect elegance. However, I 
believe we can apply both approaches side by 

side in such a way that one contributes 

significantly to the other, instead of pro- 

ducing conflicting judgments. One technique 

I have found helpful for doing this involves 
the use of a computer model. 

The basic idea behind this model is that it 

helps the musician/evaluator to function much 

like an Olympic judge. The Figure below lists 

ten variables which I have used when evalua- 

ting my own instruments. They are defined 

as follows: 

1. VoLuME: The guitar’s volume when 
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listened to up close. 

2. Projection: The guitar’s volume from a 
distance, i.e. in a concert hall. 

3. SweeTNEss: A rather subjective variable, 

whose meaning can perhaps best be con- 

veyed by antonyms like “harsh” or ‘‘nasal.”’ 

4. Openness: A measure of the guitar’s ability 

to make it seem as though the sound is 

coming out of the instrument instead of 

remaining trapped inside. 

5. Futiness: Refers to the guitar’s ability to 
produce a tone which incorporates a full 
range of overtones, particularly midrange, 

into its tone structure. 

6. BALANCE: Refers to the guitar’s ability to 

produce equally strong notes on all six 

strings; for example, a guitar with a weak 

G-string, a not uncommon deficiency in 
a classical guitar, would be downgraded 
in this variable. 

7. EveNnNEss: A measure of the guitar’s abil- 
ity to produce notes of equal volume and 

sustain on a given string everywhere on 
the fingerboard without dead notes or 
so-called ‘‘woof’’ notes caused by a note- 

contingent cavity resonance. 

8. TreBLE: The volume/tone quality of the 

guitar’s response in the treble range and/or 

on the unwound strings. 

9. Bass: The volume/tone quality of the 

guitar’s response in the bass range and/or 

the wound strings. 

10. F12-19 RANGE: The volume/tone quality of 

the guitar in the notes between the 12th and 
19th frets on all strings, but particularly 

the B and E strings. 

Column B contains a list of numbers (cells 

B7 through B16) which represent weights given, 

as a matter of value judgment, to each variable 

relative to the other variables. Volume, for 

instance, is taken to be a more important 

consideration in the evaluation than evenness. 

The numbers in D7 through H16 are ratings 

from 1 to 10, much as you might score Bo Derek 

or Mary Lou Retton. The listener is bound to 

bring absolute judgments to bear when giving 
scores, based on past listening experiences; 

in spite of the inaccuracy of such absolute 

judgments, every listener, especially one with 

a lot of experience listening to guitars, will 
remember something about what he has heard in 

the past. However, recalling the importance of 

comparitive discrimination in listening, the 

primary emphasis in such ratings should be on 

the -relative weight given to each rating, with 

reference to the other guitars present in the 

listening situation. It is possible for different 

listeners to give very different ratings on an 

absolute basis but produce a similar overall 
test outcome because the ratings were similar 

on a comparative basis. 

The numbers in row 18 are weighted composite 

summary scores. The number in B18 is the total 

possible score for any guitar, given here for 

reference. The numbers in cells D18-H18 are 

scores for individual instruments, calculated by 

the computer. The formula for the calculation 

multiplies individual variable ratings for each 

guitar by the variable weight in column B, sums 

the columns and then recasts the outcome on a 

scale of 1-100. 
The model is highly flexible and can be 

tailored to the goals and needs of individual 

musicians. The variable names, definitions and 

weights given in the Figure represent my best 

presumption about the needs of the guitarists 

with whom I have contact. There is no reason, 

however, why variables could not be renamed 

and/or redefined, added to or removed from the 

model or given different weights, although the 

model seems to be more effective and manage- 

able when the number of variables is kept to 

ten or less. 

In my third and final article on tone 

evaluation, I will discuss practical methods 

which make use of the Composite Tone 

Evaluation model for conducting listening tests 

in intimate and auditorium settings. 
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About The Author 
Paul Jacobson is an aspiring, talented luthier residing in Kansas City, 

Kansas. His articles will appear at different intervals in the Guitar 

   



  

    

        

  

    

  

  

< | \ 
SUITE DE DANSES 

transcripuion A, Miteran Melchior de Barberin 1549 
      Saltarello 

Pavane 

  
       



  

J SUITE DE DANSES (continued) + 

transcription A. Miteran Melchior de Barberin 1549 
  

    

   P : 

Ol
 

Ballet Frangais 

    
     



  

  

  

he 2 PIECES POUR GUITARES > 
transcription A. Miteran Foscarini 
  

FANTAISIE 

  

  if ad 

    

   
SARABANDE 
FRANGAISE 

    
 



      

   
ladimir Hobri 
£ 

, A Celebration Of His Life 

Vladimir Bobri, founder 
and editor of the world re- 
nowned Guitar Review, died 
Nov. 3, 1986 in Rosendale, 
New York. Mr. Bobri was 88. 

Mr. Bobri awoke to find 

his home engulfed in flames. 

Though he and his wife were 

able to escape to safety, Bobri 

reentered the blazing house, 

possibly in an attempt to 
recover priceless guitar 

memorabilia — valuable 

instruments, music, books 

and photos. He died in his 

noble effort. 

  

VLADIMIR BOBRI 
1898 - 1986 

          

      

In memorial we are reprinting this article which 

appeared in Guitarra Issue No. 31, 1979. 

EDITOR’S NOTE: 

In the 38th issue of THE GUITAR REVIEW, an announcement was made of two great honors 

which had been conferred on Vladimir Bobri: 

On August 31, 1972, Mr. Bobri was named “‘Puntius Counselor at Large Efficientior’’ to ‘Musica en Compostela,” 

that unique organization devoted to the study and interpretation of the music of Spain, located in Santiago de 

Compostela. The honor, in the form of a beautifully illuminated parchment, was given in consideration of his 

outstanding contribution to the appreciation of the Spanish guitar through his Presidency of THE SOCIETY OF 
THE CLASSIC GUITAR and his work as Editor of THE GUITAR REVIEW. 

On January 10, 1973, Vladimir Bobri was decorated with the Cross of Isabel la Catolica with the rank of Knight- 
Commander (Comendador). This important decoration was bestowed in recognition of his life long achievements as 

a designer, painter, art director, composer and writer, and for his utilization of these talents to make others more 

keenly aware of the richness of Spanish culture. Presentation of the Cross was made by H. E. Alberto Lopez Herce, 

Consul General of Spain in New York, at a ceremony attended by Spanish dignitaries, including Andres Segovia. 

Recently, as I was casually glancing through the pages of a book of the leading illustrators in 

America entitled FORTY ILLUSTRATORS And How They Work by Ernest W. Watson (Watson- 

Guptill Publications, Inc., New York, Copyright 1946), I chanced upon a particular page and was 

immediately captured by that familiar, striking signature. (Later I discovered stories of two other 

illustrators associated with the Guitar Review, George Giusti and Gregory D’Alessio.) Surprised and 

astonished, I could not resist sharing this fascinating story of this ingenious man. 
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4 tall, scholarly-looking gentleman stepped 

up to a ticket window in Grand Central 

4 Station and shoved a bill under the brass 
wicket. “Let me have a five-dollar ticket please.”’ 

Surprised the ticket agent looked up, asked, 

“Where to, sir?” 
“Oh, nowhere in particular—anywhere,”’ came 

the astonishing reply. 

Other travelers awaiting their turn at the 

window craned their necks. The ticket man’s eyes 

blinked, ‘‘Beg pardon, sir; afraid I didn’t 

understand you. You wish a ticket for. . .” 

“I’ve got no special destination in mind,” 

smiling patiently, ‘‘just anywhere five dollars will 
take me.” 

The agent turned to his ticket rack, ran his hand 

dubiously over the pasteboards, faltered: ‘“This is 

most unusual sir, if I understand you, I’m really at 

a loss; can't you... 

The traveler interrupted. ‘Five dollars will take 

me to any number of interesting places. Just let 

me have any five-dollar ticket that comes first to 
mind and—please—there are other passenger: 

waiting.” 

Bobri, unpredictable in his art, is original in his 

behavior which, contrary to the implication of the 

incident at the ticket window, is actuated by 

highly intelligent purpose. That ticket to 

“anywhere,” for example, is a device to grasp the 

hand of fate, to be led into new and 
unpremeditated experiences. Arrived at his chance 
destination, Bobri will wander about, with or 

without his sketchbook, according to his mood, 

and in due time will return with something 

consciously or unconsciously added to the 

drawing account of an exceptional background. 

So much for factual information. What can be 

learned of Bobri’s creative processes? 

That can best be answered by saying that today’s 

problem was solved yesterday, perhaps way back 

in those Constantinople days, or even in the gypsy 

wanderings in the Crimea. Putting it another way, 

he works from background to foreground. He 

asserts that often his approach to a design is as 
unpremeditated as the purchase of a ticket to 

“anywhere.”’ Out of the subconscious—isn’t that 

the same thing as background?—comes an idea. 

The pencil begins to play with it. The embryo 

grows. Memory, imagination and skilled hands 

are all at work. Can Matisse help, or Picasso—or 

Goya? I think we see him in one of our 

reproductions. Originality, after all, is a matter of 

fertility; fertility comes from soil that has been 

fertilized. Bobri draws upon the great out of the 

past: unhesitatingly borrows from Constantin 

    

Guys; the Persian miniaturists; also the classic 

Greeks, and thus avoids the limitations of an 
uninstructed imagination. 

A good commercial artist is a fine artist in the 
marketplace. Such an artist is continuously 

replenishing his esthetic storehouse against the 

recurrent grind. Bobri spends hours at his easel; he 
does wood carving; he draws from the nude 
model; he sketches incessantly; he engages in 

cultural pursuits not directly related to graphic art 
but none the less inspiring as sources of design 

ideas. 
Bobri’s New York studio, naturally enough, is a 

busy place. He carries on his work with the 

assistance of two or three artists who, like himself, 

are Americans by adoption and who likewise have 

been trained with characteristic European 

thoroughness. Whatever comes from Bobri’s 

studio is as meticulous in technical execution as it 
is original and effective in design. Behind it all isa 

canny sense of merchandising without which no 
amount of artistic genius is useful in the field of 

advertising art. 

Background. Keep that in mind when studying 
the work of V. Bobri. Not the background of 

accidential environment—though that is a 
considerable factor—but the background of 
selfdirected experience and culture. That 
background is an indistinguishable component of 

his creative genius. To arrive at some 

acquaintance with it let us turn to an excellent, 

though brief, biographical sketch by S. Yalkert, a 
friend of the artist, who outlines the prominent 

events in an unusual career. It gives more than a 

hint of an appetite for adventure which in the 
more tranquil environment of later years finds 

outlet in graphic innovations. 
“Bobri,’’ writes Mr. Yalkert, ‘‘was born 

Vladimir Bobritsdy, in Kharkov, Ukraine. He was 

a pupil in the Kharkov Imperial Art School, 

where the curriculum was an admixture of penal 

servitude and antique exaltation. All professors 

were admired, respected. Students goose-stepped 

in uniform and were proud of it. All wore hair 

shirts for the Muse. In an atmosphere of self- 

flagellation and voluminous output those who 
could not pass were forever disgraced. Those who 

remained learned anatomy, the old masters, the 

moderns, manners style, how to draw and how to 

argue. 
“At seventeen he was already designing sets for 

the Great Dramatic Theatre (as distinguished 

from the Small) of Kharkov, and was one of the 

first to introduce Gordon Craig’s methods. 

“He fought during the Revolution in several 

1]
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armies, with and against. After the Revolution, 

came a long and enforced period of travel and a 
kind of montage of activity. As a refugee he 

traveled on a handmade passport, eight closely 

printed pages in Polish, so skilfully wrought that 

it left no doubt as to his talent and feeling for 

calligraphy, since it successfully passed the expert 

examination of the English, French, Italian and 

Greek consular authorities. With it he fled to 

Feodosia, thence to Constantinople. In the 

mountainous, peninsular Crimea he worked as a 

wine presser for the Tartar fruit and wine growers. 

Later he came in contact with Russian, 

Hungarian and Spanish gypsies, studied their 

lore, the pecularities of the different tribes. 

Having met with a band of gypsies in the Crimea 

he earned his way as a guitar player in their 

chorus. It is his long love for the guitar which 

makes him today a finished musician (secretary of 

the Society of the Classic Guitar) and composer 

(Danza En La, performed in New York’s Town 

Hall in 1936). 
“Wandering through the Greek islands he was 

hired to do ikon painting for a Greek monastery 

on the Island of Halki. In Asiatic Istanbul he 

painted signs. In Pera he played the piano in a 

nickelodeon, lectured on art—free lance, 

unknown to the museum’s administration but to 

the complete satisfaction of button-holed tourists. 
In an abandoned Turkish mosque he made an 

important archaeological find, a Byzantine mural, 

12 

which later was restored by the Turkish 

Government. It was in Constantinople that for 

two years he did the decors and costumes for the 

Ballet Russe of Constantinople in order to earn 

his passage to America. 

“Through all those wanderings his knapsack 

always had a watercolor box, a drawing pad. The 

record was kept with constant sketching of people, 

stories, folklore, folk music and crafts. And there 

were always the museum and the gallery, the 
theatre and the cafe. Art school had not ended in 

Kharkov. It is this scenario which has yielded its 

many parts to the concentrated, contemperary 

field of design.” 

That is Bobri’s background prior to his coming 

to New York. His experiences in America, if less 

dramatic, have been consistent with his flair for 

adventure. Soon after his arrival he was operating 

his own textile printing establishment. In 1925 he 

was called in by the art director of Wanamaker’s in 

an experiment with modern advertising. His 

radically different newspaper layouts were more 

than the management could stomach and both 

artist and art director were dismissed. But Saks 

Fifth Avenue saw, admired and beckoned. Bobri 

here found enthusiasm for his innovations. 

Bobri’s more recent work is well-known to all 

whose interests embrace the field of commercial 

design. It is always prominent in the Annual of 

Advertising Art. 
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Vladimir Bobri showing Andrés Segovia 

an enlarged diagrammatic representation of the maestro’s right hand playing position. 

  
(Credits: Photograph from The Segovia Technique by V. Bobri) 
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From His Friends And Admirers 

Farewell To An Aficionado 

3 Vladimir Bobri 

“Vladimir Bobri immigrated to this 
country in the 20’s. He was an 

aristocrat from the Ukraine region, 

and a highly educated, highly 
cultured individual, part of a new 

wave of immigrating European 

artists similar to the Bauhaus artists 

at Fortune Magazine. 

I worked with Bobri for forty years 
on the Guitar Review. He was always 
mild-mannered, never concerned 
about time schedules or deadlines, 

always working on a job to 

perfection. We collaborated together 

diligently. He would ‘rough out’ a 

layout or an idea for a cover and I 

would carry it to its completion — as 

did other artists. 

He was once quoted as saying the 

Guitar Review was the most fulfilling 

venture of his life. It was to him, not 

just a job, more or less a driving 

obsession. And everything we did for 

the magazine was contribution with 

no monetary returns. But we did it for 

the same reason we played the guitar, 

for pure enjoyment and to promote 

knowledge and history of the 

instrument during a period when 

such was scarce.’’Antonio Petruccelli 

a os 

“Vladimir Bobri... His life was an 
artistic dream that gave poetry to his 

thoughts, his words, his drawings, in 

which all of us had a place. We will 

remember Bobri.”’ Oscar Ghiglia 

cs 

Bobri and Segovia 
  

“Bobri...always a great 

artist, always a great friend, 

diligently working hard for 

the guitar, an irreplaceable 

aficionado. Your splendid 

artistic contribution to the 
guitar lives with us forever, 

like a song without end.”’ 

Andres Segovia     
Ne age 

sath 

3B ¥ 

“‘Bobri, a multifacet personality; 

unpredictable, that could roar with 

laughter at a childish joke in the 
Russian Yar and be dead earnest and 

profound next. Always the gifted 

artist, with pencil, brush or guitar. 

We met in New York in 1939, and 

still he remained an enigma to me, 

an interesting one! 

Farewell Bobri, wherever you are 

I will remember you; to me you are 

still alive.”’ George Giusti 

een acl 

  

“T owe Vladimir Bobri-the name of 

my publishing house — Orphee. I 

owe him his entire collection of 
Russian music books and manu- 

scripts which he gave me. I owe him 

the many hours of encouragement 

and support at the beginning of my 

faltering steps in writing about the 

guitar. His invitation to write for 

Guitar Review on subjects which 

were dear to him, the Terz guitar, the 

history of Apoyando (published), the 
history of the Lyre guitar (never pub- 

lished), and many other projects 

which wanted more than our 

combined lifetimes to realize, was a 

major impetus to my work. Iowe him 
the friendship and I owe him the 

smile. In the words of another 

Russian, the poet Andrei Voznesen- 
ski: Ia Tebia Nikogda Ne Zabudu — 

I will never forget you.”’ 

Matanya Ophee 

All drawings, designs and layout original Bobri artwork from Guitar Review No.’s 38 and 41. 

Credits to The Society Of The Classic Guitar, New York. 
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“Of the small select group of persons 

who would qualify as having had a 

very special influence in my life — 

bringing it meaning, purpose and 

beauty — the late Vladimir Bobri 

must surely be the first to step 

forward. 
About a half century ago, a great 

fortune befell me; I heard some 

Segovia and Vicente Gomez record- 

ings in California. Instant enthrall- 
ment took over. I became a humble 

disciple of the classic guitar. 

Back in New York, alone in my 

feelings, I feverishly sought the 
company of like captives. Where 

could I find where the guitars were? 
I knew there must be some hidden in 
the city. 

I inquired, I manipulated, and in 

time there emerged the authoritarian 
figure of Vladimir Bobri. He 
immediately saw in me just the man 
eager and willing to help him 

reorganize The Society of the Classic 
Guitar, in limbo since 1936, waiting 
for WWII to end. 

Bobri had a list — a precious list — 
of all the charter members of The 
Society, now disunited and scattered 

like lost sheep in different parts of the 
New York area. Together, we sent out 

a call for a meeting to be held in my 
apartment. 
And so the S C G was brought back, 

more vigorous than ever, to become a 
model for guitar groups throughout 
the world. And in due course came the 
birth of the Guitar Review, again to 

achieve wide acclaim as the leading 
organ for the classic guitar. 

All of this in the name of our 
mission to promote the classic guitar, 
deserving of recognition as an instru- 
ment among other instruments that 

make music — together or solo. 
Of course the crusade led by 

Segovia, King of classic guitar, 
followed by a procession of brilliant 
princes of the instrument was bound 
to succeed; but not without the 

tenacious leadership of Vladimir 

Bobri, the guitar world’s Dedicated 
Amateur who knew how to get people 
and things together to achieve those 
exalted goals. Gregory d’Alessio 

———— 6 

“Vladimir Brobri — His artistic 
temperament coupled with his love 
for the guitar and its music brought 

forth one of the most elegant award 
winning publications to be seen in 
the 20th century — The Guitar 

Review. The guitar world shall miss 

him.” Ron Purcell 

“Vladimir Bobri’s beautiful artwork 

in the Guitar Review and on 

Segovia’s album covers portrayed to 
me an elegance that gave pride to the 

classical guitar and its players.” 
Christopher Parkening 

  

be 

“The guitar world owes Vladimir 
Bobri an enormous debt for so many 

years of dedicated work, and for the 

giving of himself and his very con- 
siderable talent with no thought of 

material gain. 

In the early days of the classical 
guitar revival following World War 
II Bobri’s beautifully produced 
Guitar Review served as a rallying 

point for enthusiasts. In London I 
remember well the arrival of each 
eagerly-awaited issue, and from it 

we learned of such things as the 

Augustine nylon string and even 
became aware of guitar figures in our 
own country by their contributions. 
It was a small community in those 

days, and Bobri did so much to keep 
it alive and growing. 

The many awards received by the 
Guitar Review are of course directly 
related to Bobri’s superb taste and 
graphic skill. The guitar world has 
lost one of its most talented, dedicated 
and well-loved personalities.” 

Frederick Noad 

  

“Vladimir Bobri... Here was a man 
whose love for the guitar was uncon- 

ditional. Bobri’s art portrayed the 
guitar not just as an object but as a 
living soul.” Douglas Niedt 

—————- 

“Vladimir Bobri was an important 

figure in the guitar’s early struggle 

for survival, and it was in no small 

measure due to his efforts that its 
trajectory at mid-century proceeded 

upwards so dramatically. A true 

aficionado of the guitar, Bobri 

responded to the voice of it’s prophet, 
Segovia, giving up a more lucrative 

and secure position to devote the bulk 

of his considerable energies to the 
advancement of this delicate and 

poetic instrument. Bobri was a true 
personality whose adventure-filled 

life fueled an astonishingly broad 

range of interests. No doubt it was 
this that made him seem a sort of 
living institution. How appropriate 
that the Guitar Review, which he 

founded, today continues as an 

ongoing tribute to his lifelong 
devotion to the cause — and to the 
striving for excellence he so richly 

exemplified.” Eliot Fisk 

ee 

“All guitarists cherish Bobri — 
founder, nurturer and pilot of Guitar 
Review, and Segovia album art 
designer, and author, and composer. 
Many also know and admire his 

achievement outside the guitar world. 
What fueled his fecundity? Could it 
be his love of beauty? For me, art lives 

not when the creator gives it birth, 

nor even when the interpreter 
breathes into it. Art comes to life fully 

only when it inspires the heart of an 
appreciator such as Bobri: to play or 
to write for him was to be heard. 
As much as I will miss his creative 
hands, I will miss his precious ears 

and eyes.” Michael Lorimer 

eee ee 

“T first met Vladimir Bobri in the fall 
of 1960 at his studio on East 50th 
Street in New York City. 

Mr. Bobri had a profound love for 
Gypsies and belonged to the Gypsie 

Lore Society. This society did serious 
research into the customs and folk arts 
of gypsies. 

Mr. Bobri also belonged to a 
fascinating club started by Eugene 

O’Neil, the great American 

playwright. It is called the Beach- 
combers and the wind swept sands of 
Provincetown on Cape Cod is the 
club’s home. There in this old town 
each summer artists, writers and 
musicians meet in the rambleshack 
building on Commercial Street on 
Saturday evenings and prepare 
gourmet meals. I was always most 

proud to be a member of this club. 
Vladimir Bobri ... the guitar world 

has lost its greatest friend and I thank 

you for making those ‘early days’ of 
the guitar a most happy time in my 

life.” David Harris 

  

“Mr. Bobri was a friend, teacher and 
inspiration. His goal to elevate the 
classic guitar to its greatest artistic 
heights was achieved through his 
obsession with perfection and beauty. 

Bobri’s graphic portrayals of Segovia 
will remain as his lasting monument. 

In one of our many conversations 

we spoke of the frustration of trying to 

produce a quality guitar periodical. 
His philosophy was, ‘Do it because 

you want to whether anyone 

appreciates it or not.’ As you can see 

by the testimonials on these two pages 
many fine people did appreciate 
Bobri’s artistic endeavors. 

Whenever great names are 

mentioned in the classic guitar world, 

the name Vladimir Bobri, will be 

among them.” James Sherry 
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Parkening’s Triumphant Return To 

Orchestra Hall — Chicago 

  

  

  

Program 

De Murcia Prelude and Allegro 

Besard Branle and Volta 

Dowland A Fancy 

Sanz Suite espanola 

Granados ‘‘Danza espanola”’ No. 4 

Albeniz Rumores de la Caleta 

Sor “Allegro” from Sonata No. 2, Op. 25 
Variations on a Theme of Mozart, Op. 9 

Tansman_ Suite in Modo Polonico 
Villa-Lobos Prelude No. 3 

Gavota-Choro_ 

Debussy The Girl with the Flaxen Hair 

Ravel The Empress of the Pagodas 

De Falla The Miller's Dance from 
“The Three-Comered Hat” 

Halffter Danza 
Granados “Intermezzo” from “Goyescas” 

De Falla Spanish Dance from “La vida breve” 
_ David Brandon, Assisting Artist   

  

aa ne finds it difficult to think of another 

American classical guitarist who better 

Pas combines technical expertise, musical 

understanding and a genuine gift for drawing an 

audience into the guitar’s most intimate recesses 

of communication than Christopher Parkening. 

The guitarist is in his 30s, could easily pass for 

a young man in his 20s and plays with all the 

artistic confidence of a mature musician in his 

40s. Although his name is often linked with that 

of Andres Segovia, his temperament and style are 

quite different from those of his venerable teacher, 

and he seems to have everything required to make 

the guitar speak persuasively in his own voice. 

That much was amply demonstrated by the fine 

recital Parkening gave Saturday, February 7, at 

16 

  

Orchestra Hall, part of the Merrill Lynch Great 

Performers Series. 

Keeping an audience involved in a long string 

of miniatures while maintaining a clear musical 
continuity is no easy feat for any guitarist, but 

Parkening pulled off this dual feat without a trace 

of strain. He warmed up his fingers (and listeners) 

with a group of pieces originally written for the 

lute by De Murcia, Besard and Dowland. Then it 

was on to Gaspar Sanz’s “‘Suite Espanola,” which 

he brought to life with a giddy rhythmic abandon 

that bespoke the music’s direct debt to Spanish 

popular song and folk dance. 

More subtly atmospheric were the Granados and 

Albeniz transcriptions, again music inspired by 

Spanish dance, here wonderfully evoked through 

 



  

subtle inflections of pulse and delicately traced 

melodic filigree. Lest anyone assume Parkening 
is a ‘decorative’ guitarist of but modest virtuoso 

gifts, he dispatched Sor’s “Variations on a Theme 

of Mozart” and the Allegro movement from that 
composer’s Sonata No. 2 with a finely poised 

bravura that had the crowd applauding heartily. 

But for many listeners the best was yet to come. 

A second guitarist, David Brandon, joined Park- 

ening on stage to play several Spanish pieces for 

two guitars — including the Intermezzo from 

Granados’ ‘‘Goyescas”’ and dances from Falla’s 

“Three-Cornered Hat” and La vida breve.”’ 

Strumming up a storm, coaxing all manner of 

coloristic spice and rhythmic intoxication from 

their instruments, the well-matched guitarists 

almost made one believe that an entire flamenco 

troupe in full regalia had taken command of the 

stage. 
If this were Madrid and not Chicagg, the hall 

would have erupted in delirious cheers of ‘‘Ole!”’ 

John von Rhein, Music Critic, Chicago Tribune, 

Monday, February 9, 1987 

Bream Fascinates Audience 

Orchestra Hall — Chicago 
  

  

  

  
  

Julian Bream, and his return to Orchestra 

& S Hall Saturday, November 15th, was an 

occasion for guitarists and those who admire, 

but do not play the instrument, to renew their 

acquaintance with the high art he practices. 
His program was based on sonata-type works 

rather than short pieces, and, significantly, the 
longest and most demanding of them was 
dedicated to Bream. This was the Richard Rodney 

Bennett sonata of 1983, music far too complex 
to be evaluated on a single hearing, but endlessly 

fascinating and proof, if such were required, 
that the classical guitar is perfectly well suited 

to contemporary musical thought. 

Brouwer’s ‘‘E] Decameron Negro” 

  
is another 

example of recent composition for the instru- 
ment. I wish I knew what the pieces are supposed 
to describe. The titles of the movements are 

highly intriguing. It was played with real zest, 

as was the Ponce Sonatina. 

Every classic guitarist makes his reputation 

with older music. Bream has long been recognized 

for his performances of Scarlatti and Bach. In 

this program the Third Bach suite for lute was 
heard in a particularly distinguished statement. 

Scarlatti sonatas, although perfectly playable 

as guitar music, really ‘make a stronger effect 

on the harpsichord or, as Vladimir Horowitz 
recently reminds us, the piano when it is in the 

right hands. Chicago Sun-Times Newspaper 
Robert C. Marsh, critic, November 16, 1986 

17



  

  Cuadro flamenco en Sevilla (Circa 1910). 
La Macarrona and Antonio Ramirez dance the fandango accompanied by a group of great artists. 

      

Chapter IV Series I 

The Grand Fandango 
by Alain Gobin 

4 urrently a clear cleavage is occuring 

KH between the Fandangos Grande which 
ip G 

S4'are of the purest jondo tradition and the 

Fandaguillos of minor worth but nevertheless 

having great charm. 

The Fandango Grande’s repertory divides itself 

into two principal branches which have their 
roots in the so-called Abandolao and Verdial 
Fandangos. 

Initially we find the so-called ‘Al Verdial’’ 

form, which at times may go under various 

names, thus the Zangano. By loosening its 

structure, this form seems to have rapidly brought 

about a particularly fertile branch: the Fandangos 
Abandolao which are characterized by an ‘Ad 

Libitum”’ accompaniment. 
Thus the Verdial and Abandalao fandangos are 

the forerunners of the Fandangos Grande. From 
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es 

Translated From the French by Alfred Valerio 

them in turn, the Fandangos Grande will borrow 

their principal characteristics. The Al Verdial 
and Abandalao forms rapidly spread to Lucena, 
Cordoba, Almeria, Jaen, Murcia, Granada, 

Malaga. Among the Verdial Fandangos 

descendants we successively come across those 

of Lucena, Cordoba, Malaga, Jaen, Almeria, 

Murcia and Granada. These are especially 

connected to those of the Eastern repertory about 

which we shall talk later. 
The Fandangos of Lucena renewed their 

acquaintanceship with the ancient “Al Verdial’’ 
form. They were generally sung in E major with 
a characteristic ‘‘Al Verdial’’ Fandango 

accompaniment. 

The Cordoba Fandangos are closely related 

to those of Lucena. Their great success at 

the beginning of the century was due to the



  

  

impetus of Cayetano Muriel surnamed El] Nino 

de Cabra, one of Don Chacon’s pupils. Indeed he 

knew how to imprint on them his indelible 

mark!, 

This kind of Fandango may be synthesized by 

the following remark of Professor Manfredi: 

“It is a song for a singer on horseback admir- 

ing a golden wheatfield by the hillside.” 

A special place must be allotted to the Verdials 

of the Malaga region. 

Built on a fast ‘‘Al Verdial” rhythm they are 

not really part of the ‘‘grande’’ repertory. As 
D. Porren rightfully remarked they are ‘‘the 

Joyful version of the Malaguenas.”’ 

Sung at all festive occasions as are the 

Sevillanas, they use more often multiple voices 
with guitars, tambourines and at times accom- 
panied by violins?. 

By their repetitions they recall at times certain 

American folklore themes. But mainly, they 

remind us of the many Asiatic songs, those 
especially from the Japanese peasants. The 

rhythm is simple which in itself engenders 
monotony at times. 

Currently, by a maneuver marking a return 

to their origins, the Verdiales seem to approach 
again the Malaguenas as they were sung at the 

beginning of the century‘. We are then brought 
close to the “Al Verdial’”’ form from which the 
Malaguenas originated. These were an authentic 
creation of Don Chacon the nightingale of the 
Alhambra and of Juan Breva immortalized by 
Garcia Lorca: 

Juan Breva avait 

le corps d’un geant 

et la voix d’un enfant. 

Rien n’egalait son trille. 

C’etait la douleur 

meme, chantant 

derriere un sourire. 

Tl evoque les citronniers 

de Malaga la sommolente 

et sa lamentation 

a le gout du sel marin. 

Comme Homere, il chanta 

aveugle. Sa voix avait 

quelque chose de la mer 

sans lumiere 

et de l’orange expimee. 

Juan Breva had 

the body of a giant 

and the voice of a child. 

Nothing could equal his trills. 

It was pain itself 

even though singing 

behind a smile. 

He evokes the lemon trees 

of sleepy Malaga 

and his lamentation 

has the taste of sea salt. 

Like Homer, he sang though 

blind. His voice had 

everything from the 

darken sea 

and the fragrance of a 

pressed orange. 

(To be continued.) 

  

Cayetano Muriel, Nino de Cabra Don Antonio Chacon 

  

Antonio Ortega, Juan Breva     

' 

FOOTNOTES: \n- 

_ Fandango can be found 
Gitano” Decca 
of the Fandang 

recordings of “Ve 
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RoBERT NATHANSON 
Exposure Guitar Solos 

Tempo I Incorporated 

Robert Nathanson “exposes” us to some of his 
favorite pieces, pieces he’s studied with ‘‘some of 
the greatest guitarists living today,’’ namely 

Christopher Parkening and Michael Lorimer. 

Nathanson pays homage to his mentors in his 

selections — a very Parkeningish interpretation 

of the Gymnopedie No.1 and Lorimer’s tran- 

scription of Weiss’ Sonata for Lute in E Minor. 
Soleares and Rafaga are given the usual lush 

interpretation. Albeniz’s Zambra Granadina 

struggles a bit to stay afloat, but manages to 

exude some Spanish heat. The Easy Street Suite 

by Robert Hardaway is, we are told, a “major 

nine movement work.”’ Movements entitled “‘Life, 

Love, Inspiration” are written in an American- 

esque fingerpicking style with some predictable 
modulations. They are happy pieces, ‘‘easy”’ 

listening and contribute some sunlight to a 
rather heterogenous collection of works, Nathan- 

son’s style is clean and clear, some pieces 

sparkling with life, others thoughtful and well 
charted. Norman Ruiz 

ROBERT BRIGHTMORE 
Robert Brightmore Recital 

Chorus Records CH 8601 

Choosing from Bach’s literature for flute and 

basso continuo, Robert Brightmore, a rising star 

in England, opens his RECITAL with the Sonata 

in E major, a nicely transcribed piece that never 

overworks the guitar, all played with fluid ease. 

Granados’ Dances #1 and #3 are equally well 

played, each phrase stated fully, spaced and 

colored just right. Barrueco’s transcriptions are 

complex, with much octave writing. Brouwer’s 

El Decameron Negro, originally written for 

Sharon Isbin, is written in a more tonal style. 

(“It is time to relax a little,” says Brouwer.) 

Based on ancient stories from Africa, their Afro- 

Cuban harmonies and rhythms make them 

“instantly accessible,’ as Colin Cooper remarks 

on the sleeve. Fast arpeggio and ‘‘modal”’ scales 

are easily executed, making the guitarist grateful 

to have a guitar-composer like Brouwer around. 
Choro de Saudade and La Nochera (the first by 
Barrios) are icing on the cake,- bringing 

Brightmore’s recital to a pleasant close. 

Norman Ruiz 
  

Exposure   
  

        
  

    

   



  

Joaquin TURINA 
Miniatures for Guitar 

Arr. by Zoltan Tokos, European American Publ. 

Of the many Spanish composers Segovia in- 

spired, Turina is possibly the greatest. His Rafaga, 

Homage a Tarrega and Sonata, not to mention the 

Fandanguillo and Sevillanas are jewels in the 

guitar’s crown. These Miniatures, however, are not 

cast in the same mold. The colors and harmonies 

are not the usual Turina sounds, more impression- 

istic, less overtly ‘‘Spanish.”’ And the writing, more 

pianistic, would most likely flow lyrically with 

great ease on the keyboard, but sounds strained and 

forced on the fingerboard. Caminando and Se 

acercan soldados are transparent enough to work 

on the guitar. Amanecer and La aldea duerme, both 

quiet pieces create a tranquil mood and work well. 

But El Mercado and Fiesta require a formidable 

technique to carry off. Duo Sentimental is too 

jumbled to flow evenly. La Vuelta is a summation 

of the ideas presented in the set. Zoltan Tokos has 

dedicated these transcriptions to Segovia who, a 

master at the art of transcribing, might take 

exception to some of the gymnastics the guitar is 

asked to perform. Norman Ruiz 
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(Zoltan Tokos) 
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__Publication Keviews 
G. CoorF 

Oriental Guitar 

Ricordi/G. Schirmer Co. Publ. 

A very unusual book, the editor, G. Coorf, 

attempts to present the guitarist with 15 

works progressively more intricate, employing 

standard guitar special effects in an attempt 

to duplicate the sounds of many oriental 

instruments. A big job, and well done. 

Each piece is prefaced by a drawing of the 

instrument being represented, a bit of history, 

a description of the instrument’s character- 

istic sound and how to create a similar sound 

on the guitar. For example, the Sitar’s droning 

upper string is achieved by lowering the 

guitar's 2nd string to ‘‘A’’ and strumming 

both Ist and 2nd strings with “i” (a perfect 

fifth). The piece for Kayageum (a Korean 

zither-like instrument) is written to be played 

entirely on the third string. The koto sound 

is achieved throught the use of arpeggiated 

natural harmonics; to imitate the kane, pon- 

ticello and rasgueado, including an index 

nail strum of six strings. 

Norman Ruiz 

  

ORIENTAL 
GUITAR 

» Music of Eastern Countries 

A collection of 
15 progressive pieces 

  
      

  

    Note: Publishers or artists who 
Guitarra Magazine, Pu   

wish to submit publicatie 
cation Reviews, 3145 

    

   5 West 63rd 
  

  

23  



  

JUAN MORAL ESCRIBANO 

  

Questions 

: and 

a Answers ° 
    

  

  

Kansas City, MO: The Conservatory 

of Music, University of Missouri- 

Kansas City announces an opening 
for the position of graduate teaching 
assistant in guitar beginning in 
August 1987. Duties include assisting 
Douglas Niedt in teaching applied 
guitar, chamber music, and guitar 

classes. Write for information to: 

Douglas Niedt, 4949 Cherry, Kansas 
City, MO 64110. 

Letter: Alice Artzt has just returned 
to New York from an extensive Euro- 
pean and Far Eastern tour, culmina- 
ting in two duo concerts in the USA 
with the renowned harpsichordist 

Igor Kipnis. Her left elbow which 

was badly fractured by an encounter 

with a speeding NY taxi cab has 
healed perfectly, thanks to a lot of 
good fortune and a wonderful doctor 

who put it together again so skill- 

fully. She already finds that her arm 
feels just the same as it did before the 
accident, and believes that all the 

.     
work needed to get back to playing 

has made her more aware than before 

of her left hand technique so that she 

expects to end up with a better left 
hand than before as a result of the 

accident. After about a month’s 

vacation in December, she has 

continued her travels, with tours in 
the USA and Canada in January 
through March, a trip to Europe in 
April, one to South America in May 
followed by two more to Europe in- 
terspersed with USA concerts this 
summer. 
  

    
Letter: There is a piece by Tarrega 

known as Cajita de Musica, (Music 

Box). It is in Liona Boyd’s Miniatures 
for Guitar. In another publication 
it is called Alborada. I understand 
the notation to indicate several left 
hand alone sections with right hand 

playing artificial harmonic tech- 

nique on bass strings, all of which 
ought to be both audible and legato! 
While the piece is not difficult these 
sections are unusual, challenging 

and interesting. Would you please 

give any suggestions and/or correc- 

tions that I may benefit from. I am 

not sure if it is correct to perform a 

ligato, from Ist string open E toa 

12 fret E with no initial right hand 

assistance. It is a swange sound! What 
do you recommend for fingering? 

Should the right hand, when playing 

harmonics as a bass, use i & a? Should 

each triplet begin with a hammer on? 

Ed Cabanne, Sacramento, CA 

Answer: Beginning each triplet with 

a “hammer-on” produces too much 

noise and an objectionable multi- 

  

    
plucking the string with the fourth 
finger of the left and slur from there 
with the left hand alone. For the 

harmonics I would use i and p.:The a 
finger produces too much scratchy 

noise on the wound bass strings. 

Douglas Niedt, Guitar Dept., 

Conservatory of Music, University 

of Missouri, Kansas City, MO 

ANNOUNCEMENT: The Saint Louis 
Classical Guitar Society will present 
the following artists during 1987-88. 
The Guest Artist Series will feature 

guitarist Pepe Romero, Sept. 18 & 19; 
the Schmidt/Verdery Duo (flute and 

guitar), Oct. 16 & 17; guitarist John 

Holmquist, Feb. 26 & 27, ’88; and The 

Falla Trio (guitars), April 8 & 9. 
Each artist or ensemble, excepting 

John Holmquist, will also conduct a 

master class on the Sunday following 

their concert appearances. 
Two Special Events: Nov. 15, 1987 

feature Julian Bream, and Jan. 30, ’88 
Christopher Parkening. For info 
write: The Saint Louis Classical 
Guitar Society, P.O. Box 24153, St. 

Louis, MO 63130. Tel. (314) 725-0739. 
  

   t 
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Readers of G ttarra are invited to send in r 

Letters Department, 3145 West 63rd Street, Chicc 

phonic. I would start each triplet by 
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EszTeERGOM, HuncGary: The 8th Inter- 
national Guitar Festival will take 

place here August 5 thru 18, 1987. 

For the last sixteen years, the 

Hungarian guitarist, Laszlo Szend- 
rey-Karper has been organizing the 

festival which takes place every two 

years. The festival will sponsor 

seminars, concerts, a guitar com- 

petition, and an international 
competition for composers. 

Participating world famous artists 
are: Costas Cotsiolis, Greece; Hubert 

Kappel, Germany; John Williams, 

Great Britain; Roberto Aussel, 
Argentina; Alice Artzt, USA. For full 

details write to: Dr. Istvan Bardos, 

Esztergom Varosi Tanacs, Fesztival- 

titkarsag, H-2501 Esztergom PF 38, 

Hungary. 

BozeEMAN, MT: The Montana State 

University Department of Music is 

pleased to announce that Christopher 

Parkening will again offer a classical 
guitar master class Aug. 17-20, 1987. 

    

observers. Write to: Dr. W. J. Rost, 

Head, Music Department, Montana 

State Univ., Bozeman, MT 59717. 

Toronto, Canapa: After a tour of 34 

concerts across Canada, Liona Boyd 

vacationed in Morocco over the 
Christmas season. Feb 7, ’87 touring 

    
began in Bombay, India; 12th & 13th 
New Delhi; 15th Calcutta; 20th 

Kathmandu, Nepal. March 3rd 
Rochester, NY Rennaissance City 

Chamber Players; 4th Detroit 

(RCCP); 5th Ann Arbor, MI (RCCP); 
6th Wolftrap, Washington, DC; 

13th Pasadena,CA. 

Assisi, Iraty: From August 12 to 20, 

1986, the Fourth Seminar of Classic 

Guitar took place here. 
This international encounter was 

dedicated to Latin American con- 

temporary music. Faculty members 
of the interpretation course were the 
Caribbean composers Leo Brouwer 
(Cuba) and Ernesto Cordero (Puerto 

Rico). The courses were mainly based 
on their own compositions. 

A series of concerts emphasizing 

(Puerto Rico), Steffano Raponi 
(Italy), Efrain Amador and Doris 

Oropesa (Cuba) and Linda Calsolaro 

(Italy). The closing concert was 

performed by the distinguished 

Venezuelan master Alirio Diaz. 
One of the highlights of this 

seminar was the concert offered by 
the students who attended the inter- 

pretation courses. This concert which 

focused on the music of Brouwer and 
Cordero concluded with a world 
premier of Brouwer’s piece entitled 
Serenata per Assisi. 

Ernesto Cordero, Puerto Rico 

Frempurc, W Germany: The Inter- 

national Guitar Association, located 
in Freiburg, is pleased to announce 

the I. Triennial International Guitar 

Congress Freiburg/Basel/Strasbourg 

in Freiburg from August 28 through 
September 6, 1987. 

Wi *     
The Congress is dedicated to 

JOAQUIN RODRIGO, who will 
join the festival along with the well- 
known German composer Diether 

  

The 1987 master class will be Latin American Music were offered - i ao : ae a ae 
limited to ten (10) selected performer/ by Leonardo de Angelis (Italy), Jesus a8 ar Me net = > 

students and an unlimited numberof Castro Balbi (Peru), Juan Sorroche eee 

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

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

‘ ae Shipping and handling $1.50 per tape. Calif. 
For Guitars ¢ Violins ¢ Pianos ~~ “s residents add $.74 tax per tape. 

Antigua Wax is a secret blend of Carnauba, Book $10.95 plus $2.00 shipping and handling, 
Coconut and Rosewood Waxes. It has been Calif. residents add $.84 tax. 

dt t iceless i i 
Kn eCaa Cot We also stock all of Frederick Noad’s instruction 

PRICE: $2.95 plus 75¢ postage and repertoire books. 

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

  

ANTIGUA CASA SHERRY-BRENER, OF MADRID PROUDLY PRESENTS: 

   
    

  

     - CRYSTAL 
ELECTRONIC 

— 

METRONOMES <— Matfagony 
  

THE METRONOME WITH MORE FEATURES THAN ANY OTHER METRONOME IN THE WORLD. 

@ BESIDES BEATING THE STANDARD BEATS PER @ THREE DIFFERENT PITCHES PROVIDED FOR @ SMALL 3 x 5 X 11%” IN PLASTIC AND 1/2” 

  

  

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

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

SIGNATURES CAN BE ACCENTED. @ OUTLET PROVIDED FOR POWER PACK. S DLACK PUABNIC. <3. oo oss oss sacs $69.95 
@ VOLUME CONTROL FOR ANY LEVEL BETWEEN  @ POWER PACK PROVIDED. @ GOS WALNUT cre tes ee rents 83.95 

LOUD SOUND AND COMPLETE SILENCE. @ BATTERY OPERATED — BATTERY PROVIDED. @ SOLID MAHOGANY ..............05. 83.95 

@ SEATS OF LIGHT CAN BE USED wrmoUT THe @ ADD FOR SHIPPING -..sssssessss. $ 225 

THE LEGENDARY yo Ay YA: OFFICES IN: 
HOUSE OF a e A A A @ MADRID 
GUITARS $ s on . i i \. bog ; @ PARIS 
FOUNDED y ys) EATS ACES @ PERSIA 
IN 1939 3145 WEST 63RD STREET, CHICAGO, IL 60629 — U.S.A. 312—737-1711 @ Macao 
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J 

. 1 

PX 
ALBERT AUGUSTINE: LTD: 

CONCERT GUITAR STRINGS 

WHEREVER THE COMPASS POINTS 

m 
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Best Of Both Worlds” 

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

ANTIGUA CASA SHERRY-BRENER, LTD. OF MADRID 

  

HU-8400 MICON CHROMATIC TUNER     
WSPECIFICATIONS 
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: +1CENT 
Output jack: By-pass 
Power Requirements: : OO6P/6F22 9V or AC adapter 
Dimensions: o Apdo orca 33(H) x 145(W) x 60(D)mm 
Weight: vied ces PPIN —_490grm. (including battery) 

Micro Tunes By Notes & Harmonics the Guitar and All Other Tunable Musical Instruments.       
3145 WEST 63RD STREET, CHICAGO, IL 60629 — 312-737-1711       
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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   
  

  

ANTIGUA 
Wrought Iron Footrest 

   
   

    

Adjustable Made 

to , . i in 

3 Position: ‘> a ; Spain 

A work of art for $45.00 + $1.85 postage 

Antigua Casa Sherry-Brener, Inc. 

3145 West 63rd Street, Chicago, IL 60629           
  

  

Hanvb CRAFTED 

CxassiIcaL 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 
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PARKE:NING 
Virtuoso Music     
   

fusic for Guita 

PARKENING 
AND THE GUITAR 

  
feed ad 
rer 

All available 
Christopher 

Parkening 

publications are 

listed below with 

prices - add $1.65 
postage and 

handling. 

Parkening Guitar Method 

Parkening Plays Bach 

Romanza Folio 

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

Parkeni Sacred 
Val Oot cock tals 

Antigua Casa Sherry-Brener, Ltd 
of Madrid 

                    

    

  

Music   

  

Rar tomas) ioXige) 
a   

  

  

  

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 CoreLuI!: 
GIGA; 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 PETIT 
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. 

  

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 
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* 

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 

Dealer enquiries welcome 

Horteleza 26, Madrid 28004, Spain 
IT   

  
  

 



  

At Last! 
Brilliant Tone in 
a Smoothwound 

GHS LA CLASSIQUE? 
SMOCTHYWOUNDS 

Classic String! 

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. 

   

J 
ghs strings / battle creck / michigan 

Us strings 
The String Specialists 

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

    

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 

Val Ps Xe en) 

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

  

 



  

  

      

Guitars 
Classical and flamenco 

Pandnack in 
Spain 

and Fapan 

Antigua Casa Sherry-Brener offers you... 

  

Handmade guitars from the world’s greatest luthiers; In other words our guitars were designed by great 
for the student, teacher and concert guitarists. guitarists not just by wood workers or scientists. 

We have the finest selection of guitars in the world. Not only do we send aged wood to our makers in 
These guitars are made by Ramirez, (Spain); Pena, Spain and Japan, but, also, the ideas and dreams of 
(Spain); Hernandis, (Japan); Garcia, (Japan). The great concert guitarists. 
prices range from $250.00 to $5,975.00 with imme- The gifted hands of these makers turn these rare 
diate delivery on all guitars. old woods, ideas and dreams into beautiful musical 

Every guitar at Sherry-Brener is aged at least one instruments. 
year. We do this because the finish needs at least 8 It is a well-known fact that virtuoso guitarists 
months to crystalize. During this time the sound of Christopher Parkening, Michael Lorimer and Douglas 
the guitar changes each month. The glue, also, does Niedt grew up playing our guitars. Nearly 100% of 
not completely harden until after this length of time. the touring concert guitarists are playing guitars 
The guitars are not tuned up during this drying from Sherry-Brener. 
period. For our catalogue featuring guitars, strings, acces- 

Any concert artist who has acquired a guitar from sories, publications, records and luthier supplies send 
our firm always demanded an aged instrument. When $1.25 postage and handling charges. In many areas 
you receive a guitar from Sherry-Brener you can be our catalogue has become a collector’s item. 
assured it is completely bone-dry. We also publish Guitarra Magazine, a bi-monthly, 

A Letter of Value is given with each guitar. All up-to-date news media featuring a calendar of events 
Major insurance companies accept our evaluations — where and when the artists are performing . . . 
without question. interesting, in depth interviews with performing 

Due to our close association with the great concert guitarists . . . new music. . . publication and 
guitarists of our day we always solicit their opinion record reviews. 
and knowledge on every guitar in our catalogue. Any Subscriptions: $15.50 per year (foreign: $21.50) 
improvement that was suggested was made. Back Issues: $2.60 per issue (foreign: $3.60) 

ANTIGUA GASA 
eo 

     
OF MADRID 

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, N.Y. 10014   

  

  BY APPOINTMENT 
(212) 675 5256 

  

  

  
  

  
Snodgrass 

Guitar 

Cradles   

  

  

SOLID OAK ¢ CLASSICALLY DESIGNED 

COMPLIMENTS THE BEAUTY OF YOUR GUITAR 

ALL CONTACT POINTS ARE FELT CUSHIONED 

$110.00 + $5.00 Shipping 

SNODGRASS GUITAR CRADLES 
P.O. Box 1454 

Burlingame, CA 94010   
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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     
In 
Search of 

‘The 
Perfect 
String 

Bronze & Silver 
Made in Finland 

GSP |4ll Clement St. San Francisco CA 94II8 

  

 



  

  

  

The Entire Classical Guitar Repertoire 
is at your fingertips 

  For Only $3.00° Send for our 
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 
Chorus Strings & Publications 

Zen-On Music Hamilton 
(Dealer inquiries welcome) Supraphon 

  
                

  

  
  

      

(Guitar Si olo 
Phone orders accepted 

1411 Clement Street with Visa & MC cards only 

Usa ous (415)386~-0395                   
35 
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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’Apres Paganini, ($§.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., PO.Box 21291, Columbus, OH, 43221 
ad Tel: 614 457-7609 sme 

Ae    



  

  

  

  

Andres Segovia 
Comments on 

GUITARRA Magazine 
“TI hope that this fine mag- 

- azine (GUITARRA Mag- 
& azine) accomplishes its 
K artistic purpose — to in- 
& crease the love and know- 
f ledge of its readers —for 

the beautiful instrument 
which is the guitar.” 

ANDRES SEGOVIA 
1966 Winston-Salem, NC 

   

    

Dear James, 
“TI am truly happy that, 
like the immortal Phoenix, 
“Guitarra”? magazine will 
be born again! A periodi- 
cal devoted to current 
news of the classic guitar 
world is badly needed and 
will be appreciated. Under 
your experienced guid- 
ance success is assured. If 
I can be of any help, 
please do call on me.” 

VLADIMIR BOBRI § 
September 27, 1978 

Kens 
      

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 

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 

“ 
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—« festimonials for Guitarra Magazine 

  

          
    
    
    

          
    

   

      

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 k— 

   

        

A Duo Proclamation 
by Presti and Lagoya 

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

IDA PRESTI and 
ALEXANDRE LAGOYA   

  

   
    
      
      
        
      

      
        
      

      
      

      

    
   

   

  

   

Carlos Montoya 
Exclaims. . . 

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

CARLOS MONTOYA 
March 19, 1966     
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Birthdays of Aficionados 

  
  

  

Se es 

        
* Chaatoph: Gluck 

Erasbach Upper Palatinate ~ July 2,-:1714- 

‘Gustav Mahler, Kalischt, Bohemia July 7, 1860 — : 

Jose de Gallarreta Ramirez I, Madrid, Spain  =—S—_July 12, 1885 
Julian Bream, London, England — ‘July 15, 1933, 

Antonio Lorca, Malaga, Spain = : July 17, 1803 

Francisco Barbieri, Madrid, Spain Serre August 3, 1823 

Guillermo Gomez, Malaga, Spain ae August 5, 1880 _ 

  

o 

 


