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A Guitar for Segovia

Alonso Mudarra (ca.1510-1580)
Tres libros de música  
en cifra para vihuela (1546)
1. Pavana 1’59
2.  Tiento del séptimo tono - Glosa 

sobre el “Cum Sancto Spiritu”  
de la misa de “Beata Virgine”,  
de Josquin 3’26

3.  Tiento del octavo tono - Fantasía 
que contrahaze la harpa en la 
manera de Ludovico 2’45

Santiago de Murcia (1673-1739)
del Códice Saldivar nº 4 (ca.1730)
4. Folías italianas despacio 8’42
5. Folías españolas 3’05

Maurice Ohana (1913-1992)
6. Tiento (1957) 4’38

Mario Castelnuovo-Tedesco  
(1895-1968)
7.  Variations à travers les siècles (1932) 

Chaconne
  Var. 1 Preludio (Dolce e triste) 

Var. 2 Walzer I 
Var. 3 Walzer II 
Var. 4 Tempo del Walzer I 
Var. 5 Fox-Trot 9’31

Manuel María Ponce (1882-1948)
8.  Variaciones sobre la Folía  

de España y… 21’12
9. …Fuga (1932) 3’38

Frank Martin (1890-1974)
Quatre Pièces Brèves (1933)
10. Prélude 2’44
11. Air 1’54
12. Plainte 2’52
13. Comme une gigue 2’13

Javier Somoza guitar



“A guitar for Segovia”

This album draws on two sources of inspiration. The first one is the harmonic pattern 
known as Folía. The other inspiring element is a guitar that belonged to Andrés 
Segovia and was built in 1924 by Santos Hernández, one of the best luthiers of his 
day. According to recent research by John Ray, the Spanish maestro probably played 
this guitar on several concert tours before he donated it to the Victor Espinós Music 
Library in Madrid, where it has been kept until today. This recording thus features 
pieces in Folía form, others composed for Andrés Segovia, and a few that do not 
belong to any of those two categories. 

The term Folía emerged in Spanish music and literature toward the end of the 
1400’s, and it had several meanings: it could be a sung dance, or a metric form in 
poetry, usually with short stanzas and irregular versification. Most of all, however, 
Folía is a harmonic pattern on which one can compose or improvise variations. The 
latter acceptation of the word was to have an extremely long life. 

The first two groups of compositions on this album were originally written for 
vihuela and Baroque guitar. On this recording they are brought back to life in 
a manner which might meet with the disapproval of certain early music adepts, 
according to whom such pieces should only be performed on replicas of period 
instruments, and obeying norms of interpretation one can apparently find in 
theoretical treatises of the time. This may be so; when a composer hands a work 
over to the public, however, it is no longer his ‘property’, but becomes a universal 
good that any performer can appropriate, reread, recreate – interpret. Experienced 
performers strive first and foremost to reflect the spirit of the composition instead of 
slavishly following the text. A piece from the 1500’s can be played on a replica of an 
original instrument, or on any other instrument: the benchmark of excellence will lie 
more in the quality of interpretation than in the chosen medium. 

The first group of compositions on this album consists of works by Alonso 
Mudarra. Probably born in Valladolid, Mudarra was employed as a vihuela player 
in the households of the dukes of the Infantado in Guadalajara; he then became a 
chapterhouse priest at Seville Cathedral, where he served until his death in 1580. In 

1546 he published Three Books of Music in Tablature for Vihuela. The first selection 
featured here, a Pavane, follows the harmonic pattern of the Folía; the same applies to 
the extremely well-known Fantasia that imitates the harp in the manner of Ludovico. 
The other pieces are two tientos, and a glosa (free arrangement) of a portion of a 
mass by Josquin Desprez, the most celebrated composer of the early 1500’s. 

Ever since its origins, the harmonic pattern of the Folía had several variants. Two 
of them make up the second group of pieces on this album: compositions by the great 
Madrilene guitarist Santiago de Murcia (1673-1739). We know little about Murcia’s 
life, except that he never left Madrid, and that he was the guitar teacher of Queen 
María Luisa of Savoy, the first wife of King Philip V. Santiago de Murcia left one 
publication to posterity, as well as several exquisitely copied manuscripts destined 
for sale. In this recording we will find two varieties of the Folía, the “Spanish” and 
the “Italian” Folía; the latter became the most widespread and went on to leave 
a profound mark on music history. The Baroque guitar’s idiomatic resources – 
campanella effects, extended passages in tied notes, melodies doubled in octaves, all 
so natural on the Baroque guitar thanks to its re-entrant tuning – require a veritable 
tour de force on the modern guitar. In exchange for that additional invested effort, 
the modern guitar offers great variety in terms of timbre and dynamics, along with a 
range that extends far lower into the bass. Thus, paradoxically, if we want to respect 
the spirit of this music on our current instruments, many changes in the original 
notation are required. 

Maurice Ohana was born in Casablanca in 1913 and died in 1992 in Paris. He 
was one of the most eclectic, independent composers of the 20th century, always far 
removed from the musical fashions of his age. He wrote a dozen works for guitar, 
either solo or with other instruments. Composed in 1957, Tiento was the first solo 
guitar work he published (in 1968). One of its sources of inspiration is Spanish music: 
the name Tiento not only evokes the Spanish early music genre, but also the palo 
(rhythmic pattern) and flamenco dance of the same name. Moreover, the work sets in 
with a thoroughly stylized Folía, and contains a great abundance of Spanish popular 
guitar techniques such as rasgueo (strumming) and tambora (striking the bridge). 

The Mexican Manuel María Ponce (1882-1948) and the Italian Mario 



reason, Segovia never performed them, and they remained unpublished until 1959. 
Thirteen different sources of this work are preserved, many of them manuscripts in 
the author’s own hand: for solo guitar, for piano or for orchestra. The textual choices 
to make are thus far more numerous than what is normally expected of a performer, 
requiring the skills of a musicologist and music editor. The guitarist featured on 
this recording is also a dedicated musicologist, and he has closely examined all the 
available sources in order to produce a version that displays an immaculate sense of 
refined musicianship at all times. As previously explained, a musical performance 
should give priority to the spirit of the music over literal faithfulness to the text, and 
that quality is notably present throughout this recording. 
© 2017 Gerardo Arriaga
English translation: Stanley Hanks

Teaching and learning, in all of their meanings and varieties, are the raison d’être of 
the Gredos San Diego (GSD) Foundation. Moreover, the Foundation is alert to all 
cultural manifestations, particularly music and, more specifically, the guitar. Thus, 
each year it organizes a classical guitar competition, as well as the International Guitar 
Festival of Madrid. Javier Somoza, guitar professor at the Real Conservatorio Superior 
de Música of Madrid, has generously, benevolently and wholeheartedly collaborated 
with the Foundation ever since its inception. What better hands than his could be 
chosen to revive the miracle of sounds that time had put to sleep? They surprise and 
captivate all those who have the will and the understanding to hear them, guided by 
the profound intellect and aesthetical outlook of a performer like few others. 

The Gredos San Diego Foundation is proud to make its modest contribution to this 
album. We hope that all who listen to it will savor every note, in order to attain the 
serenity that contemplation and reflection can achieve under the influence of sublime 
sonorities such as these. Time seems to slow down and almost comes to a halt when 
we listen to an instrument as beautiful as this one, brought back to life after long 
decades of silence. 
© Gredos San Diego Foundation

Castelnuovo-Tedesco (1895-1968) are two composers often featured in classical 
guitar programs –with good reason, since their abundant output for the instrument 
is of the highest quality. They have quite a bit in common. Eschewing avant-garde 
elements, their respective styles are the result of a discrete, profound, ongoing quest 
to extend harmonic language and conventional forms by means of subtle innovations 
within a consonant tradition. Although each of them produced a large output for 
other instruments, they are mostly remembered today for their guitar works. Finally, 
both were great friends of Andrés Segovia, and our guitar repertoire owes a lot to that 
friendship. 

In 1929, Segovia asked Ponce to compose “a series of brilliant variations on 
the Folías de España theme […] in the Classical Italian style of the 18th century”. 
What Ponce ended up writing from 1929 to 1932, however, were the Variations 
and Fugue on Folía de España, a monumental, thoroughly eclectic work definitely 
not in the 18th-century style. Despite a vocabulary that remains mainly traditional, 
several passages display a true search for new harmonies: this is one of the most 
important works of guitar repertoire from the first half of the 20th century. Segovia 
recorded portions of the work in 1932. He started by interpreting the theme using 
robust, Classical harmonies different from those written by Ponce; then he played ten 
variations selected from the total of twenty, and ended with the fugue. 

That same year, Segovia asked Castelnuovo-Tedesco to write a piece for guitar. 
A few months later, the great Italian composer already put the finishing touches on 
Variations à travers les siècles, the first in a series of outstanding works he would 
write for the instrument. Here he explores a series of different idioms: a stylized 
chaconne reminiscent of early music; a free variation, a waltz, and a foxtrot. Like 
Ohana, Castelnuovo-Tedesco was of Sephardic-Jewish descent; in the wake of the 
promulgation of the Italian Racial Laws, he had to leave his beloved Florence in 1939 
to settle in California, where he died in 1968.

Swiss composer Frank Martin (1890-1974) wrote the Quatre pièces brèves 
featured on this album in 1933. Although dedicated to Segovia, they represent a 
radical departure from the pieces by Ponce and Castelnuovo-Tedesco, in a much 
more progressive style than what the Andalusian guitarist normally favored. For that 



I wish to extend my heartfelt thanks to: Gerardo Arriaga, for his excellent program 
notes, and wise counsel through the years; Jesús Burguera, to whom I owe so much 
on a musical and human level; Inmaculada Seldas and Araceli Turina for allowing 

me to enjoy playing this marvelous instrument; Tomás Campos and Paolo Pegoraro 
for their friendship and support; luthier Ángel Benito for his exquisite setup work; 
Gonzalo Noqué for his splendid contribution as technician and producer of this 

recording; John Ray, for allowing me to use the title of his article for this album; the 
GSD Foundation for having believed in this project, and, especially, Yunah Park, 

without whom this album would certainly never have been possible. 
– Javier Somoza

After an initial self-teaching period, Javier Somoza completed his musical studies 
in Madrid, his native city, at the Real Conservatorio Superior de Música with Jose 
Luis Rodrigo, with Gerardo Arriaga (Guitar and Musicology at the Universidad 
Complutense of Madrid) and with the pianist and orchestra conductor Jesús Burguera.

He has obtained numerous awards at international guitar competitions like: IX 
Guitar Competition “Guitarras Admira” (Zarautz, Spain, 2000), XXXI Concorso 
Internazionale “Fernando Sor” di Roma (Rome, Italy, 2002), III Concurso 
Internacional de Guitarra “Luys Milán” de L’Ollería (Valencia, Spain 2004), XXV 
Concorso Internazionale di Chitarra “Mauro Giuliani” (Bari, Italy, 2004), II Concorso 
Internazionale “Agustín Barrios” (Nuoro, Italy, 2005), etc.

He currently maintains an intense activity as soloist, with orchestra, and 
participating in several chamber music projects. Since 2008 he is Professor at the Real 
Conservatorio Superior de Música of Madrid and offers master classes, seminaries 
and conferences at festivals, conservatories and universities in Spain, Italy, Austria, 
Russia, Portugal, South Korea, etc.

Javier Somoza is Honorary Member of the “Segovia Guitar Academy” of 
Pordenone (Italy) and Executive Editor of Roseta, the Spanish musicological review of 
the SEG (Spanish Guitar Society).
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