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Foreword | Dave Gregory



It all began for me in England in the late 1950s. I would have been about seven years old when I asked my father what the instrument was I could hear playing on the radio. He grunted disapprovingly and said, “It sounds like an electric guitar.” Electric guitar! Somehow those two words together had an immediate impact. I knew what a guitar was: a cute-looking box with a round hole favored by Spanish dance musicians. But an electric guitar? That sounded dangerous. And it sounded different; it had a distinctive twang to it, produced by means that were a mystery . . . how did it work?

Not long afterward, I saw a picture of an electric guitar in the embrace of one Hank B. Marvin of the then hugely successful Shadows. What I saw exceeded my wildest dreams: it was sleek and slender, had an odd metal bar attached to the bridge, some weird gadgetry on a white plate under the strings, and, best of all, it was the color of a fire engine, bright red! In Marvin’s hands, it produced a vibrant sound that perfectly matched its glamorous looks. It was called a Fender Stratocaster—wow! I so wanted to learn more about it, hoping that one day I might actually get to touch one just like it.

It turned out that there was more to the sound than just the instrument. Apparently, you needed an amplifier to make it work as it had no acoustic properties to speak of. That’s where the “electric” bit came in: the sound from the strings was carried electronically via special windings called “pick-ups,” to which were attached controls to alter volume and tone. The signal would pass via a plug-in lead to the amplifier, which did exactly that, boosting the sound of the vibrating strings through a loud speaker. It was all too exciting for words.

The Shadows dominated the airwaves of BBC radio in the early 1960s, and I soon became hooked on this new musical phenomenon, which I later learned had its roots in American pop and rock ‘n’ roll. The Ventures and Duane Eddy were pioneers of instrumental guitar rock in the United States, together with one-offs like Link Wray’s “Rumble” and Dick Dale’s “Miserlou”; simple good-time party music aimed at teenagers. As intoxicating as this music was to me as a child, it was generally frowned upon by my parents, which served to add a rebellious aspect to it that I found appealing. And when birthdays and Christmases came around, at the top of my wish list was a guitar.

There was no chance of that! While The Beatles turned the world on its head with some of the greatest music ever heard, using electric guitars as a basis for their sound, I was packed off to piano lessons in order to learn about “serious” music. Just before Christmas of 1966, at the age of fourteen, I was finally allowed to purchase my first electric guitar, funded by money from a paper round and paid off in monthly installments. Within weeks of this event I was sacked by my piano teacher for “failing to practice”; this did not go down well with my parents! But one thing I could never have been accused of was failing to practice the guitar. Every waking moment would be spent grappling with chord shapes, with blisters and callouses on my fingers from forcing the steel strings down onto frets one-quarter of an inch below. I didn’t even own an amplifier; that would have to wait. The most important thing was learning how the guitar worked as an instrument, and—equally importantly—how I looked with the thing slung across my shoulder.

And it’s the romantic imagery that sets the electric guitar apart from almost every other musical instrument. As this book adequately demonstrates, it comes in all shapes, sizes, body styles, and colors, and all guitars have individual personalities that appeal to players of all musical genres. Not that it is necessary to be a player to appreciate them, either; they are, for the most part, beautiful objects to look at, and as time goes by, many are becoming valuable antiques. The quality of the raw materials and the designs and production methods used by the major American manufacturers like Gibson, Fender, and Gretsch in the 1950s and early 1960s have clearly stood the test of time; as a result, these are some of the most sought-after guitars today, often realizing astonishing sums at auction. But a glance through these pages reveals other treasures, perhaps not so obviously opulent, that have a nostalgic, kitsch, or sentimental value that are also a joy to behold.

Whatever reasons there might be for your attraction to the guitar, we hope you’ll find this rich compilation as enjoyable to look at as we did to put together.
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Dave Gregory


Introduction | Terry Burrows



In the summer of 2012, I signed up for what I thought sounded like the pleasant role of General Editor on a mighty new project, 1001 Guitars To Dream Of Playing Before You Die. The content of the book was pretty self-explanatory—profiles and photographs of lots of guitars. Naturally, my first job was to select the instruments I wanted to include. When I mentioned this daunting task to friends—well-informed musicians included—they usually responded with the same question: “Are there 1001 such guitars?” As it happened, that turned out to be the least of my worries, as I struggled to establish a sane rationale for why most guitars had to be omitted. Eventually, in assessing many thousands of instruments, I sought a balance between those of historical and cultural significance, of classic production models, custom-built obscurities, interesting one-offs or oddities, guitars only affordable to merchant bankers and lottery winners, some nice (and nasty) cheapies . . . and I slipped in a handful just because I thought they looked pretty cool.

So what is this book about? A history of the guitar? A directory of the greatest guitars ever built? The world’s most detailed compilation of guitar porn? I guess it’s really a combination of all three. It certainly does contain some of the most notable guitars ever built. If you’re a classical musician, for example, then dreaming of Segovia’s 1937 Hauser is as close as you or anyone else will ever get to playing it—New York’s Metropolitan Museum of Art will see to that. Or how about Jimi Hendrix’s Olympic White Strat, the one used on his eloquent anti-Vietnam War protest “The Star-Spangled Banner” at the Woodstock Festival? What about The Beatles, that most regal of rock royalty? Unless you happen to be a close friend of Dahni Harrison you probably won’t get your hands on “Rocky,” a Strat hand-painted in vibrant psychedelic colors by his dad. And if you’re a jazzer without the necessary several hundred thousand dollars in the bank to take to auction, then you’re not going to get close to owning one of the beautiful archtops built by Jimmy D’Aquisto—venerated as perhaps the greatest guitar maker of the twentieth century since his untimely death in 1995.

Of course, for a book of this size and scope, a large number of the featured guitars will be production models. And I make no apologies for the volume of Stratocaster, Telecaster, and Les Paul variants on offer here; the continued dominance and influence of instruments designed during the first decade of the solidbody electric era makes this to some degree inevitable. Yet the reason for this unending popularity is not always easy to fathom, and may lead some to consider the guitar world as retro, conservative, resistant to change, or perhaps just easily influenced. At least some of this is attributable to the emergence of the “vintage” guitar market. At some point the 1970s, a viable industry appeared as certain guitars built nearly three decades earlier began selling for more than their brand-new equivalents. This phenomenon may have been to some extent attributable to a perceived drop in quality control by the leading manufacturers—the most famous example being the great/tedious Fender pre-/post-CBS debate, where corporate streamlining that followed Leo Fender’s 1965 company sale was seen as precipitating a decline in quality. Over time there can be little doubting that cost-cutting measures did have an impact on the consistency and earlier polish of Fender guitars, but the question of whether in practice this made them particularly “inferior” as musical instruments is harder to assess. After all, Jimi Hendrix frequently played post-CBS Strats; could his 1969 Woodstock appearance have been improved by playing a ’54 Strat? Would he have sounded any less like the Hendrix we know wielding a cheap Squier “Hello Kitty” Strat… had they existed at the time?

Gradually, of course, the idea of buying old guitars for investment took hold, and basic laws of economics began to apply; potential investors were attracted in greater numbers, chasing an ever-dwindling supply of guitars, and prices began to inflate. So when there were no more bargains to be had among the rare or classic Fenders and Gibsons, the speculators moved onto other models or brands from the time . . . to a point where now nearly any guitar built before the mid-1970s is deemed to be in some way “collectible.”

This has caused mirthful reflection among some older musicians. A few years ago I was lucky enough to be chatting with a guitarist (I won’t name him here) active on the London music scene at the height of the psychedelic era—for someone like me this was the next best thing to jumping into a time machine set for “1967.” At the time of our conversation he was well into his sixties, and talked enthusiastically about the groundbreaking music . . . not to mention the women and the drugs, all evidently in plentiful supply. And he laughed at my reaction as he told stories of crudely ripping humbuckers out of late-1950s Gibsons and replacing them with single-coils pulled out of early-1960s Strats, of chopping chunks out of bodies that were too heavy, and how on one occasion one of The Rolling Stones had given him an old Gibson that had been broken . . . so he took off the hardware and pick-ups . . . and left the rest in a rubbish bin in Soho! “Terry,” he implored, “they were just tools to us—nobody knew they were going to be worth anything!”

And this is the crux of the issue, really. Is a guitar merely an artist’s tool or is it something more?

Generation X-ers reading this might be able to recall learning their chops on Japanese plywood guitars built during the 1960s—at a time when, unlike today, there were few decent guitars coming out of the country. They were discovered rotting away in dusty old junk shops over the decades that followed, and cost us next to nothing. They were poorly constructed, the necks were prone to bowing and warping, the action was so high that many of us nearly gave up before we’d mastered our first barre chords, and they all seemed to come equipped with a vibrato arm that would sabotage the tuning if our hands went anywhere near to it. These (possibly exaggerated) recollections illustrate a modern generation gap of hefty proportions. For the past two decades, it hasn’t really been possible to buy guitars that bad—they’re simply not made. A modern-day $150 Chinese Squier Stratocaster may lack the finesse and bite of the “real” thing, but it’s likely both to play and sound pretty reasonable. With that in mind, then, why would somebody pay ten times that amount for something broadly similar, straight off the production line, just because it has the word “Fender” written on the headstock? Or a hundred times that amount just because that Fender happened to have been built fifty years earlier? Are these instruments so significantly superior?

This seems to suggest that for many, a guitar is significantly more than just musical instrument—a personal statement, even. Why should this be? Perhaps it’s about creating a connection to past era . . . or to an admired musician? As a youngster, the impetus to buy a Telecaster came entirely from seeing pictures of Syd Barrett. (A few days later I even stuck a bunch of little circular mirrors onto the body!) Or is it perhaps about buying into the iconography of the brand? Or are some trying to recapture the mojo of a long-lost youth? Is this a reason why even now the most popular electric guitars were designs created more than a half a century ago? Of course, one other possibility exists: that Leo Fender, Gibson’s Ted McCarty, and other 1950s pioneers just got it right the first time.

But do other musicians have anything like the same depth of feeling about their instruments? I’m not so sure. I love my 1958 Gretsch Anniversary. It has a history that’s tantalizing and unknowable. It’s older than I am, and whenever I pick it up I feel I direct connection to that mysterious past—even though it’s by no means a great instrument.

So given the retro mentality that plays such an important role in the modern guitar world, are we to suggest that to all intents and purposes, progress ceased around the end of the 1950s? Hardly. Granted, a time-traveling guitarist transplanted to a modern-day guitar store from that era would probably be more alienated by the shop assistant’s clothes and haircut than any of the instruments on show. But perhaps subsequent developments have been overshadowed simply because the impact of the electric guitar itself has been so momentous on the musical landscape since that time. Indeed, if we take a look at the history of the guitar from its earliest days, we see a more measured evolution, with a small number of key milestones popping up along the way.

We can trace this broad flow of history if we view this book from cover to cover. In practice, our story begins with small-bodied five- and six-course Renaissance instruments and passes through to the recognizable six-string classical guitars that evolved during the mid-nineteenth century via innovations made by Spanish guitar makers such as Antonio de Torres Jurado. At the same time, across the Atlantic, we find the beginnings of an American tradition initiated by German émigré builders such as Christian Frederick Martin; toward the end of the century we find makers such as Orville Gibson and A. H. Merrill applying the design principles of the violin to the guitar, creating the first archtop models. At the beginning of the 1930s, we see the magnetic pick-up fitted to acoustic guitars, and in 1936 the appearance of the first significant electric guitar—the Gibson ES-150. And then, during the 1940s a number of individuals experimented with solidbody electric guitars, before Leo Fender’s Broadcaster came off the production line in 1950—followed shortly after by the Precision, the first production-line bass guitar—effectively kicking off a revolution in music. Thereafter we see any number of interesting experiments and refinements, as makers dabbled with unusual materials, such as plastic bodies and aluminum necks. Not to mention the ways in which progressive thinkers of each generation have tried to second-guess the needs of the contemporary player: seven-and eight-string guitars; models with in-built synthesizers; guitars than can control external devices or computers—right up to the most contemporary “robot” models.

So what of the future? Does it lay with the likes of the Gibson Firebird X robot guitar with its impressive automated tuning system and in-built audio-processing software? Or perhaps a few decades from now that will just seem a bit silly. For some perspective, check out a 1967 clip from the U.S. panel quiz show I’ve Got A Secret (you can easily find it online). Host Steve Allen’s blindfolded celebrity panelists listen to a piece of organ music, unaware that it is actually being played in the studio on a guitar—a Vox Guitar Organ. They fail to guess the secret, everyone is suitably amazed, and the English inventor, Dick Denning, is revealed. The host asks him why he did it: “The idea is to make a guitar sound like an organ,” is Denning’s deadpan reply. Sadly, as great as this technology was for its time, it transpired that hardly anybody did want to make their guitar sound like an organ.

So ten, twenty, or thirty years from now, will the Firebird X be remembered as a critical development? Or will it be the Vox Guitar Organ of the 2010s? Only time will tell. And what comes next? As natural resources become more scarce, perhaps more man-made solutions will have to appear; we already feature a guitar with a body created by a 3D printer (see page 920). Or perhaps, as digital sampling becomes ever more sophisticated and computer memory almost throwaway, we’ll find guitars routinely kitted out with terabytes of onboard sample data. Wouldn’t it be fun on stage to make a guitar sound like a cello, euphonium, or flock of geese at the flick of a switch, without also having to cart around a load of ancillary technology? Maybe not. Perhaps our grandchildren will instead get the same simple thrill we once had thrashing about in a garage with a guitar, a distorted amplifier, and a bunch of mates, succumbing to what Frank Zappa once famously described as “the single most blasphemous device on the face of the Earth—the disgusting stink of a too-loud electric guitar.”
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Acoustic

Black Widow

Aelita

Electric Guitar

Airline

Res-O-Glass

Alamo

Fiesta 2568R

Albanus

Seven-string Guitar

Aldens/Harmony

9908 Tuxedo

Alembic

001

Spyder

Tenor

Almansa

Gran Professional

Alvarez

5058 Artist

Dana AE650

Amédée Thibout

Lyre Guitar

Amfisound

Atrain

Ampeg

ASB-1 Devil Bass

AUB-1

Dan Armstrong “Plexi”

Wild Dog

Antigua

Casa Nuñez

Antonio Stradivari

Five-course Guitar

Antoria

944

Bass

Arbiter

E320

Aria

Diamond ADSG

M-650T

NXG-01

Pro II SB-1000 Bass

Aristides Instruments

OIO

Armstrong

“Cornflake”

Art & Lutherie

AA85

Ashbory

Bass

Avalon

AV-2T

Ayers

ACSM-E

B.C. Rich

ASM Zoltán Báthory

Bich

Eagle

EMI-1 Exclusive

Kerry King Jr V-Tribe

Mockingbird

Warlock

Widow 4 Bass

Babicz

Spider

Baldwin

706

Banzer

Classical Guitar

Barker

Archtop

Bartolini

20-4V

Belchior Dias

Five-course Guitar

Benedetto

La Cremona Azzura

Bigsby

Grady Martin

Merle Travis

Blackmachine

B2

Blindworm

Cragg

Bond

Electraglide

Bontempi

Memo

Bourgeois

Martin Simpson

Bozo

Requinto

Brazen

Caleb Quaye

Breedlove

SC20

Brian May

Red Special

Brian Moore

iGuitar

MC/1

Broadway

BW2

Broadway

Plectric

Brook Guitars

Parlor Guitar

Bruce BecVar

Snake Guitar

Brune

25th Anniversary

Bunker

Touch Guitar

Burns

Bison

Bison Bass

Marvin

Scorpion

Short-Scale Deluxe

Split Sound Baritone

Vibra Artist

Burns Actualizer Ltd

Bison

Burns UK

Flyte

Mirage

Burns-Baldwin

Double Six

Burns-Weill

Fenton Bass

Super Streamline Bass

Busato

Modele Jazz

Buscarino

Mira

Virtuoso

Byers

Classical

Campbell American

Space Biscuit

Transitone

Campellone

Special

Caparison

Angelus

Carrington

Classical Guitar

Carvin

2-MS

Brian Bromberg B24P

H2

Casio

MG-500/510

Catalina

Electric Guitar

Chapman

Stick

Charvel

Desolation Star DST-3 FR 1Hs

Model 4

Surfcaster

Citron

AEG

Clearsound

Strat

Cole Clark

Violap

Collings

360

Lyle Lovett

MF5 Mandolin

Conklin

GT-4

Contreras

Carlevaro

Coral

3S18 Electric Sitar

Cort

GS Axe-2

Matthius Jabs Garage 2

Crafter

CTS 155C

Crown

Electric Guitar

D’Angelico

Teardrop

D’Aquisto

Archtop Electric

Archtop Mandolin

Avant Garde

Flat Top

Seven-string

D’Armond

M-75Ty

D’Angelico

Excel

New Yorker

Daemoness

Cimmerian 7

Daisy Rock

Heartbreaker

Dallas

Tuxedo

Danelectro

3412 Shorthorn

3923 Doubleneck

4123 Guitarlin

4623 Longhorn

5015 Convertible

“Baby” Sitar

Bellzouki

E2N4 Dane E

Hodad

Pro 1

U-2

UB-2

Daniel Friedrich

Classical Guitar

DBZ

Bolero AB Plus

De Aguilera

Six-course Guitar

Dean

Armott Tyrant

Dean

Dave Mustaine VMNT

Dave Mustaine Zero

Golden E’lite

Rusty Cooley

Tonic S

Decibel

Javelin 7

Defil

Aster Rock

Kosmos

Jola

Deimel

Firestar

Ditson

Model 261

Dobro

Model 16

Model 55

Domingo Esteso

Flamenco Guitar

Domino

California Rebel

Doug Irwin

Tiger

Duesenberg

49er

Mike Campbell

Dupont

MD50

Dwight

Ephiphone SB533

Dyer

ASB-1

Earthwood

Acoustic Bass

Blue Moon Special

Wandré DLX

Eggle

Berlin 2

Egmond

Archtop Guitar

Model 3

Scout

Solid 7

Eko

700

BA4

Electro

ES-17

Elektra

Lady

Elite/Crucianelli

40-V

Enrique García

Classical Guitar

Epiphone

6832

Airscreamer

Broadway

Caiola Custom

Camo Zakk Wylde

Casino

Crestwood

Crestwood Deluxe

Dave Navarro

Deluxe

E360TD Riviera

Emperor

G-310 Emily the Strange

Professional

Recording D

Recording E

Rivoli

Scroll 350

Sheraton

Sorrento E452TD

Tommy Thayer Spaceman

Zephyr

Zephyr Emperor Regent

Erlewine

Chiquita

Ernie Ball

Music Man EVH

MusicMan Armada

ESP

Iron Cross

LTD M-250

M1 George Lynch

SLAYER-2013

Euphonon

Dreadnought

Evaline

JX

EVH

Frankenstein

Fano

Satellite DG Custom

Farida

JT-60 Sam Halliday

Favino

Modele Jazz

Fender

“72” Thinline Telecaster

Bass VI

“Blackie” Stratocaster

Blacktop Jaguar 90

Broadcaster

Bronco

Bullet

Champion

Coronado

“Crash-3” Stratocaster

Cyclone

D’Aquisto Classic Rocker

D’Aquisto Custom Ultra

Double Fat Telecaster Deluxe

Duo-Sonic

Egyptian Telecaster

Electric XII

“George Harrison” Telecaster

Harley Stratocaster

Jag-Stang

Jaguar

“James Burton” Telecaster

Jazz

Jazz Marcus Miller

Jazz Plus V

Jazzmaster

Katana

Kurt Cobain Jaguar

Make’N Music MVP Stratocaster

Mando-Strat

Maverick

“Mini-Stratocaster”

Montego II

Monterey Pop Stratocaster

Musicmaster

Mustang

Mustang Bass

Palomino

Pastorius Tribute Jazz

Performer

Pro Newporter

Precision

Precision

Prodigy

“Skele-Tele” Telecaster

Squier Vista Venus

ST Champ 10

Starcaster

Stratocaster

Stratocaster 240981

Stratocaster Alex Gregory

Stratocaster Catalina Island

Stratocaster Eric Clapton

Stratocaster Jeff Beck

Stratocaster “Pre-CBS”

Stratocaster Pro Closet Classic Pine

Stratocaster Relic 60

Stratocaster Richie Sambora

Stratocaster Rocky

Stratocaster Stevie Ray Vaughan

Swinger

Telecaster

Telecaster Deluxe

Telecaster “Go Cat Go”

Telecaster Bas

Time Machine 59 Precision Bass

TLAC-950 HMT Acoustic Electric

Toronado

Twin-Neck Custom

Urge Stuart Hamm

V

Villager

Vince Ray Voodoo Bucket 300CE

Wildwood Coronado XII

Fenton-Weill

Deluxe

Dualmaster

Dualtone

Fernandes

Vertigo Elite Sustainer

Fernández

Classical Guitar

First Act

Red Arrow

Flaxwood

Vasara

Fleck

Anthony Jackson

Electric

Victor Wooten Monarch

Fox Amazona

Classico Deluxe

Framus

5/159 Strato Melodie

5/168 Strato De Luxe

Hollywood

Star Bass

Super Yob

Francisco Simplicio

Classical Guitar

Franklin

OM

Freshman

5800

Apollo Boutique Series

Froggy Bottom

D Standard

Futurama

III

Sophomore

Fylde

Single Malt

G&L

Tom Hamilton Signature Model

Cavalier

Commanche

Galanti

Grand Prix

Gander

Aquarius

Gemelli

195/4/V

Gianini

Craviola

GCRA

Gibson

Alpha Q-300

Barney Kessel Custom

Byrdland

CF-100

Chet Atkins CEC

Corvus III

Dark Fire

Doubleneck L-10

Dusk Tiger

EB-2

EB-3

EBSF 1250 Double Bass

EDS-1275

EH-150

Electric Bass

ES-5 Switchmaster

ES-135

ES-140

ES-150

ES-175

ES-295

ES-300

ES-355

ES-330

ES-335

ES-335-12

ES-339

ES-345

ES-350

Everly Brothers

Explorer

Eye

Firebird I

Firebird III “Non Reverse”

Firebird V “Non Reverse”

Firebird VII

Firebird X

Flying V

Flying V Heritage

Flying V “Love Drops”

Flying V2

Gold Crest

Grabber G-1 Bass

Hummingbird

Joe Perry 1959 Les Paul

Johnny A

Johnny Smith

Kalamazoo Award

L-4

L-5

L-5 CES

L-75

Les Paul

Les Paul 60 Corvette

Les Paul Bass

Les Paul BFG

Les Paul Custom

Les Paul Deluxe “#5”

Les Paul DC Pro

Les Paul Duane Allman

Les Paul “Goldtop”

Les Paul Junior

Les Paul Junior

Les Paul Melody Maker

Les Paul Premium Plus

Les Paul Professional

Les Paul Recording

Les Paul Spotlight Special

Les Paul Standard

Les Paul Standard Raw Power

Les Paul Studio Baritone

Les Paul TV

Les Paul Ultima

Les Paul Voodoo

Martelle Deluxe

Midtown Custom

MIIl Standard

Moderne

Nick Lucas

Nighthawk Special

RD-Artist

Ripper L9-S Bass

Robot Les Paul Studio

S-1

SG Custom

SG Goddess

SG Junior

SG Special

SG Standard

SG Standard “The Fool”

SG2 Tony Iommi

SG Zoot Suit

SJ-100

SJ-200

Spirit II XPL

Starburst

Style O

Style O

Style U1

Super 400

Super 400-CES

Tal Farlow

Thunderbird IV

Trini Lopez

US-1

Victory MVX

X-Plorer New Century Black

Zakk Wylde Les Paul Bullseye

Giffin

T2 Black Limb

Gilbert

Classical Guitar

Gilberto Grácio

Guitolão

Giorgio Sellas

Chitarra Battente

Gittler

“Fishbone”

Gittler II

Givson

GS 1000

GMP

Cheetah

GMW

Guitarworks Empire Custom

Godin

LR Baggs

Montreal

MultiOud

Passion RG-3

Godwin

Organ

Gordon Smith

Gypsy 60 SS

Goya/Hagstrom

“Sparkle” Bass

Greg Smallman

Aboriginal

Gretsch

6022 Rancher

6040 Synchromatic 400

6070 Bass

6105 Rally

6109 Twist

6118 Anniversary

6120 Chet Atkins

6122 Country Gentleman

6123 Monkees

6126 Astro Jet

6128 Duo Jet

6128T Duo Jet

6134 White Penguin

6136 White Falcon

6144 Spectra Sonic Baritone

6193 Country Club Stereo

6199 Convertible

7625 TK-300

7629 Committee

7681 Super Axe 2

7690/1 Super Chet

BST 1000 Beast

G6120-6/12 Nashville

Nashville Setzer

Panther

Traveling Wilburys

Grimes

Jazz Laureate

Grimshaw

Bass

SS Deluxe

Guadalupe

Vihuela

Guerilla

TR6 Tank Rust

Guild

DE-500

“F” Series

S70D

Starfire III

Thunderbird

Guild Stuart

X-500

Guyatone

Lafayette

LG-350 Sharp 5

Guyatone/Antoria

LG-50

Hagstrom

Beluga II Bass

Futurama II

Futurama Coronado

H8

P46 Deluxe

Hallmark

Swept-Wing

Halo

GVK

Hamer

12-string Bass

Standard Sunburst

Hang Dong

Electric Guitar

Harden Engineering

Broncobuster

Harmony

H19 Holiday Silhouette

H22 Bass

H71 Meteor

Newport

Rocket H59

Harvey Thomas

Custom Guitar

Hayman

1010 White Cloud

3030

4040 Bass

Haynes

Parlor Guitar

Heartfield

Talon

HeliArc

B-52

Heritage

H150 CM

Herman Hauser

Segovia’s Guitar

Herman Hauser II

Llobet

Hermann Hauser III

Classical Guitar

Hernández

Flamenco Guitar

Höfner

459/VTZ

500/1

Ambassador

Club 50

Galaxie

Pro Sound Graphic S-5E

Hohner

Holborn

Hollenbeck

Ebony ‘n’ Blue

Hondo

M-16

Hopf

Saturn 63

Hoyer

ERN Prestige

HufSchmidt

H7

Ibanez

1803 Bison

2347 SG

Artcore Custom

Artstar

Axstar

FRM100 Fireman

George Benson

Herman Li

JS2410 Joe Satriani

Iceman

Jem

JS2000

Maxxas MX3

Meshuggah 8-string

MTM100 Mick Thompson

Musician Bass

Noodles

Pat Metheny

PGM500

RG550

Roadster

Talman TC530

TAM100

Universe

X Series XG307

XV500

Ignacio Fleta

Classical Guitar

“Guitarra Jaz”

Indie

IPR-MG Myles Goodwin

Italia

Modena

Rimini

J.F. Stetson

Parlor Guitar

Jackson

Dave Ellefson

Instant Sex Custom

Kelly

Randy Rhoads

Soloist

Warrior Pro

Jackson Corey

Beaulieu

James Ashborn

Parlor Guitar

James Tyler

Studio Elite

Jay Turser

JT-LTCRUSDLX

Jaydee

Mark King Bass

Jedson

Telecaster Bass

Jerry Jones

Master Sitar

Johann Stauffer

Acoustic Guitar

John Bailey

JBSG2

John Birch

AJS Custom

John Entwistle

Frankenstein

John Veleno

Veleno

Jolana

Alfa

Iris

Jose Oribe

Classical Guitar

José Ramírez

Classical Guitar

José Ramírez III

Classical Guitar

Jose Romanillos

La Buho

Joséf Benedid

Six-course Guitar

Joseph Bohmann

Harp Guitar

Joseph Di Mauro

Modèle Jazz

Julián Gomez Ramiréz

Steel-string Guitar

Kalamazoo

KG2A

Kapa

Continental

Karnak

Isis

Kawai

Concert

Teardrop

Kay

Barney Kessel Pro

Jazz II

K45 Travel Guitar

K5965 Pro Bass

LP Synth

Red Devil

Solo King

Ken Smith

BT Custom V

Kent

Polaris

King Blossom

RGM 2

Kinkade

Dave Gregory

Klein

Electric Harp Guitar

Klein/Taylor

Acoustic Bass

Knight

Mandola

Koontz

Custom Flat Top

Kramer

450G

650G

B3 Baretta

Ferrington

Floyd Rose Sustainer

Krawczak

Twin Soundboard

Kremona

Orpheus Valley

Krundaal

Bikini

Kubicki

Factor 4 Bass

Kustom

K200C

La Baye

2x4

Lacey

Artist Special

Lado

505-QS Bass

Lâg Tremontaine

T200 D12

Lakewood

Sungha Jung Signature

Lakland

Duck Dunn Signature Model

Landola

Double Neck

Larrivée

RS-4

Les Paul

Log

Letts

Fretless Bass

Levin

Goliath

Levin Orkestergitarr

De Luxe

Lindert

John Henry

Line 6

James Tyler Variax JTV-89US

Loog

II

Louis Panormo

Classical Guitar

Lowden

Richard Thompson

Luna

Andromeda

Lviv

Electric Guitar

Maccaferri

Islander

Magna

Mark III Spanish

Magnatone

Mark V

Manson

MB-1

Manuel Ramírez

Flamenco Guitar

Manzer

Blue Absynthe

Pikasso

Marcelo Barbero

Flamenco Guitar

Marlin

Masterclass Sidewinder

Marma

Solidbody Electric

Martin

00021

000-42 ECM

2-27

Acoustic Guitar

B-65 Bass

Backpacker

D-18

D-28

D-28

D-45

EB-28

EM-18

GT-75

I-28

LX1E

OM-28

Martin & Schatz

Acoustic Guitar

Masau Kohno

Classical 25

Mates

Custom-built Parlor Guitar

Maton

Wedgtail

Matteo Sellas

Five-course Guitar

Maya

8029

Mayones

Regius 6 Mosaic

McGlincy

Custom Acoustic

McIlroy

A Series

Megas

Athena Custom

Meinel and Herold

Solidbody Electric

Michael Kelly

Patriot Evan 9

Micro-Frets

Golden Melody

Orbiter

Mighty Mite

Mercury

Mike Lull

Jeff Ament Bass

Mobius

Megata

Modulus

Graphite Quantum Bass

Vertex Bass

Monteleone

Radio Flyer

Mosrite

Custom

D100 Resonator

Joe Maphis

Mark 1 “Ventures”

Mark 1 “Ventures” Bass

Strawberry Alarm Clock

MotorAve

LeMans

Musicka Naklada

Special 64

MusicMan

Albert Lee

John Petrucci

Reflex Bass

Silhouette

StingRay

Musicraft

Messenger ME-1

Musima

Deluxe 25

Elektra Deluxe V

Musima Otwin

Double Neck

National

Melophonic

Newport 84

Studio 66

Style O

Tricone

Varsity 66

Westwood 77

National/Supro

Folkstar

Ned Callan

Cody

Nickerson

Equinox Jumbo

Norma

Blue Sparkle

Norman

B50

Novax

Charlie Hunter

Oahu

Deluxe Jumbo

ODD

Atom 3D Guitar

Odyssey

G100TS

Old Kraftsman

Crown

Onyx

1030

Orpheum

Electric Guitar

Orpheus

Hebros

Oscar Schmidt

Hawaiian

Oscar Schmidt Co.

Stella

Ovation

1281 Preacher

Adamas

Adamas Melissa Etheridge

Balladeer

Breadwinner

Collector’s Edition

CSE225

DJ Ashba Demented

NSB778 Elite T

Standard Elite

Thunderbolt

UKII

Viper

Overwater

C Bass

Pagés

Six-course Guitar

Pangborn

Mini Guitar

Paramount

Archtop

Parker

Fly Artist

Maxxfly DF842

MIDIFly

Paul Fischer

Classical Guitar

Paulino Bernabé

Bernabé

Peavey

AT-200

Cropper Classic

Marvel X-Men

Razer

T-60

Pedulla

Nuance

Pentabuzz

Peerless

Monarch

Pensa

MK1

Peter Cook

“Entwistle” Bass

Potvin

Korina

Prairie State

Bass

Larson Custom

Preston

English Guitar

PRS

513

25th Anniversary Swamp Ash

Al Di Meola Prism

Angelus Cutaway

Artist I

Classic Electric

Custom

Custom 22

David Grissom DGT

EGII

Electric Guitar

Electric Guitar

First Dragon

McCarty

McCarty Hollowbody

P22

Peter Frampton

Private Stock #13

Private Stock Gary Grainger

Santana SE

Signature

Tremonti

Sunburst

245

Rainsong

Black Ice

Ralph Smith

Eighteen-string

Rayco

Weissenborn-style

Recording King

Ray Whitley

René Lacote

Classical Guitar

René Voboan

Five-course Guitar

Republic

Highway 61

Resonet/Futurama

Grazioso

Reverend

Tricky Gomez

RGB

Model B

Ribbecke

Blue Mingione

Richard Howell

Standard

Rick Turner

Model 1

Rickenbacker

325

331 Lightshow

336/12

360/12

360/12

362/12

370/12

450

460

481

4000 Bass

4001 Bass

4005 Bass

Astro Kit

Combo 400

Combo 600

Combo 850

Electro Spanish

Frying Pan

Model 1000

Tom Petty 660/12

Ritter

Raptor

Robert Bouchet

Classical Guitar

Robert Ruck

Classical Guitar

Robin

Machete Custom

Robin

RDN

Rockinger

Lady

Roger

Model 54

Roland

G-707

GS500

Rosetti

Lucky Squire

Rozas

Classical Guitar

Rubio

Classical Guitar

Ruokangas

Mojo Grande

Sadowsky

Walter Becker

Saloman

Five-course Guitar

Samick

Greg Bennett Cobra

Santa Cruz

PJ Parlor Size

Tony Rice

Scharpach

Blue Vienna

Schecter

Hellcat

Johnny Christ Bass

Nikki Sixx “Schecter Sixx”

Robert Smith Ultra Cure

“Telecaster”

V-1

SD Curlee

Aspen AE-700

Selcol

Beatles New Sound Guitar

Selmer

“Maccaferri” Jazz

Selmer “Maccaferri”

Orchestra

Serenader

Venetian

Shergold

Custom Masquerader

Marathon Bass

Modulator

Silvertone

1437

1444

1457 “Amp-in-Case”

1477

Simpson

Pan-O-Sonic

Sinuous

SD-22

Slingerland

May Bell Cathedranola

Smith

BT Custom Bass VI

Somogyi

OM

Sonora

Modèle Jazz

Spector

NS-6A

Squier

Jim Root Telecaster

Squier

Black and Chrome

Classic Vibe Duo-Sonic

Classic Vibe Stratocaster ‘50s

Hello Kitty

Showmaster HSS Jason Ellis

Stratocaster

Vintage Modified Surf Strat

Standel

Custom Deluxe

Starforce

8007

Starr Labs

Ztar

Status

Buzzard Bass

Steinberger

L2

GM4T

Stepp

DG1

Stewart & Bauer

100

Stonehenge

Model II

Stratosphere

Twin

Stromberg

G-1

Stromberg-Voisinet No. 49

Ultra Deluxe

Suhr

Modern

Sunn

Mustang

Supersound

Short-Scale Standard

Single-cutaway Bass

Supro

Dual Tone

Synsonics

Terminator

SynthAxe

SynthAxe

Tacchi

Cerulea

Tacoma

EA-14

Takamine

GB7C

F-150

Taylor

Classic

Sambora Double-Neck

T3/B

Kenny Loggins

RNSM

Teisco

Decca DMI-203

Del Rey May Queen

Del Rey Spectrum 2

ET-200

Prestige

SS4L

VN4 Baritone

Telesforo Julve

Classical Guitar

Telestar

Sparkle

Terry Mcintuff

TCM Glory Custom

Teuffel

Antonio

Birdfish

Niwa

Tesla Classic

Teye Guitars

Electric Gypsy La India

The Loar

LH-319

Thomas Humphrey

Millennium

Thompson

Custom Bass

Tobias

Standard V

Tokai

Hummingbird

Talbo A80D

TST50

Tom Anderson

Drop T

Tonika

Urals-built Model

Torres

“First Epoch”

“Second Epoch”

Township Guitars

Classic Pro

Traben

Greg Weeks

Travis Bean

TB1000

Triggs

New Yorker

Tune

TWB6

Tutmarc

Audiovox 736

TV Jones

Spectra Sonic Supreme

Univox

Hi Flyer

Ural

Electric Guitar

Vaccaro

X-Ray

Valley Arts

Custom Pro

Van Halen

“Frankenstrat”

Vanden

Archtop Guitar

Vega

1200 Stereo

SE385

Steel-string Guitar

Veillette-Citron

Shark Baritone

Vicente Arias

Classical Guitar

Classical Guitar

Vigier

Nautilus Arpege

Ron “Bumblefoot” Thal

Viktorian

Ruth

Vintage

SpongeBob SquarePants

Vivitone

AS9

Voss

Electric Guitar

Vox

Apache

Phantom

Phantom Mark III

Stroller

V251 Guitar Organ

Virage DC

White Shadow

Wal

MIDI Bass

Pro Fretless

Walker

Empress

Wandré

Davoli Selene

Rock Oval

Twist

Warmoth

Gecko Bass

Warr

Phallanx

Trey Gunn

Warwick

Corvette

Thumb Fretless

Washburn

Bell Style

Bettencourt N8

Bootsy Collins Space Bass

Dimebag Darrell Stealth ST-3

EC36

HB36 Vintage

PS1800

PS2012

Stage A10

Stage A15

Style 108

The Dime Culprit

Waterstone

12-string Bass

Watkins

Rapier

Wayne

Hydra

Weissenborn

Style C

Welson

Jazz Vedette

Paduak II

Rail

Thunder III

Wilkanowski

Airway W2

William C. Stahl

Acoustic Guitar

Wilson

Sapphire III

Wurlitzer

Cougar 2512

Yamaha

AES500

G10

Pacifica 311

Pacifica Series

SA15

SC400

SG-60T

SG2000

SG5a “Flying Samurai”

SLG

TRB6P

Yellow Cloud

Electric Guitar

Zeidler

Jazz Deluxe Special

Zemaitis

Electric Guitar

Hollow Bass

“Ivan the Terrible”

Solid Bass

Zon

Hyperbass

Zon Legacy

Elite 4
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Guadalupe

Vihuela 1525




Type Six-course Spanish Renaissance vihuela

Body & neck Spruce top, flat back made from alternating strips of boxwood and kingwood in a radiating pattern

Other features Rosettes and inlaid mosaics on soundboard
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Fantasias Musica de Vihuela (1998) features works by Luys Milan, Luis de Narváez, and Alonso Mudarra—three of the greatest composers for the vihuela—performed by virtuoso lutenist Hopkinson Smith on a modern reconstruction.

In 1536, Luys Milan published a very large collection of compositions in tablature for vihuela called El Maestro in the Spanish city of Valencia. It was to be the first of seven important collections of music for the vihuela to be published by as many composers over a forty-year period, ending in 1576. Particularly notable are those by Luis de Narváez and Alonso Mudarra. The best of the fantasias, variations, songs, dances, and transcriptions of contrapuntal church music by these composers are arguably among the best music of the period for any instrument. Shortly after, with the arrival of early Baroque guitars, the vihuela became history.

There are only three known surviving vihuelas, though others are thought to have been converted to Baroque guitars. The “Guadalupe,” now in the Musée Jacquemart-André in Paris, is the earliest and most elaborate, with an astonishing geometric pattern on the back that almost upstages the beauty of the front. The neck, heel, and peghead all are one integral piece made with sections of boxwood and kingwood, and its sides are made of interlocking panels of boxwood and kingwood. With a string length of 31⅜ in. (79.8 cm) it is an unusually large instrument, and not representative of most vihuelas of the time. The name GVADALVPE burned into the peghead is thought by some to indicate its maker as Joan de Guadalupe of Toledo. GD

See all guitars from Pre-1930s




Belchior Dias

Five-course Guitar 1590




Type Five-course early Baroque guitar

Body & neck Fingerboard flush with soundboard, peghead

Other features Frets (originally gut) tied around the neck, 26¾ in. (68 cm) string length





[image: ]

This beautifully proportioned and decorated instrument is attributed to the Portuguese maker Belchior Dias, based on the similarity of construction and decoration details to a smaller 1581 guitar undoubtedly by Dias in the Royal College of Music, London. This example has had modifications and repairs over time, notably a replacement top in the twentieth century, but the laminated parchment rose is thought to be original.

The sixteenth century was a period of transition for the guitar on the Iberian Peninsula, from a smaller four-course instrument (also popular in France, Italy, and England) with a history and repertoire running in parallel to the courtly six-course vihuela, a bigger guitar-shaped instrument. There was also a five-course vihuela, tuned to the same interval pattern as the modern guitar, for which blind vihuelist Miguel de Fuenllana published nine pieces in his Orphenica Lyra of 1554. This instrument may be what would become the five-course guitarra española, described by Joan Carlos Amat in 1596. As the Renaissance gave way to the early Baroque and intricate polyphonic music began to transition to a freer mode of musical expression, the guitar seems to have scaled up and the vihuela scaled down to meet the needs of musical fashion. GD

“Aristotle shows us how natural man delights in hearing music and poetry . . . and Spanish sensibility delights in nothing more than in the sound of the guitar.”

JOAN CARLOS AMAT (1527–1642)

See all guitars from Pre-1930s




Giorgio Sellas

Chitarra Battente 1627




Type Five-course Baroque guitar

Body & neck Spruce top, mother-of-pearl fingerboard

Other features Mother-of-pearl panels on head, around sound hole, and on purfling; decorated body
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From the late sixteenth century, Spain, Portugal, and Italy saw the earliest transition from a four-course to a five-course guitar. In Italy, the wealthy north, and in particular Venice, was a major center of a Baroque musical style as epitomized by Monteverdi, and was a magnet for musicians and luthiers. Italian guitarists developed a system of chord symbols called alfabeto with strumming patterns in the new battente (rasgueado) style for songs and dances of the time. Numerous publications emerged, starting with one from 1606 by Girolamo Montesardo. By 1630, Giovanni Paolo Foscarini brought out a book of solos in mixed tablature, which notated the range of effects played on the five-course guitar, including melodic passages, rhythmic strumming, plucked chords, slurs, and ornaments.

“Historically [the guitar] only had four courses, Maestro Espinel of Madrid added a fifth and that was the origin of its perfection.”

GASPAR SANZ, c. 1640–1710

Part of a dynasty of luthiers making bowed and plucked-string instruments, the German Giorgio Sellas (1585–1649) and his brother Matteo had workshops in Venice where they helped it become a major center of guitar construction. One of the more ornate examples, this chitarra spagnola (the Italian name for Spanish guitar) by Giorgio Sellas from 1627 was probably converted into a chitarra battente about a hundred years later (when these first appeared) by fitting a kind of tailpiece to take the extra strain of the wire strings that would also now have been fitted. GD

Portrait of the Artist as a Guitarist (1636) by Jean Daret.

See all guitars from Pre-1930s




Matteo Sellas

Five-course Guitar 1640




Type Five-course Baroque guitar

Body & neck Spruce top edged in fruitwood, back and sides in yew, black-stained walnut fingerboard

Other features Ebony bridge with mustache ends





[image: ]



[image: ]

Most Baroque guitars are too valuable and fragile to be taken out of museums, but a modern reproduction with gut strings will replicate their original sound. On Corbetta: Guitar Music (1996), Jakob Lindberg plays a selection of Corbetta’s solo pieces and suites.

A twelve-year-old Matteo Sellas (c. 1602–1654) left his native Fussen in southern Germany to find his fortune in Venice, where he started work as an apprentice in the workshop of his older brother Giorgio Sellas, who had made the same journey about fifteen years earlier. Matteo opened his own workshop in the 1620s and went on to have a very successful business with many apprentices and craftsmen in his employ.

This 1640 instrument, with its inlaid floral vinework, intricate single-tier parchment rose topped with pearwood, and walnut-veneered pine head is the least ornate of the Sellas guitars that have survived and has a simpler finish than most guitars of the time.

One of the very confusing complications at the time, and for interpreters today, is the various methods employed to tune the strings. There was the so-called re-entrant tuning: aa, d’d’, gg, b’b’, e’e’, with the third course, “gg,” giving the lowest note. Some guitarists favored the fourth high “d” string doubled with one an octave below it, and some also favored the fifth “a” string doubled with a lower octave.

By 1640, Francesco Corbetta (c. 1615–1681), playing guitars such as this, was establishing himself as western Europe’s preeminent guitarist–composer, and would be so until the appearance of Gaspar Sanz and Robert de Visée a generation later. GD

See all guitars from Pre-1930s




René Voboan

Five-course Guitar 1641




Type Five-course Baroque guitar

Body & neck Spruce top, tortoiseshell back and sides, ebony fingerboard 

Other features Ebony and ivory inlays on back and sides
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France’s “Sun King” Louis XIV (1638–1715) was a keen guitarist, and had famous guitarists like Francesco Corbetta and Robert de Visée play for him at Versailles, where they were rubbing shoulders and performing with court musicians such as Jean-Baptiste Lully and François Couperin. Louis XIV may well have played a Voboam instrument.

René Voboam (c. 1606–c. 1671) was the head of a dynasty of Parisian guitar makers that made some of the finest instruments anywhere in Europe for over a hundred years, of which twenty-seven signed and dated instruments have survived. In all that time the basic model did not change much and remained largely influenced by Voboam’s original design, as exemplified by this instrument of 1641.

“One can find in France courtiers and ladies who try like monkeys to imitate the Spaniards . . . and learn guitar playing.”

PIERRE TRICHOT, 1640

This guitar, with its ebony and ivory purfling, bridge, sound hole, and fingerboard inlays, has René Voboam’s name and the date of manufacture engraved on an ivory rectangle set in the headstock. The ebony and ivory inlays on the back and sides are set in an attractive herringbone pattern. The instrument’s overall length is 37 in. (93.7 cm) and it has a depth of 2¾–3 in. (7–8 cm). Its string length is 27½ in. (69.6 cm). It is the only instrument that can safely be attributed to Voboam and perhaps the only one that has survived. GD

See all guitars from Pre-1930s




Antonio Stradivari

Five-course Guitar 1688




Type Five-course Baroque guitar

Body & neck Spruce top, four-part back and sides in maple, head and neck of poplar or walnut, dark oak fingerboard

Other features Two transverse soundboard braces
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This guitar, known as the “Hill” guitar, safely housed in the Ashmolean Museum in Oxford, has an amazing pedigree. Made by the Italian violin maker Antonio Stradivari (c. 1644–1737), whose instruments are valued in the millions of dollars, it is one of only two guitars by him that have survived largely intact, with fragments of three others also in existence. Simpler and more austere-looking than many of the opulently decorated guitars made in Venice or Paris for example, it nevertheless has Stradivarius trademarks like the choice of woods used and in its orange varnish—the same as his violins. It also has bone diamond-and-circle inlays around the sound hole and rose.

All of Stradivari’s guitars have unfortunately been tampered with in one way or another (this one much less so than the others) either as restoration projects or to customize them according to changing fashion and requirements. One of them, the “Sabionari,” was turned into a six-string guitar with shortened new neck and head in about 1800. GD

See all guitars from Pre-1930s




Salomon

Five-course Guitar 1760




Type Five-course guitar

Body & neck Spruce top, fingerboard flush with soundboard, peghead

Other features Strung with five double courses
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Paris in 1760 was one of the most important centers for music in Europe and the guitar was undergoing something of a revival there after several decades when it had fallen out of favor. The Paris workshop of Jean-Baptiste Dehaye (1713–1767), better known by his trade name Salomon, made instruments of the violin and viol families, along with harps and guitars.

The features of the Salomon guitar of 1760, like other French guitars made at the time, hardly differed from the five-course Baroque guitars made fifty or sixty years earlier: the fingerboards still lay flush with the soundboard; they had the same pegheads, the same five double courses, and the same gut frets tied around the neck. However, the ornate rose had given way to a sound hole and the styling was generally simpler, as befitted the aesthetic of the light, melodious, and fun new Italianate music style, Galant. At the time this was sweeping aside a late-Baroque style that had become increasingly flamboyant, complex, and unfashionable. GD

See all guitars from Pre-1930s




Joséf Benedid

Six-course Guitar 1787




Type Six-course classical guitar

Body & neck Spruce top, maple back and sides, ebony fingerboard flush with soundboard, peghead, metal frets

Other features Strung with six double courses
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A contemporary of the Pagés brothers and part of the Andalusian School of Cádiz, Joséf Benedid was, like them, a maker recommended by celebrated guitarist–composer Fernando Sor. An early adopter of fan bracing, Benedid used three braces under the bridge, generally simpler than the Pagés’ bracing system. This guitar, with its elegant ornamentation in mahogany and mother-of-pearl inlays, has an aristocratic look, somewhere between the Pagés’ humbler-looking 1804 model and more ornate examples of the period.

The final decades of the eighteenth century saw renewed interest among fashionable Spanish society, long mesmerized by foreign music, in its own national music and consequently its quintessential instrument, the guitar. Even the aristocracy, who typically had disdained the instrument, were now charmed by it. At this time, the market in Spain for six-course guitars and guitar music grew, but aspiring guitar virtuosi were following the money to culture capitals Paris, London, and Vienna—and playing single-stringed guitars. GD

See all guitars from Pre-1930s




De Aguilera

Six-course Guitar 1797




Type Six-course classical guitar

Body & neck Spruce top, cypress back and sides, fingerboard flush with soundboard, peghead, gut frets

Other features Lower bout 101⁄2 in. (26 cm)
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Little is known of Madrid luthier Benito Sánchez de Aguilera. He was probably a minor maker in his day, one of many supplying a booming demand for guitars and guitar music toward the end of the eighteenth century. His renovated 1797 instrument strung with six double courses is basic and unfussy. We don’t know if replacement parts matched the originals, but the guitar most likely had a simpler bridge than the fancy mustache bridge a twentieth-century restorer added to it. Few makers were using mustache bridges at that time, particularly such large ones.

The replacement head may also have been different, but this was a transitional period in guitar design, from stringing and bracing to shape and size. It was 200 years earlier when four-course guitars and six-course Renaissance vihuelas were transitioning to five-course Baroque guitars. About 150 years later, guitars would be electrified. With the guitar, history has shown us, perhaps more so than with any other instrument, that almost anything is possible. GD

See all guitars from Pre-1930s




Pagés

Six-course Guitar 1804




Type Six-course classical guitar

Body & neck Spruce top, fingerboard flush with soundboard, peghead

Other features Strung with six double courses, fan bracing
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Brothers Joséf and Juan Pagés worked out of Cádiz from about 1770 to 1822 and were part of the Andalusian School that produced some of the finest instruments in Spain. In 1770, the six-course guitar had begun to supersede the five-course version in Spain. Six courses remained the standard there well into the 1800s, despite the fact that most Italian and some French makers were creating six single-string guitars from about 1785. Important innovations in music for the six-course guitar began appearing in Spain from 1780, notably by Antonio Ballesteros, Federico Moretti, and Fernando Ferandiere. The music was in notation; tablature, in use for plucked instruments since the 1500s, had been virtually abandoned by 1750.

“Although I use a guitar of seven single strings, it seemed . . . appropriate to accommodate these principles to six courses, that being what is generally played in Spain.”

FEDERICO MORETTI, 1799

From the 1790s, Pagés guitars were among the very first classical guitars to be fan braced, a key feature of Spanish guitars and one that, through contact with composer and guitarist Fernando Sor, would come to influence Louis Panormo’s instruments in England, and would later famously be developed by Antonio Torres during the late 1800s into the modern instrument we know today. Both Fernando Sor and Dionisio Aguado, the most famous Spanish guitarist–composers of the classical period, extolled the qualities of Pagés guitars. GD
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Preston

English Guitar 1804




Type Six-course English guitar

Body & neck Spruce top; maple neck, head, back, sides

Other features Twelve brass frets, brass rosette, brass and ebony capo, ebony and ivory bridge, watch-key tuner
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The popularity of the metal-strung English guitar, of which Preston of London was one of the better-known makers, relegated the five-course gut-strung guitar in England to oblivion from the 1750s until 1815. That was when Spanish guitarist–composer Fernando Sor established himself in London, bringing renewed interest in the Spanish instrument. The English guitar had reigned supreme, fashionable in particular with dilettantes and upper class ladies, for whom it was something of a fashion accessory. It had an ebony fingerboard covered with tortoiseshell and ebony, and six courses of metal strings tuned to C major (c, e, gg, c’c’, e’e’, g’g’). Many ladies chose it above the spinet and harpsichord, but many considered it trivial and not worth bothering with. Consequently most repertoire written for it at the time is somewhat insignificant—a Bach sonata for violin and the English guitar being a notable exception.

“The guitar has a watch-key tuning device, which was better suited to the guitar’s short metal strings.”

NATIONAL MUSEUM OF AMERICAN HISTORY

The English guitar became a successful export to several other countries. In North America, it was a popular domestic instrument in the new republic: It was played by Benjamin Franklin and several were owned by Thomas Jefferson’s family. It was introduced into Portugal in the 1750s and evolved into today’s Portuguese guitar, its timbre an essential part of Lisbon’s Fado music. GD
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Amédée Thibout

Lyre Guitar 1805




Type French lyre guitar

Body & neck Spruce top, back and ribs of maple, sound holes edged with mother-of-pearl and ebony segments

Other features Pin bridge with ebony foliate mustaches
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Very popular in the salons of Paris from the late 1700s to about 1830, the French lyre guitar at the hands of suitably clad, coiffured, and posed young ladies, evoked the aesthetics of a Neoclassicism inspired by ancient Greek and Roman history and antiquities that were influencing arts and fashion at the time. Painters like Ingres in France and Goya in Spain drew and painted women with lyre guitars. Marie-Antoinette is said to have played one. Guitarist–composers of the period like Ferdinando Carulli, Matteo Carcassi, Fernando Sor, and Mauro Giuliani published some music for it. Even a young Beethoven is seen with one in a painting of 1804 by W.J. Mahler. It was quite a fad.

“A few words on the new French lyre . . . I can truly say that this lyre guitar is barely fit for strumming second-rate accompaniments.”

THE MUSICAL TIMES OF GERMANY, 1801

The majority of lyre guitars, like this one by Amédée Thibout, luthier in Caen, were French, though Italy produced quality instruments too. Most lyre guitars are of a similar design with decorative variations—this one has an ebony fingerboard with twelve frets, its arms are surmounted by brass eagle heads, and it has a peg box with rear-facing pegs—they stand upright on a flat base integral to the body, and have hollow arms with a yoke or crossbar to which a six-string guitar neck of varying lengths is attached. They are attractive objects but compared to a regular guitar, they are ergonomically awkward to play and disappointing in sound quality. GD

A nineteenth-century French postcard depicting young ladies playing a lyre guitar.
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Johann Stauffer

Acoustic Guitar 1820




Type Hollow-body, figure-eight acoustic guitar

Body & neck Maple back and sides, spruce top, laminated neck

Fingerboard Rosewood
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Although the classical guitar largely evolved in the Mediterranean regions of Europe, significant developments were taking place in Germany and Austria. Johann Georg Stauffer (1778–1853) was the most important luthier of the Vienna School. The design for which he is best remembered came about through a collaboration with the celebrated Italian concert guitarist and composer Luigi Legnani, who took a great interest in the design and construction of the instruments he played and who would later establish himself as a fine luthier in his own right.

Stauffer first built these guitars from around 1815. The body was relatively orthodox, the back and sides were crafted from maple, and the top from spruce with intricate rosewood binding. The veneered neck was, unusually, adjustable with a key. Most striking was the headstock, with its six-in-a-line tuners. This design quickly became influential in Northern Europe. It would also play a seminal role in the evolution of the guitar in the United States, through Stauffer’s most celebrated apprentice, Christian Friedrich Martin.

Although Martin’s history is patchy during this time, it seems likely that he joined Stauffer in around 1813. A skilled craftsman, shortly after the end of his training he became Stauffer’s foreman in the workshop. He would later return to his hometown of Markneukirchen in Germany before migrating to the United States in 1933, where he founded C.F. Martin & Co., now the oldest guitar manufacturer in the world.

There is no evidence to suggest Martin worked on this 1820 guitar, but this Stauffer design would be a critical influence on his earliest American guitars. TB
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René Lacote

Classical Guitar 1835




Type Classical guitar

Body & neck Spruce top, ebony fingerboard flush with top

Other features Transverse bracing, Italianate mustache bridge, frets 13–17 attached directly to soundboard
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Jerry Willard plays the same model of Lacote guitar on his album Night At The Opera, which features fantasies on well-known operas by early Romantic guitar virtuosi Mauro Giuliani (1781–1829) and Johann Kaspar Mertz (1806–1856).

René Lacote (1785–c. 1870) was the leading exponent of the French school of guitar making in the first half of the eighteenth century, with his guitars being favored by major guitarist–composers including Dionisio Aguado, Ferdinando Carulli, Fernando Sor, and Napoléon Coste. His guitars had such a lasting reputation that counterfeits with forged labels were being made in around 1900.

Lacote guitars, prized for their bright sound and quick response, are still played by period instrument professionals and enthusiasts. They were made with exceptional craftsmanship and a lot of attention was paid to detail and external finish. As for the internals, Lacote initially adopted the single transverse brace system above the sound hole from his teacher César Pons, but then improved on it by having a specially shaped transverse brace under the bridge area and, in models like this one from 1835 where the fingerboard itself does not extend onto the soundboard, small transverse braces in the area under the higher frets.

The Lacote workshops produced a wide range of models with many patented innovations. In 1826, Lacote collaborated with Carulli in designing a ten-string guitar with frets for the top five strings and five “floating” sub-basses. He went on to make further nine- and ten-string variations. TB
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Louis Panormo

Classical Guitar 1836




Type Classical guitar

Body & neck Spruce top, rosewood back and sides, maple headstock, mahogany neck, ebony fingerboard

Other features Multiple purfling, six-pinned bridge





[image: ]

“Louis Panormo, the only maker of guitars in the Spanish style” is how Panormo advertised his guitars made in London in the period roughly between 1820 and 1850. In the early years of the nineteenth century, the English were largely unacquainted with the guitar until the Spanish guitarist and composer Fernando Sor gave concerts, taught, and lived in London between 1815 and 1823, causing a sensational rise in interest. It was at that time that the Panormo family’s workshop, primarily making violins at the time, turned to making guitars guided by Sor. Unfortunately they were not among Sor’s favorite instruments. By the 1830s, the guitar had become very popular in England and enjoyed considerable patronage. A large number of instruments was made at the Panormo workshop in London, many of which are still in circulation.

“Mr. J. Panormo made some guitars under my direction in London, as did Mr. Schroeder in St. Petersburg.”

FERNANDO SOR, ON WORKING WITH LOUIS’ BROTHER JOSEPH

Panormo is not considered an innovator in that his designs were a consolidation of best practice and features from French and Spanish guitars. He used Spanish fan bracing, adopted from earlier Spanish guitars; the headstock design was used on French and Spanish guitars; the bridge design is French. But his guitars are distinctive and immediately recognizable as Panormos. They are generally much quieter and warmer-sounding than a modern classical guitar and are often reproduced by modern makers. GD
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Martin

Acoustic Guitar 1838




Type Flat-top acoustic guitar

Body & neck Maple back and sides, spruce top, cedar neck

Fingerboard Ebony
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C.F. Martin & Co., the world’s oldest guitar manufacturer, was critical in the development of the American flat-top steel-string tradition. And yet the roots of the Martin story lay 4,000 miles to the east, in the Saxony town of Markneukirchen, where Johann Georg Martin ran a successful furniture-making business. The guitar was not a well-respected instrument at this time, and most were built by trained cabinetmakers rather than skilled luthiers. Born in 1776, Martin’s son, Christian Friedrich, entered the family business as a boy, but showing exceptional promise, he was sent to Vienna where he was apprenticed to Johann Stauffer, one of the leading luthiers of the Austrian/German school.

In 1833, Martin and his young family emigrated to the United States. His earliest guitars were built in the Viennese style of his mentor. The model shown here resides at the Metropolitan Museum of Art, New York, and dates back to 1838. It was built at Martin’s shop on Hudson Street in New York City, a year before he settled in Nazareth, Pennsylvania—an area he chose for its well-established ex-patriot German community.

There are clear similarities between this guitar and those produced by Stauffer in Vienna (see page 36), in particular the curled headstock with its unusual array of “six-in-a-line” tuning pegs. These were described in the company ledgers as “Vienna Screws” and were imported at great expense by Martin from Vienna.

The business thrived until his death in 1873. However it was when his grandson Frank Henry Martin took over in 1888 that it became synonymous with quality and innovation. To this day, the company remains in the hands of his descendants. GD

See all guitars from Pre-1930s




Martin & Schatz

Acoustic Guitar 1840




Type Viennese-style acoustic

Body & neck Mahogany, Stauffer-style headstock with six-in-a-line tuners

Fingerboard Ivory
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Heinrich Schatz was a nineteenth-century luthier who was among the first to leave his native Germany for a new life in the United States. He was also a friend and associate of Christian Friedrich Martin.

In the early 1930s, having left the employ of Johann Stauffer in Vienna, Martin returned to Germany to find a trade war in full swing: the guild of cabinetmakers fought with the guild of violin makers for the exclusive legal right to build guitars. The cabinetmakers (of which Martin was a member) eventually won, but he found the guild system too restrictive. Encouraged by Schatz, who had successfully settled in the United States, Martin and his young family followed suit.

“Martin & Schatz from Vienna, pupils of the celebrated Stauffer, guitar & violin manufacturers . . . ”

FROM THE PAPER LABELS FIXED TO THE EARLY GUITARS

Martin was quickly able to plug into an existing network of Central European luthiers. Martin and Schatz ran separate workshops—Martin in New York; Schatz in Pennsylvania—but their business activities intersected frequently, with both working on instruments at separate locations and supplying materials to one another.

Built in 1840—by which time Martin had followed Schatz into Pennsylvania—this guitar has a Northern European–style body and Stauffer’s unique headstock design. Indeed, the labeling of the guitar shows quite clearly that Martin was more than happy to trade on the reputation of his former employer. TB

See all guitars from Pre-1930s




James Ashborn

Parlor Guitar 1850




Type American parlor guitar

Body & neck Rosewood-veneered maple on back and sides, Indian rosewood-veneered chestnut neck

Fingerboard Rosewood
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James Ashborn’s significance in the history of the guitar is less down to quality than his manufacturing—he was arguably the first luthier to apply the principles of mass production to the guitar. At his workshop in Torrington, Connecticut, employees were engaged according to skill. One would machine the tuners, another would fret the fingerboards, and another would French polish the finished guitar.

Ashborn also took advantage of the sophisticated machinery being used by wagon builders—band saws, table saws, and routers, powered by the flow of water in the nearby Naugatuck River. With these radical new methods, Ashborn established himself as America’s most prolific maker of guitars and banjos.

“He was able to create a factory environment where workers did what they were good at and . . . became very fast and consistent.”

VINTAGE GUITAR MAGAZINE

The guitars were unusual in design, combining the small-bodied English parlor tradition of Panormo with the interior fan-bracing found in Spanish classical instruments. Yet the way in which the neck was fixed to the body was highly unorthodox: the dovetail joint was replaced by the more complex—and reliable—butt joint. This could only have been achieved with ingenious technological thinking and advanced materials such as loops of cloth-backed sandpaper.

In spite of this mechanized manufacturing, Ashborn produced sophisticated instruments that required significant amounts of skilled handwork. TB
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Torres

“First Epoch” 1858




Type Classical guitar

Body & neck Spruce top, Brazilian rosewood back and sides, cedar neck, ebony fingerboard

Other features Rosewood bridge with mother-of-pearl
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Classical guitar Spruce top, Brazilian rosewood back and neck, ebony fingerboard features Rosewood bridge with mother-of-pearl

Antonio de Torres Jurado (1817–1892) is arguably as towering a figure in the history of the guitar as Stradivari is in the history of the violin. This guitar is from his so-called “first epoch” (1850s to 1870) and was made when he worked out of Seville, Spain.

His instruments perfectly consolidated the best features of Spanish guitars made in the generation or two that preceded him, notably those of Pagés, Benediz, and Martinez. His most important contributions included increasing the size of the body by about 20 percent, introducing a new system of fan bracing that used seven struts radiating from below the sound hole, fixing the string length to 25½ in. (65 cm), using a saddle on the bridge, redefining the body shape, and minimizing decoration to achieve an understated and timeless appearance. He was also an early adopter of mechanical machine heads in Spain.

“Tárrega soon realized that the existing repertoire for the guitar was inadequate for an instrument made by such a man.”

JULIAN BREAM

A carpenter by trade, it was his long and close association with the Spanish guitarist–composer Julián Arcas that spurred him to become a luthier, building guitars with improved tone, volume, and projection that would be suitable for professional virtuosi. In 1869, a teenaged Francisco Tárrega traveled from one end of Spain to the other to acquire a guitar from him. A year later Torres moved to Almeria and, after a hiatus of several years, began his “second epoch.” GD

Francisco Tárrega was one of the first celebrated virtuoso guitarists.
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Martin

1-28 1860




Type Flat-top acoustic guitar

Body & neck Ivory-bound body with red spruce top and Brazilian rosewood back and sides, rosewood neck

Fingerboard Ebony
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By the 1850s, C.F. Martin had developed a style of his own. The former Stauffer influence began to diminish, and he began to adopt innovative approaches to the construction of his guitars. He’s widely credited with developing the idea of X-bracing for the body of his instruments: this technique comprised a pair of wooden supports that formed an “X” shape across the soundboard below the top of the sound hole, the lower “arms” of the brace positioned to support either end of the bridge. By contrast, a fan shape of bracing is most commonly used on classical guitars. The practical differences are more in strength rather than sound—there are opposing views on the tonal benefits of either method. There is no documented proof that Martin invented X-bracing, but it certainly evolved from the close-knit community of German luthiers working in Pennsylvania. But there is no doubt that Martin was the first of the larger-scale guitar makers to adopt and popularize the system.

During this period, Martin also began to normalize the sizing of his guitars: “1” was the standard model; the smaller “2” was a small parlor size; “0” was a larger concert style; the largest was the grand concert “00.” The two-digit suffix denoted the style of the guitar: the higher the number, the more costly and decoratively demanding the instrument. Style 28—like this 1860 model—was characterized by the heavy use of the ornate herringbone pattern of marquetry used on the tops, backs, and sides of the body, and of the five-nine-five band rosette around the sound hole. Until 1918, the tops and backs were bound with genuine elephant ivory. TB
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Vicente Arias

Classical Guitar 1870




Type Classical guitar

Body & neck Spruce top, Brazilian rosewood back and sides, ebony fingerboard

Other features Torres-like fan bracing, unique rosette
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Less than thirty of Vicente Arias’ guitars are known to still exist, and this 1870 model is one of his earliest. These instruments are highly collectible, not only for their rarity but for their exceptional craftsmanship, rich tonal qualities, and uniqueness—no two guitars by this maker are the same. About half of these rare guitars were collected together for a conference celebrating Arias in Florence, Italy, in 2005.

Vicente Arias (1833–1914) was born in Ciudad Real, Spain, where he lived and worked until a move to Madrid in his later years. Arias adopted the innovations in body shape and size, string length, and bracing famously credited to Torres and brought to the craft a supreme attention to materials and construction detail, including the designs of his rosettes, each of which is unique. There is an elegant classicism of design in this early guitar that is sustained throughout his output. His guitars are also light in relation to their size, even in larger, later models. Arias continued making guitars well into his sixties.

“… Arias guitars are . . . highly regarded by collectors for conscientious craftsmanship, good tone, and . . . the beauty of the rosettes.”

PAULINO BARNABE

Anecdotal evidence suggests that in around 1878–1879, celebrated guitarist–composer Francisco Tárrega—considered the founder of modern classical guitar technique—ordered a custom instrument from Arias, small enough that he could easily carry it on his person and use it for practice on his travels. GD
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Haynes

Parlor Guitar 1870




Type American parlor guitar

Body & neck Spruce top, Brazilian rosewood back and sides, mahogany neck, ebony fingerboard

Other features Tilton patent tailpiece and floating bridge
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This was a very popular American guitar design in the latter half of the eighteenth century, with roots in guitars made and played in Europe forty or fifty years earlier. Much of the music played on it would also have been in the European tradition and took place in the urban middle-class setting of the parlor, the American equivalent of the French salon. As early as the 1850s, guitars like these were also played in black minstrel groups that fused African and European music into a genre that would evolve into uniquely American ragtime and jazz. These guitars would have been gut-strung, with a mellow tone and somewhat small voice. From about 1890, steel-strung models appeared that would enable these guitars to compete with and be heard in larger ensembles. With steel strings enabling note “bending,” it would see in the birth of the blues. This very high-quality instrument by John C. Haynes of Boston had X-bracing, a silver medallion in the sound hole, a silver-plated tailpiece, and Tilton-patented components. GD

See all guitars from Pre-1930s




Martin

2-27 1874




Type American parlor guitar

Body & neck Brazilian rosewood back and sides, spruce top, cedar neck, herringbone and ivory binding

Fingerboard Ebony
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Until the middle of the nineteenth century, there was a popular perception that the guitar was a women’s instrument—especially the popular small-bodied “parlor” guitars.

The Martin 2-27 “ladies’-size” model was described in the company’s first retail price list in 1874 as being “inlaid with pearl” and “ivory bound,” making it “fancier” than the higher-numbered style 28. Retailing at a hefty $58.50—around $1,000 at today’s prices—these models were intended for ladies of means. In fact, the most expensive models listed are all ornate “Ladies’” parlor guitars, hitting a peak with the “richly inlaid” 2-42, which cost a mighty $90.

The 2-27 was one of the most popular Martins of the nineteenth century, and remained in production until 1898. Surprisingly, perhaps, it was by no means the smallest body size available—Martin’s size 5 was a “terz” guitar, its name taken from the German word for “third” and so-called because the tuning was raised by three half tones (a major third). TB
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Torres

“Second Epoch” 1882




Type Flamenco guitar

Body & neck Spruce top, cypress body, cedar neck, ebony fingerboard

Other features Rosewood bridge, peghead facing, pegs
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Antonio de Torres Jurado gave up making his celebrated “first epoch” guitars in 1870, moved with his family from Seville to Almeria, and started running a china shop there. Conversely, guitarist–composer Francisco Tárrega (1852–1909), who had acquired his first Torres guitar in 1869, was just starting on a phenomenal career, developing repertoire and technique that would help make the classical guitar the serious concert instrument it is today. He played that first Torres guitar of his for twenty years until it literally started falling apart, and he continued to play and champion Torres guitars.

Torres started his “second epoch” in 1875, making guitars part-time, while also tending to the china shop and even taking in lodgers to make ends meet. Around the time this 1882 flamenco guitar was made, he started doubling his output to around twelve guitars a year, though in general these were much more modest instruments than those from the glorious “first epoch.” Sadly, he died impoverished and in debt in 1892. GD
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Martin

00021 1886




Type Double-neck harp guitar

Body & neck Spruce top, Brazilian rosewood back and sides, ebony fingerboard

Other features X-bracing, ivory nuts and saddles
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Harp guitars with free-floating strings, normally sub-basses, were popular from the end of the nineteenth century into the early twentieth century, with renewed interest over the past several decades by specialist harp guitar players. The instruments were configured in a bewildering number of ways, from having a single theorbo-like headstock to an additional neck—some attached, some unattached, as in this Martin model—to a hollow arm extension, as in the famed Knutsen-patented harp guitars made by Dyer, and many other curious and eye-catching variations. All important luthiers had a range of harp guitars in their catalogs.

With its gut stringing, still common at this time and for decades to come, and its eighteen strings—six fretted and twelve floating—this guitar would have sounded very harplike in the popular music groups, chamber ensembles, and mandolin orchestras of the time. In the late 1880s when this guitar was made, a third of Martin’s output of some 330 instruments were in fact mandolins. GD
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Washburn

Style 108 1892




Type American parlor guitar

Body & neck Spruce top, rosewood back and sides, ebony fingerboard

Other features Width of lower bout 121⁄2 in. (31.75 cm)
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Washburn was a brand established in 1885 by Chicago music publishers and instrument manufacturers Lyon & Healy for their range of parlor guitars, mandolins, banjos, and zithers. They also made woodwind, brass, and stringed instruments and world-class harps out of a large factory working on assembly-line principles. Chicago at the time was a major hub for guitar making and distribution, and Washburn competed there with the likes of the Larson brothers and Joseph Bohmann, among others. A major manufacturer, by 1916 Washburn reported having made over 20,000 guitars.

“The guitar, as a ladies’ instrument . . . is decidedly vulgar . . . There is nothing graceful about a young lady playing a guitar.”

S.S. STEWART (PREEMINENT BANJO MANUFACTURER), 1885

Featuring in the 1889 Washburn catalog, the small and pretty 108 model, with its top-of-the-line trims using highest-quality mother-of-pearl inlays on the fingerboard and headstock, marquetry, and celluloid, was an ideal ladies’ guitar.

Washburn parlor guitars from the mid-1880s were fine ladder-braced instruments that came in four sizes with a rising scale of inlays and ornamentation. Not much changed until the First World War and the onset of the Jazz Age when demand declined for parlor guitars and their limited volume. In 1928, Washburn was sold to Regal Musical Instrument Co., which made Washburn guitars until the mid-1940s when the brand faded away—until its resurrection in the 1970s as part of U.S. Music Corp. GD
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José Ramírez

Classical Guitar 1897




Type Classical guitar

Body & neck Spruce top, Spanish cypress back and sides, Brazilian rosewood fingerboard, American machine heads

Other features Rosette inlaid with mother-of-pearl
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José Ramírez I (1858–1923) was the first in a dynasty of guitar makers that has made exceptional instruments for about 130 years—for most of that time out of the Madrid workshop he opened in 1890. The Ramírez brand is today held in the same esteem as Steinway is for pianos. His reputation rested primarily on his flamenco guitars, which were built larger than those of Torres, or Torres-inspired models like those of Vicente Arias. He is credited with creating the “tablao,” a guitar with a large but shallow body that gave more volume and projection. This was particularly valued by guitarists who needed to be heard above the singing, clapping, stamping of feet, castanets, and audience noises in flamenco bars. If this classical model is anything to go by, they were rustic in appearance with none of the timeless elegance of a Torres or an Arias guitar—but they got the job done.

“If a guitar maker did not die in a social welfare hospital, it was because he did not have the means to get there.”

JOSÉ RAMÍREZ

José I introduced his younger brother Manuel to guitar making. Both sons of a well-off land owner, they could have chosen the secure life of ranching over a precarious living making guitars in what was at the time a small and declining market for the instruments. Then, through Manuel’s association with a young Andrés Segovia, the Ramírez brand began achieving a level of international prestige and demand that José I could not have dreamed possible. GD
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Gibson

Style O 1898




Type Acoustic guitar

Body & neck Walnut back and sides, spruce top

Fingerboard Walnut
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Orville H. Gibson (1856–1918) invented the archtop guitar at the turn of the nineteenth century, and the company that bore his name took the ball and ran with it, ensuring the legacy of his inventions would influence guitar makers to the present day.

Born in Chateaugay, New York, as a young man he moved to Kalamazoo, Michigan, and from the mid-1880s he worked clerical jobs while combining his skills as a wood carver and his interest in music in a passion for instrument building. His early handmade creations included violins, mandolins, a ten-string guitar–mandolin hybrid, an ornate harp guitar, and the Style O prototype archtop guitar we see here.

“The Gibson mandolins and guitars are recommended by the most expert players . . . Their volume and tone is not equaled by any other instruments.”

LABEL ON THE INSIDE OF THE GUITAR

Orville’s grasp of the principles of stringed instrument construction meant he was ideally placed to apply them to guitars. His most radical innovation was to carve the top, back, and sides from single pieces of wood, as he had with his groundbreaking mandolins in the 1880s. The pieces would be “tuned” to maximize their resonant properties, by tapping and carving the wood in a process resembling that of European violin makers. As with his mandolins, this Style O (for “oval”) has a “Neapolitan”-style oval sound hole but no internal bracing or neck block, and is surprisingly lightweight. OB
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Stewart & Bauer

100 1900




Type American parlor guitar

Body & neck Spruce top, Brazilian rosewood back and sides, mahogany neck

Other features Ebony bridge; ivory binding, nut, and saddle
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This guitar was the top-of-the-line model that George Bauer made during the short 1898–1910 partnership of Stewart & Bauer in Philadelphia. It is one of the most beautiful, ornate, and highest-quality examples of so-called parlor guitars. It features decorative design details such as mother-of-pearl inlays on the convex ebony fingerboard with a tree-of-life inlay, and mother-of-pearl inlays on the head, around the front edge, and the sound hole.

At the time, the 100 A concert-size model sold for the princely sum of $110, with the default ladies’ size going for $100 and the 100 B extra-large concert size for $120. These ladder-braced, gut-strung guitars were distributed by Sears & Roebuck, who warned buyers against stringing these guitars with wire strings, an act that would make their warranty void.

“The fingerboards had striking, exotic star-and-crescent inlays—very similar to the inlays on some high-end Stewart & Bauer banjos.”

DAVID K. BRADFORD, 19THCENTURYGUITAR.COM

At the end of the Civil War, the guitar’s earlier popularity in East Coast middle-class America waned for decades until there was a resurgence of interest through the banjo, mandolin, and guitar (BMG) ensembles that emerged in the 1880s. Around 1900, on the concert stage and in society parlors, William Foden (1860–1947), the most famous American guitarist virtuoso of the time, would have been dazzling audiences with guitars of this caliber. GD
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Gibson

Style O 1903




Type Archtop acoustic

Body & neck Birch back and sides, spruce top, mahogany neck

Fingerboard Ebony
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On the cover of Bob Dylan and the Band’s album, The Basement Tapes (1975), guitarist Robbie Robertson clutches his 1920 Gibson Style O. He also famously played a Gibson Harp Guitar in the finale of Martin Scorsese’s rockumentary, The Last Waltz (1978).

When Orville Gibson formed the Gibson Mandolin-Guitar Company with a consortium of Kalamazoo businessmen in 1902, his direct involvement lessened. The company forged ahead with his designs and, buoyed by success with mandolins, began evolving its archtop guitars, dominating the market for decades. The Style O archtop represents two decades of refinement of Gibson’s original concepts, and incorporates lasting milestones of guitar construction.

The Style O appeared in the 1903 Gibson catalog in three sizes, with three levels of ornamentation. The Style L was also available (with a conventional round sound hole) with similar specs. Alternate headstocks soon appeared, progressing from the early wide-ended “paddle” type, and including a slotted “transition” version. Then, in 1908, a giant leap toward what we have come to recognize as the look—and construction—of a modern archtop guitar was made with the debut of a redesigned Style O, later known as the Style O Artist. The brainchild of Gibson chief engineer George Laurian, it had a mandolin-style upper bout in the shape of a scroll, internal bracing, an asymmetric neck with an extended treble-side, a “trapeze”-style tailpiece, and, for the first time on any guitar, a cutaway on the lower bout to facilitate access to notes on the upper frets. OB

Country blues musician and singer Big Bill Broonzy playing his Style O, c. 1935.
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Vicente Arias

Classical Guitar 1906




Type Classical guitar

Body & neck Spruce top, extended ebony fingerboard

Other features Unique rosette design cast in epoxy block
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Over three decades after making the 1870 guitar also featured in this book (see page 45), Vicente Arias was in his sixties and still building high-quality guitars of exceptional elegance and craftsmanship. The design of the earlier instrument can still be traced in the shape, size, and lightness of this guitar and especially the headstock, now looking even finer, as does the bridge. An important feature of this guitar is the fingerboard that extends the range from the usual top B, a half-step higher to a C. Although renowned for the beauty of his rosettes, each of which is unique, his creativity did not end there: He made guitars with as few as four and as many as eleven braces, and some larger-sized guitars, like an 1899 example with eight strings from the collection of the late Narciso Yepes, which Belgian guitarist Raphaella Smits used to record the music of Antonio Jiménez Manjón (1866–1919).

“The achievement of a beautiful sound from an Arias guitar results from constant attention.”

RAPHAELLA SMITS

When this guitar was made, the late Romantic period was coming to an end, as would, in 1909, the life of its most famous guitarist–composer, Francisco Tárrega. Modernism in music, as in art, was coming into fashion. Though Tárrega’s disciples, notably Miguel Llobet and Emilio Pujol, were to take his legacy forward well into the twentieth century, it was the emergence of a young self-taught superstar called Andrés Segovia that would change everything. GD
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Ditson

Model 261 1906




Type American parlor guitar

Body & neck Spruce top; rosewood back, sides, and neck

Other features Martin styling in body shape, head, and rosette; tailpiece to take steel strings
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In the latter half of the nineteenth century, Oliver Ditson & Co. of Boston was one of the biggest music publishers of the northeastern United States with stores first in Philadelphia, then New York, and later Boston where Ditson also had its factory. Through subsidiaries and agents, Ditson became one of the biggest manufacturers of a wide range of musical instruments. In 1865, a Ditson & Co. partner, John Haynes, established John Haynes & Co. to make instruments, and it was Haynes who ran Ditson & Co. from 1888 until his death in 1907. That would make this 1906 parlor guitar one of the last made on his watch. A seemingly humbler instrument than those Haynes produced several decades earlier, the styling reflects the influence of C.F. Martin guitars. From about 1916, Ditson was one of Martin’s largest customers, selling the “Ditson Model” Martins as well as a large number of regular models bearing the C.F. Martin stamp.

“That class of plunkers whose ideal guitarist is . . . armed with a steel-string jangle-trap . . . ”

ANONYMOUS GUT STRING ADVOCATE, 1897

The year 1906 was still a transitional period for gut and silk versus steel strings. C.F. Martin and Gibson would not make flat-top guitars with steel strings until the 1920s, but Ditson had been doing so since the 1890s and it was steel that enabled the sound and playing techniques that gave birth to early blues, country, and jazz guitar styles in the first decades of the twentieth century. GD
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Gibson

Style U1 1906




Type Harp guitar

Body & neck Convex ebonized spruce top, mahogany back and neck, mother-of-pearl inlays

Other features Ten sub-bass strings, stair bridge
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Champion of the Gibson Style U, Tom Shinness plays a 1913 model on Translucent Harp (2004), a selection of his compositions infused with new-age, jazz, and folk. Eight tracks are for solo harp guitar; others feature an eclectic range of other instruments.

The harp guitar, or plucked instruments like it, was not uncommon in Europe from early in the nineteenth century, but it was only in 1891, with a patent by Hansen, that an instrument with sub-basses emerged in the United States. Gibson began making them from 1903, offering four models on a rising scale of features and prices (Styles R, R1, U, and U1). Common to all models is an octagonal harp arm that runs beneath the soundboard to the rim at the end of the body, which is attached to the guitar waist with a small wood pyramid. Another reinforcement arm, symmetrical to the harp arm, on the treble side of the instrument, completes a frame inside the body. Gibson made sure this instrument was not about to collapse in on itself under the immense tension of the sub-basses. The pianolike frame contributes to the remarkable sustain of this instrument.

This Style U1 harp guitar was one of the more expensive Gibson models. It is a colossus of a guitar—21 in. (53.25 cm) wide and 48 in. (122 cm) long—originally designed to be played in a similar position to a cello, it came with a steel spike that extended from its base. Despite their extraordinary qualities and belle époque charms, these harp guitars remain museum and conversation pieces and are only rarely played today. GD
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Joseph Bohmann

Harp Guitar 1910




Type Harp guitar

Body & neck Convex top and back, double neck

Other features Seven internal sympathetic tunable vibrating rods, damper pad, hand rest, double bridges
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This freakish-looking instrument is one of three types with sympathetic vibrating rods inside the body that Bohmann made while in his sixties and still at the height of his inventive powers as a manufacturer of guitars, mandolins, and violins in Chicago. Taking the double-neck innovation he developed over earlier decades (one standard and one with twelve sub-bass strings tuned chromatically) he patented several new ones specific to this type of guitar, including the set of vibrating rods and a convex top and back with sloped shoulder design for easier access to the higher frets.

“ … The World’s Greatest Musical Instrument Manufacturer.”

JOSEPH BOHMANN

Bohmann’s target market for his harp guitars had included the mandolin orchestras popular at the time in which, typically, one harp guitar would provide an accompaniment for a flute, violin, two mandolins, and two mandolas. There were also larger ensembles like the Steinway Mandolin Orchestra with fifteen instruments including three harp guitars, a harp, a cello, and numerous mandolins.

Reputedly a bombastic, shamelessly self-promoting megalomaniac, Bohmann’s pride may have been his downfall. Like Shelley’s Ozymandias, his legacy turned out to be unloved, forgotten, and virtually lost to the march of history. After his death his factory was shut down and left virtually untouched for some forty years, with finished and half-finished instruments still in it. GD
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Enrique García

Classical Guitar 1912




Type Classical guitar

Body & neck Spruce top, Brazilian rosewood back and sides, ebony fingerboard

Other features Oval sound hole, innovative fan bracing
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Marc Teicholz, first prizewinner of the 1989 International Guitar Foundation of America competition, plays a guitar from García’s early tyears in Barcelona on Valseana, an album of waltzes that features eighteen guitars by many famous makers of the past 150 years.

Considered the founder of the “Barcelona” or “Catalan” school of guitar makers from the time he opened a workshop there in 1895 (after serving an apprenticeship at Ramirez in Madrid), Enrique García (1868–1922) was probably the most internationally famous maker of classical guitars in the early twentieth century and a big influence on makers like Francisco and Miguel Simplicio and Ignacio Fleta. His style of construction includes an innovative fan bracing system that normally had eight braces (a system that would be developed by Fleta) instead of the more common Torres seven, and a creative approach to the appearance of the instrument, with models that could be very ornate, including features like inlays and his trademark carved heads. The unusual sound hole on this 1912 model is a case in point. Whether one likes it or not, it certainly makes a visual impact, though as to whether it makes any difference to the guitar’s already exquisite sound properties is a moot point.

In the year this guitar was made, García started exporting guitars in significant numbers to Argentina, at the time one of the world’s wealthiest countries and a major South American center of culture. Concerts by virtuosi like Domingo Prat, Miguel Llobet, and Emilio Pujol in Buenos Aires stirred thousands of guitarists—many eager to own one of García’s guitars. GD
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Gibson

L-4 1912




Type Acoustic guitar

Body & neck Spruce top, maple back and sides, mahogany neck

Fingerboard Ebony
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The Quintessential Eddie Lang, 1925–1932 (1998) showcases the versatile jazz chops of this pioneering virtuoso on both his Gibson L-4 and, from 1928 onward, a Gibson L-5. Lang expanded the possibilities of the guitar as a recording and a solo instrument.

Gibson’s L-4 debuted as a bigger and louder update of the L-1 and L-3 models, which Gibson initially designated a “grand concert” model on account of its larger size. Its 16-in. (40.5-cm) body (measured across the lower bout) certainly gave it plenty of oomph and bottom-end presence, and it quickly established itself as the guitar of choice among rhythm players in the emerging Dixieland and big band jazz trends of the era. The L-4 never really looked back, and enjoys the distinction of being Gibson’s longest-running production model (the present-day version sports a Florentine cutaway and pick-ups; its production was interrupted in 1956, resuming in the late 1980s).

The 1912 model was carved by hand and shared the same woods as its smaller L-Series siblings, but had one extra fret (making twenty in total) and an ivoroid-bound oval sound hole. Cosmetic tinkering followed, including a round sound hole in 1928, until, in 1935, Lloyd Loar’s f-holes (first seen on the L-5 model, see page 62) were finally added to aid sonic projection.

When the 1950s electrified the guitar world, Gibson based its ES-175 on the L-4’s concept and construction, replacing the carved top with a laminated one. A cutaway was added to the original L-4, until the changes coalesced into the L-4 CES—Cutaway Electric Spanish—with various pick-up configurations. OB
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Manuel Ramírez

Flamenco Guitar 1913




Type Flamenco guitar

Body & neck Spruce top, cypress back and sides, ebony fingerboard

Other features Golpeador, 26 in. (66 cm) scale length
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It was a classical guitar made by Santos Hernandez, then an apprentice in the workshop of Manuel Ramírez (1864–1916), younger brother of José I, that the great virtuoso Andrés Segovia (1893–1987) played for the first twenty-five years of his brilliant career and that dazzled concert goers, musicians, and critics alike. Ramírez gave it to a young Segovia in around 1912 on hearing him play for the first time. It helped make all three of their reputations and inspired Hermann Hauser, whose guitars Segovia would later play before returning to Ramírez guitars again around 1960. The guitar is now in the Metropolitan Museum of Art in New York.

With flamenco guitars like this 1913 example, Manuel Ramírez transformed what came before him into a model that even today remains a benchmark to luthiers. Sadly, it seems José I never could forgive him the accolades and for opening a shop in Madrid, in direct competition with him. Manuel was teacher and mentor to guitar makers Santos Hernandez, Domingo Esteso, and Modesto Borreguero. GD
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J.F. Stetson

Parlor Guitar 1915




Type American parlor guitar

Body & neck Spruce top, Brazilian rosewood back and sides, mahogany neck, ebony fingerboard

Other features X-bracing, inlays on fingerboard and head
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This parlor guitar was distributed by W.J. Dyer & Bro. of Minnesota and J.F. Stetson was Dyer’s brand for its regular flat-top guitars. They were in fact manufactured by the Larson Brothers of Maurer & Co. of Chicago, who made a range of instruments for Dyer. Larson guitars like this were handmade to a very high standard, with only the best-quality woods, and are reputed to have superior sound quality and sustain, with a warm and rounded midrange and full-sounding upper register.

At the end of the nineteenth century and beginning of the twentieth, there was a lively, sometimes heated, debate about gut versus steel strings. The Larsons started introducing steel strings to their flat tops in 1904, twenty years before C.F. Martin did, so this guitar was made to be steel strung. In the United States in 1915, when this guitar was made, music that had been steeped in the European tradition throughout the nineteenth century had found a uniquely American voice, and its guitars a uniquely American style. GD

See all guitars from Pre-1930s




Dyer

ASB-1 1920




Type Harp guitar

Body & neck Spruce top; mahogany back, sides, and neck; ebony fingerboard and bridge

Other features Hollow arm with six sub-bass strings
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The Minnesota company W.J. Dyer & Bro., for a time during the early part of the twentieth century the largest distributor of musical instruments west of Chicago, started selling harp guitars from around 1904 as something of a sideline from its main business as purveyor of pianos, organs, and other instruments.

The Dyer harp guitar, today one of the most popular models with harp guitar players, is based on a design patented by Chris Knutsen in 1898. Dyer contracted the Larson Brothers of Chicago to manufacture them, initially under license until 1912, when Knutsen’s patent expired. Sadly, the Larsons were not credited at the time as the makers of the instruments, though they made significant refinements and improved on the construction quality of Knutsen’s originals. The distinctive sub-bass’ headstock with its peghead inlays was a modification attributed to the Larsons. In 1919 Dyer stopped advertising harp guitars, making this near-top-of-the-line 1920 model one of the last of the line. GD
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Oscar Schmidt

Hawaiian 1920




Type Hawaiian steel-string guitar

Body & neck Koa top, back, and sides; mahogany neck; rosewood veneer headstock; ebony fingerboard

Other features Tree of life mother-of-pearl inlays
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This type of guitar—its body made from fabulously exotic Hawaiian koa wood, the laptop position it was played in, the beguiling sound of a steel bar sliding over the strings, and the music of the Hawaiian islands played on it—caused a sensation when it first graced the American mainland in the hands of Hawaiian musicians at the 1915 Panama-Pacific International Exposition in San Francisco. Soon many makers set about satisfying the demand from clients stampeding to own this curious invention and its little cousin, the ukulele. It was easy. All they needed to do was customize their standard parlor guitars by using koa wood and by raising the nut a little.

The Oscar Schmidt Company, then of New Jersey, was one of the first to get in on the action. This eye-catching example from 1920, traditionally tuned to an A-major chord, is one of the more elaborate models from that period, with its mother-of-pearl inlays and twin-pyramid bridge design. It would have appealed to well-heeled aficionados of the new craze. GD
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Gibson

L-5 1922




Type Acoustic guitar

Body & neck Spruce top, birch or maple back and sides, maple and mahogany neck

Fingerboard Ebony
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Smokin’ At The Half Note (1965) features Wes Montgomery’s dulcet L-5 tones. It was described as “the absolute best jazz guitar album ever made” by Pat Metheny, who recently bought Montgomery’s L-5 from George Benson at auction.

Lloyd Loar (1886–1943), like Orville Gibson before him, combined engineering nous with musical expertise. During his five-year tenure between 1919 and 1924, he advanced many of the technical aspects of Gibson’s designs. His masterpiece, however, was the Gibson L-5 archtop, released in 1922 and now regarded as one of the most important guitar designs of all time.

Competing with big-band brass sections was a challenge for 1920s guitarists. As on previous Gibson models, f-holes in place of round or oval sound holes improved projection and enabled the L-5 to make itself heard, as did the 16-in. (40.5-cm) body (boosted to 17 in. [43 cm] with 1934’s “Advanced” model).

Gibson’s flagship had fourteen frets clear of the body, a truss rod (patented by employee Thaddeus McHugh in 1921) to aid neck alignment, a height-adjustable bridge, and a celluloid pickguard to aid picking-hand stability and comfort. It had a warm, full-bodied tone that could as easily do the bidding of country stars like Mother Maybelle Carter as it would later deliver the punchy rock ’n’ roll of Scotty Moore.

A cutaway model was introduced in 1939, followed in 1951 by a fully electrified version, the L-5 CES—the guitar Wes Montgomery turned into a jazz icon. Naturally, the L-5’s phenomenal success has had a direct influence on countless designers since. OB

Jazz guitarist Eddie Lang performs on stage with a Gibson L-5 guitar c. 1928 in Chicago.
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Hernández

Flamenco Guitar 1925




Type Flamenco acoustic guitar

Body & neck Cypress back and sides, spruce top, mahogany neck

Fingerboard Ebony
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Sabicas was one of the most celebrated flamenco guitarists of the twentieth century. He used Hernández-built guitars throughout most of his career. Some of his finest playing can be heard on the album Flamencan Guitar Solos (2008).

Santos Hernández (1873–1943) was one of the twentieth century’s most gifted luthiers. His work—along with Domingo Esteso (1882–1937)—helped define the character of the modern flamenco as being something distinct from its classical counterpart.

Hailed as “the Stradivari of flamenco,” Hernández was born in Madrid, where he learned his craft under the watchful eye of master luthier José Ramírez, by whom he was employed for twenty-three years. When Ramírez died in 1923, Hernández set up on his own, and his workshop quickly became a popular meeting place for flamenco players of the day.

Reflecting the poverty of flamenco players, cheaper woods such as cypress were traditionally used for the instruments’ backs and sides. Lighter than traditional rosewood, this also helped create the earthy percussive tone. Because of its stability, cypress can be worked very thin; combined with its light weight, this facilitates the biting flamenco tone. Spruce was used on the soundboard—as it is on most high-quality flamenco guitars—as it produces a clearer, more focused sound.

Hernández guitars were built in the tradition of Antonio Torres, designed for a strong attack and power. But Santos added an innovative harmonic downward-sloping bar beneath the soundboard, giving the treble a much firmer sound. TB
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Francisco Simplicio

Classical Guitar 1925




Type Classical guitar

Body & neck Spruce top, Cuban mahogany back and sides, ebony fingerboard

Other features García-like fan bracing system
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Andrés Segovia And His Contemporaries Vol.10 (2005) includes the very first of José Rey de la Torres’ recordings, playing the very last guitar that Francisco Simplicio made. In this 1946 recording, he and Segovia play music by Fernando Sor and Francisco Tárrega.

Francisco Simplicio (1874–1932) was a cabinetmaker in Barcelona for about twenty years before starting to make guitars in 1919 for Enrique García, then probably the most in-demand classical guitar maker in the world. Simplicio took over García’s shop when García died in 1922, and for years made guitars just like García’s before introducing his own innovations, such as uniquely tapered braces and an experimental guitar with a double sound hole.

This model is pure García in size, appearance, weight, and fan bracing system with eight braces—now with Simplicio’s tapering. Even the carved head is almost identical to García’s. Until 1925, his labels indicated he was the “only disciple and student of Enrique García,” which no doubt helped his sales and reputation. Like García, he became successful with exports to Argentina—which, in the early twentieth century, was experiencing an economic and cultural boom with an amazing interest in the guitar. He was helped by his son Miguel to make about thirty-five guitars a year from 1922 until his death ten years later.

Famous guitarists who played Simplicio guitars include José Rey de la Torre and Leo Brouwer. The very last guitar that he built before he died was owned by de la Torre. Miguel Simplicio allegedly had to finish it by adding the frets, tuning machines, and bridge. GD
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Washburn

Bell Style 1925




Type Flat-top gut-string acoustic guitar

Body & neck Mahogany back, sides, and neck; spruce top

Fingerboard Rosewood
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The Great Carl Sandburg: Songs of America (1999) is a contemporary release of a mid-1950s recording. It is one of the rare albums on which the poet can be heard singing folk songs and playing his Washburn Bell Style guitar.

In the 1920s, the banjo was still king because its volume and sharp attack made it the rhythm instrument of choice for most big bands, but it was also a time of experimentation for some guitar makers. It just wasn’t quite clear in which direction the guitar was to go. In 1925, instrument maker Lyon & Healy’s Chicago factory tried this unusual bell-shaped body, selling it under its premier Washburn brand name and introducing serial numbers, with guitars all beginning with 52 and the other two digits being the model number.

The bell guitar was largely built of mahogany with a spruce top. It had a classical-style open headstock, normal fixed bridge, and simply decorated round sound hole. The only added glamour was an intricate floral gold-leaf decoration stenciled around the soundboard. At $165, including its custom-made case, the bell-shaped guitar was considered expensive at the time.

The bell guitar’s most famous user was American poet and musician Carl Sandburg. Carl was a big guitar fan and collector. The “poet of the people” used the bell-shaped Washburn to accompany his verse. His Washburn can still be seen at his home in Flat Rock, North Carolina, a U.S. National Historic Site.

The bell-shaped body looks strange today, but at the time it was less so. Washburn also made pear-shaped tenor guitars and a bell-shaped ukelele. SH
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Weissenborn

Style C 1925




Type Hawaiian steel-string guitar

Body & neck Top, back, sides, V-shaped neck, and headstock in Hawaiian koa wood

Other features Ebony fingerboard, “bat-wing” bridge
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Hermann C. Weissenborn was a maker of pianos and violins when he immigrated from Germany to the United States in 1902, setting up a workshop in Los Angeles in 1910 where his main activity appears to have been instrument repairs. In the early 1920s, he jumped on board the popular Hawaiian music bandwagon and began making ukuleles, Martin-style flat tops like this Style C (third in a line that went from Styles A to D) for “slack-key” finger-style playing, and the teardrop-shaped Hawaiian lap steel guitars with their hollow necks and sloping shoulders in Styles 1, 2, 3, and 4. It is the latter group for which he is best known and which have undergone a revival in recent years as alternatives to National and Dobro guitars favored by players like Ben Harper, Bob Brozman, and David Lindley.

“I’m drawn to its resonating sound. It is very expressive. I stick with the Weissenborn; it says something new to me every day.”

BEN HARPER

C.F. Martin’s flat-top styling would have been the primary influence on the X-braced Weissenborn Style C. The other key influence, but primarily for his hollow-neck lap steel guitars, was Chris J. Knutsen, who is credited with originating the overall design. Now very collectible and valuable, in the 1920s Weissenborn’s guitars sold from $40 up to $79, less so after the stock market crash of 1929. Weissenborn’s fortunes during the 1920s, propelled by the Hawaiian music craze of that time, faded away through declining demand during the Depression years of the 1930s. GD
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National

Tricone 1927




Type Acoustic resonator

Body & neck “German Silver” body with mahogany neck

Fingerboard Ebony
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The compilation Hula Blues: Vintage Steel Guitar Instrumentals From The ’30s and ’40s (1974) contains recordings by some fine players, such as Jim Holstein of the duo The Genial Hawaiians who played his Tricone both in conventional style and in horizontal lap position.

Before the development of the electric guitar, the major problem faced by any group player was one of volume. The 1920s saw a number of valiant efforts to deal with this issue, the most ingenious being the use of “mechanical” amplification.

At the request of guitarist George Beauchamp, during the mid-1920s John Dopyera produced the first “resonating” guitar. The principle was simple: a thin aluminum cone, rather like a loudspeaker, was fitted inside the body in direct contact with the bridge saddle. When the guitar strings were struck, the cone picked up the vibrations and amplified the sound.

The experiment was sufficiently successful that in 1927 Dopyera and Beauchamp founded the National String Instrument Corporation. The first instrument they produced was a metal-bodied guitar fitted with three conical aluminum resonators connected at the center by a T-shaped aluminum bridge on top of which was a maple bridge saddle. This system was called the Tricone. Most guitarists seem to agree that single cones provide greater volume and the Tricone system a better quality of sound and greater sustain.

National produced four Tricone models before Dopyera left to found the Dobro company. The models differ only in their etched body designs: the Style 4 shown here features a chrysanthemum engraving. TB
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Gibson

Nick Lucas 1928




Type Flat-top acoustic guitar

Body & neck Spruce top, mahogany back and sides

Fingerboard Rosewood
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New Jersey–born “Crooning Troubadour” Nick Lucas (1897–1982) was at the peak of his popularity in the late 1920s when Gibson formalized his association with its guitars by releasing a number of Nick Lucas models. Lucas had made history in July 1922 when he committed the first solo jazz guitar instrumentals, Pickin’ the Guitar and Teasin’ the Frets, to record. As the Roaring Twenties came to a close, he was embarking on a career in musicals, selling millions of records to boot.

The 1928 Gibson Nick Lucas model (aka “Special”) was Gibson’s first artist-signature guitar endorsement, and appeared in many permutations. Initially shaped like the L-1, one factor that remained constant throughout the six subsequent design tweaks—including the number of frets, materials, cosmetics, bridge type, and even body shape—was a deeper body, which had a marked effect on its tone. The “Florentine” banjo of 1927 provided the inspiration for this particular custom-order guitar’s fingerboard adornments, which, strangely, depict scenes of Venice.

“I wanted a wider neck, deeper sides, and a smaller body that would be more presentable on stage.”

NICK LUCAS

The most celebrated Nick Lucas user was none other than Bob Dylan. In his earlier days, Dylan had always used Martin or other Gibson acoustics, but in the final years of his acoustic period—before his controversial electric conversion in 1965—his instrument of choice was a Nick Lucas. OB
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Epiphone

Recording D 1928




Type Archtop acoustic guitar

Body & neck Maple back and sides, spruce top, maple neck

Fingerboard Ebony
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Long before the Epiphone brand became little more than a label slapped on cheap Gibsons produced in China, it was an independent guitar manufacturer of considerable standing. Indeed, throughout the 1930s, Epiphone and Gibson had fought a fierce commercial battle over production of archtop guitars.

The roots of the company dated back to 1873 in Smyrna in what was then the Ottoman Empire (now Izmir, Turkey), when Anastasios Stathopoulos began building and selling stringed instruments. He continued to build and sell his own instruments after he’d relocated to Long Island, New York, in 1903. Following his death in 1915, his son Epaminondas took control of the business, and began to produce banjos.

If the Gibson L-5 had kick-started the demise of the banjo in 1922, Stathopoulos’ first guitars certainly didn’t acknowledge this fact. Combining the owner’s nickname “Epi” with “phone,” from the Greek word for “sound,” the brand made its debut in 1928 with the small-bodied “Recording” series. The model “D” had a maple back and sides and a hand-carved spruce flat top. The maple neck had a “V” profile and was topped with an ebony fingerboard. With more than a nod to Epi’s previous instruments, the headstock was inlaid with pearloid and housed six banjo-style tuning pegs.

Like the other members of the Recording series (A to E) these guitars lacked the volume of the L-5 and were not hugely popular. Three years later production ended and the first range of Epiphone Masterbilts appeared: jazz players were quick to discover guitars like the Emperor and Deluxe models, now highly prized by collectors. TB
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Epiphone

Recording E 1928




Type Flat-top acoustic guitar

Body & neck Single cutaway, spruce top, maple back and sides, set maple neck

Fingerboard Rosewood
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It was small, sounded weedy, and no one famous played one. Yet this was the start of one of the great guitar dynasties—the first Epiphone. Epaminondas or “Epi” Stathopoulo, son of a Greek immigrant instrument maker, was a successful banjo maker, at the time the coolest instrument in the United States. Nevertheless in 1928, Epi started to branch out into guitars. Epiphone’s Recording series was his first effort, designed to compete with the hottest ax of the time, Gibson’s L-5.

The Recording came in five styles; A was the plainest and E the fanciest. All had the same sloping cutaway. At the top of the line was the $175 E. This had very fancy floral neck inlays and a lavishly carved and decorated headstock. The back was arched, the finish was a dark sunburst, and there was a black plastic floating pickguard stretching from the neck to the bridge. But the spruce and laminated maple bodies were smaller than Gibson’s and sounded weak in comparison.

“The Recording guitars were not initially a success. One problem was a lack of celebrity endorsement. The other was a lack of volume.”

EPIPHONE OFFICIAL HISTORY

The L-5 was loud enough that its rhythmic chords could cut through the sound of a whole band. The Epiphone’s didn’t. The guitars seemed too small and ornate to some players. With no celebrity endorsements the Recording series was not the success Epi hoped for. Thankfully he was not deterred and soon launched a second and much-improved series of guitars—the Masterbilts. SH
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Dobro

Model 55 1929




Type Acoustic resonator

Body & neck Walnut body and mahogany neck

Fingerboard Rosewood
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Award-winning bluegrass player and master of the Dobro, Phil Leadbetter has been honored with his own signature model. He showcases his Dobro skills on his instrumental album Philibuster! (2000).

From the beginning of their business relationship as founders of National, George Beauchamp and John Dopyera had fought over fundamental issues of the resonator design, and both also felt they deserved principal credit for its development. Having created a single-cone resonator that was cheaper to produce than the National Tricone system, in 1928 Dopyera and his brothers Rudy, Emile, Robert, and Louis broke away to launch the Dobro Manufacturing Company.

The problem faced by the brothers was that National owned the patents on all of Dopyera’s designs, so he was forced to come up with an ingenious variant. This involved inverting the cone, so that instead of the bridge resting its apex, it was fitted to a cast aluminum “spider” that had eight legs spanning the perimeter of a downward-pointing cone.

Although the word “resonator” conjures up the attractive brass or nickel-bodied Dobro and National models, all of the Dobro guitars until 1935 were built from wood but fitted with Dopyera’s internal resonator, with its decorative metal covering and two circular metal ports in the upper bout. The Model 55, like most of those designated numbers lower than 100, was a lower-priced model, and usually featured neck binding, a very dark body finish, and an engraved coverplate. This model was discontinued in 1934. TB
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Martin

OM-28 1929




Type Acoustic guitar with mahogany blocks

Body & neck Solid Adirondack red spruce top, select hardwood neck

Fingerboard Solid black ebony
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John Mayer is a well-known contemporary OM-28 player, who in 2006 was given his own signature model OM-28. His third album, Continuum (2006), showed a change of direction toward a new, more blues-oriented sound.

What’s not to love about a Martin “Orchestra Model” OM-28 Marquis? Not only does it come with the enviable Martin pedigree, it has a sophisticated tone, heaps of overtones, and possesses fabulous fingerpicking clarity while its thick, strong neck and overall build—back and sides of East Indian rosewood, herringbone trim, ebony fingerboard, and nuts of fossilized ivory—give the impression it just might last forever. And of course add to that Martin’s “Golden Era” appointments, including the Adirondack spruce top and scalloped braces—a timber barely used in guitars since the Second World War and which blossoms and reaches its full potential over time—and you have a vintage prewar sound without the expense of a trip to a custom shop.

Similar to the Eric Clapton 000-28EC model in scale and ornamentation, the OM-28 has greater string spacings at the bridge, wider nut spacing, and a longer scale. It is more balanced than the Martin D series, and you can strum it as hard as you like without any distortion. The largish 1¾ in.-wide (4.5 cm) modified V-neck, however, may take a little getting used to.

So is it any wonder that those few who admit to having possessed—and then sold—a Martin OM-28 refer to the point of sale as “a moment of lunacy”? Buy one, and it may well be the last guitar you ever need. BS

See all guitars from Pre-1930s
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National

Style O 1930




Type Acoustic resonator

Body & neck Nickel-plated (brass from 1932), mahogany neck

Fingerboard Bound ebony
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When the single-cone Dobro resonators produced from 1928 by his former business partner John Dopyera were successful, George Beauchamp began producing National single-cone resonators using designs created by Dopyera before he and his brothers left the company.

The first such instrument to appear was the famous National Style O. The principle on which it was designed was much the same as that used on the Tricone models, except that the bridge was now fixed at the center of a single 9½-in. (24-cm) cone. These National resonators are referred to as “Biscuit Bridge” models. The size of the single cone provided greater volume, but a cruder tone.

Although the early resonators were popular with Hawaiian lap-style players, the Style O captured the imagination of many blues players of the period—names such as Reverend Gary Davis and Son House. The most celebrated modern exponent is Mark Knopfler, whose own vintage Style O was used to great effect on the Dire Straits hit “Romeo and Juliet.” TB
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Prairie State

Bass 1930




Type Acoustic bass guitar

Body & neck Spruce top, poplar back and sides, mahogany neck

Fingerboard Ebony
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An innovative instrument in the large-bodied Prairie State range from the Larson brothers of Maurer & Co. of Chicago that makes full use of their double-rod system, patented in 1930, to reinforce this huge acoustic bass guitar. It has nineteen frets meeting the soundboard at the twelfth, and an extending spike enables it to be played upright or between the knees in a cello position. Among the other Prairie State models the Larsons made at about this time is a six-string version of this acoustic bass guitar with virtually the same body and neck and another stocky super-jumbo-sized six-string guitar appropriately called the “Big Boy.” With their Prairie State and Euphonon models the Larsons tried to address the problem of getting more volume out of the acoustic guitar. This acoustic bass guitar would have provided a robust bass range in larger ensembles, as did the harp guitars, mando cellos, and mando basses of the mandolin orchestras that had been around for some decades but whose popularity had by 1930 already begun to wane. GD

See all guitars from 1930–1949




Serenader

Venetian 1930




Type Venetian-style flat-top acoustic guitar

Body & neck Spruce top, maple back and sides, V-shaped neck, pearloid fingerboard, rosewood bridge

Other features Venetian head and body styling
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The Chicago manufacturer Stromberg-Voisinet made this guitar—and many like it in different sizes and trim options—for Buegeleisen and Jacobson (B&J), long-established New York instrument vendors who, by the 1930s, had operations in Canada and even imported instruments from Europe. Serenader was their brand for a very wide range of guitars sourced from a number of manufacturers.

This so-called Venetian style of guitar was made from 1927. From about 1930 it evolved into an archtop Kay Kraft range of guitars popular with blues musicians that was made until 1934. The guitar’s shape is similar to Venetian mandolins dating back to the nineteenth century. The unique design, with its ladder bracing and pickguard, has been attributed to Joseph Zorzi, an Italian-American luthier who started work as production manager at Stromberg-Voisinet in 1926, a year before these models first appeared. There was also a four-string tenor guitar version that looked very much like an elongated, supersized mandolin. GD
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William C. Stahl

Acoustic Guitar 1930




Type Flat-top acoustic guitar

Body & neck Spruce top, Brazilian rosewood back and sides, mahogany neck, ebony fingerboard and bridge

Other features Larson-patented support rod system
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This is a handsome guitar made by the Larson brothers of Maurer & Co. of Chicago who, in addition to manufacturing guitars for their own Maurer, Prairie State, and Euphonon brands, also supplied guitars to William C. Stahl. A Milwaukee publisher of arrangements, methods, and music for the banjo, mandolin, and guitar, Stahl had expanded his business to sell instruments as well, and was probably the Larsons’ most important client around the time this guitar was built.

The guitar, with its distinctive pickguard design also seen in the mandolins Stahl sold as far back as 1912, is the Larsons’ Prairie State model—with Stahl’s label on it taking the credit. It has laminated braces, an unusually shaped pickguard, and the trademark Larsen fingerboard inlay pattern. Only a few guitars with this exact specification are known to exist. It is a sturdy guitar, made with the double-rod system the Larsons patented in 1930. One rod enables adjustment of the neck, while the other (visible through the sound hole) reinforces the body against collapse. GD
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Stromberg-Voisinet

No. 49 1930




Type Hawaiian guitar

Body & neck Spruce top, exotic hardwood back and sides, pearloid fingerboard

Other features V-shaped neck, tropical beach scene decal
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From these recordings of the 1940s, one senses how much of an antidote Hawaiian music must have been to the bleakness of the 1930s Depression. The History Of Slack Key Guitar (1997) includes performances by Gabby Pahinui, one of the instrument’s most influential exponents.

When this model 49 Hawaiian guitar was made, the Depression had arrived with the catastrophic stock market crash of 1929; businesses collapsed, money was tight, and companies making affordable music instruments like Stromberg-Voisinet were perhaps in a better position to weather the storm than others.

This Chicago manufacturer started out in 1890 as the Groeschel Mandolin Company. It became Stromberg-Voisinet in 1921 and was renamed again as the Kay Musical Instrument Company in the 1930s. It has its place in the hall of fame not as a result of the quality of the instruments, which was average at best, but by its having made in 1928 one of the first electric guitars to be marketed, the Stromberg Electro. Stromberg-Voisinet is not to be confused with Stromberg, makers of superior archtop jazz guitars from the 1930s to the 1950s.

Until the advent of the pedal steel guitar in the 1940s, this was the type of instrument known as the Hawaiian guitar. Fundamentally a traditional steel-strung parlor guitar, it was played either on the lap with a specially raised nut and a sliding steel bar or with a normal nut in a normal position in the Hawaiian “slack-key” finger style. It was hugely popular on the American mainland from 1915 to the 1930s and continues to be so in Hawaii today, with slack-key guitar players winning Grammy Awards in recent years. GD

See all guitars from 1930–1949




Vega

Steel-string Guitar 1930




Type Archtop steel-string acoustic guitar

Body & neck Maple back and sides, spruce top, maple neck

Fingerboard Rosewood
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Vega had been making instruments in Boston, Massachusetts, since the late nineteenth century but was best-known for banjos. Its Vegavox model was played by self-styled “King of the Banjo,” Eddie Peabody.

The company had been making guitars too. Their quality was good, but they hadn’t made big inroads into the market. As guitar sales in the United States began to rise in the late 1920s and early 1930s, Vega tried to take advantage with a new line of guitars.

Vega launched banjo-guitars, four-string tenor guitars, and strange “cylinder” guitars. These had a bulge right down the middle of the back and front, which was supposed to improve the tone and projection, but to the modern eye looks uncomfortable to hold and play.

“He (Joe Termini) coaxes some of the hottest jazz out his Vega guitar that audiences have ever heard. ”

CONTEMPORARY REVIEW

The most popular contemporary Vega guitar, however, was the more conventional-looking steel-string acoustic with both an arched back and a top carved like a violin. This sunburst f-hole guitar had a trapeze-style tailpiece, floating scratchplate, bound body and headstock, and block-inlaid fingerboard.

Texas country-band leader Leo “Tex” Butler played one, as did music-hall star Joe Termini, and it would later become popular with jazz musicians. The model stayed in production and Vega later produced early electrified versions. SH

See all guitars from 1930–1949




Epiphone

Broadway 1931




Type Archtop f-hole acoustic guitar

Body & neck Walnut arched back and sides, solid spruce top, dovetail mahogany neck

Fingerboard Ebony
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New York instrument maker Epi Stathopoulo’s first attempt to take on the dominant Gibson L-5 had failed. However, the young Greek immigrant learned fast. Within three years, he launched a far superior guitar.

The Epiphone Masterbilt series was an even bolder attack on the Gibson “Master Model” L-5. These seven carved-top f-hole archtops closely mimicked the Gibson’s features. They also had floating scratchplates, and trapeze tailpieces.

The Broadway was in the middle of the line and at $175 was the best value. The guitar had a walnut back and sides, solid spruce top finished with a deep tobacco sunburst, ebony fretboard, and a patented “expansion rod,” which was a version of the innovative truss rod Gibson had invented a decade before. The bridge was adjustable for height so players could alter the action of their guitar.

“With the original Masterbilt line of 1931, Epiphone challenged Gibson for supremacy in the guitar world.”

HENRY JUSZKIEWICZ

The decoration of the Recording series was toned down, although the headstock was still inlaid with floral patterns and scrolls, the fretboard had diamond inlays, and the body and fingerboard were neatly bound.

Most importantly the Masterbilts had the style, playability, and sound to be a success in a big band’s rhythm section. Epiphone now had a guitar to take on Gibson and begin a sales battle that lasted for a quarter of a century. SH
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Epiphone

Deluxe 1931




Type Archtop acoustic

Body & neck Maple back and sides, spruce top, maple neck

Fingerboard Rosewood
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One of the pioneers of cool jazz, Billy Bauer played an Epiphone Deluxe with pianist Lennie Tristano at the time of his seminal 1949 recording “Digression,” one of the first examples of “free improvisation.”

Anastasios Stathopoulo arrived in Long Island, New York, in 1903. A maker of ouds—an Arabic lute-style instrument—his son, Epaminondas (known as “Epi”), gradually shifted the emphasis of the family business toward banjos. The Epiphone name appeared in 1928, the same year as the company’s first guitars. Throughout the 1930s, the brand was responsible for producing some of the finest archtop guitars in the United States, developing a fierce rivalry with the Gibson Corporation.

First built in 1931, the large-bodied Deluxe was a direct competitor to Gibson’s L-5—itself considered revolutionary for its volume and projection. The Deluxe, however, was a considerably more attractive guitar.

The Deluxe featured a “Masterbilt” headstock with its beautifully ornate floral inlays. One of the most striking and interesting features of early Epiphone models is the famous “Frequensator” tailpiece, which enables bass and treble strings of different lengths to be used. Increasing the length of the bass strings causes greater tension, making the strings tighter; the shorter top strings have a looser tension, making it easier to bend notes and play solos in the upper register.

In 1941, the Zephyr Deluxe emerged, the first electric version of this model. The guitar shown here is a 1934 Deluxe, which has been customized with the addition of a pick-up—probably at some point during the 1940s. TB

See all guitars from 1930–1949




Martin

D-28 1931




Type Acoustic guitar

Body & neck Sitka spruce top, rosewood body and sides, mahogany neck

Fingerboard Solid black ebony
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Neil Young famously owns the 1941 Martin D-28 once belonging to country legend Hank Williams. He said: “I try to do the right thing with the guitar. You don’t want to stink with Hank’s guitar.” It can be heard on, among others, his album On The Beach (1974).

The D-28, Martin’s much-copied Dreadnought, is the model against which all others are judged. Originally designed by Martin in 1916 and marketed under the brand Oliver Ditson, it was mostly, and still is—as implied by its name—larger, bolder, and louder than most other guitars, and by the 1950s had become the instrument of choice for folk singers across the United States and the standard-bearer of bluegrass music.

Martin-branded Dreadnoughts debuted in 1931. The D-28 had distinctive strips of herringbone marquetry around its top and a zipperlike strip of purfling bisecting its back. D-28s from the mid-1930s also had uniquely positioned scalloped cross-braces that were extremely close to the sound hole, which gave the top a unique kind of flex and maximized bass response and volume in nonamplified venues. This X-bracing and the tones it helped produce are the reason that many aficionados still claim the D-28s of the time represent the high-water mark of Martin craftsmanship (the bracing was discontinued in 1945).

Despite the ensuing decades of change, including the demise of tortoiseshell pickguards, horse-hide glues, and the switch from prized Brazilian rosewood in the back and sides to East Indian rosewood, all D-28s since have remained faithful to that very first Dreadnought, the “Holy Grail” of acoustic guitars. BS

Neil Young plays his Martin D -28 in concert in 1973.

See all guitars from 1930–1949




Rickenbacker

Frying Pan 1931




Type Lap steel guitar with circular body

Body & neck Production models built from aluminum

Fingerboard Maple

Pick-ups Horseshoe magnets
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Alvino Rey was the first musician to popularize Rickenbacker’s lap steel guitar. He was often billed as “Alvino Rey And His Singing Guitar.” Alvino Rey! His Greatest Hits is a good starting point in exploring his guitar-playing talents.

Behold, one of the most significant musical instruments of the twentieth century! According to some, the “Frying Pan” was the first electric guitar. Although not strictly true, in 1931 it became the first stringed instrument with a magnetic pick-up to go into production.

Guitarist George Beauchamp had previously made his name as the co-inventor of the principles of the cone resonator before he began experimenting with magnetic pick-ups, taking a single coil of wire and wrapping it around two large “horseshoe” magnets. Once tested, Beauchamp asked one of his colleagues at National to build him a maple body and neck: the instrument was quickly constructed and the electronics fitted. Beauchamp christened it the “Frying Pan.”

At this time, there was a fashion in the United States for Hawaiian music—more so than for the guitar—and it made more sense to produce a Hawaiian lap steel. A small six-stringed instrument, the lap steel was played horizontally with pitch changes made by moving a small metal bar along the strings with one hand and picking with the other.

The earliest Frying Pans came in two models—the A-25 and shorter-scaled A-22—and were sold under the Rickenbacker brand with a small amplifier and speaker. Within two years, the principles were applied to the first Rickenbacker Electro Spanish guitars. TB
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Gibson

L-75 1932




Type Archtop acoustic guitar

Body & neck Mahogany back and sides, spruce top

Fingerboard Rosewood, pearl, celluloid
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In 1932 Gibson added to its line of archtops two diminutive models: the f-hole-sporting L-75 and the round-sound-holed L-50. The L-75 model in particular went through no end of structural and cosmetic changes, and the model shown at right has a Dreadnought-esque body contour (see page 83) and an eye-catching fingerboard and headstock, fronted by celluloid with pearl diamond inlays mounted on rosewood. This “mother-of-toilet-seat” bling was inspired by an expo at the Chicago World’s Fair, held in 1933 and 1934, for which Gibson (in nearby Kalamazoo, Michigan) created a new “Century of Progress” flat-top model with a similar neck, in order to capitalize on worldwide interest in the fair. Very few L-75s with this ornate styling were issued.

In its earliest incarnations, the L-75 was a very lightweight archtop, on account of its 14½-in. (36.8-cm) body. By 1935, its body had been lengthened, and widened to the 16-in. (40.5-cm) format shared by the L-5.

Perhaps one of Gibson’s less-celebrated models, the L-75 was discontinued in 1939, and nowadays is considered a relatively rare bird by eagle-eyed collectors. As far as we can tell, the L-75 was not a particular favorite of any noted players, although Eric Clapton certainly had one in his extensive collection. He’d acquired his 1935 model in 1999 as a replacement for a charity-auctioned Gibson L-4 that he admitted he’d “found hard to part with.” He sold it five years later at Christie’s in New York, raising just under $10,000 for his Crossroads rehabilitation center in Antigua. OB
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Julián Gomez Rámírez

Steel-string Guitar 1932




Type Steel-string acoustic

Body & neck Brazilian rosewood with softwood top, rosewood neck

Fingerboard Honduran mahogany
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To enter into the brave new world of jazz, guitarists of the 1930s sought a revolutionary instrument that cut through the brash, loud voice of horn-led bands. Luthiers took a cue from the banjos used in some early Dixieland ensembles and added steel strings to guitars—often with catastrophic results, as the bodies were not always strong enough to handle the dramatically increased tension.

Spanish luthier Julián Gomez Rámírez found a solution. After an apprenticeship with José Ramírez I in Madrid, Rámírez set up shop in Paris in around 1914 at 38 rue Rodier in the Pigalle quartier. He was experienced in building steel-string mandolins and bandurrias, so adapted his interior bracing to craft a suitably strong jazz guitar. With two large sound holes, Rámírez’s guitar projected its brash new voice loud and proud.

He made the body of Brazilian rosewood topped by a two-piece softwood soundboard, which created a warm sound. The guitar’s neck joined the body at the twelfth fret, but the mahogany fretboard extended far into the body to a twenty-second fret, offering guitarists a wide palette of notes. The slotted headstock borrowed from classical guitar technology. The tailpiece and movable bridge followed mandolin practice, while the zero fret fine-tuned the intonation.

In Paris, Rámírez’s guitars found fans with gypsy guitarists playing in orchestras, dance bands, and jazz bands. The guitar pictured here, serial number 695, was specially made for gypsy jazz maestro Pierre “Baro” Ferret, who often loaned it to his friend Django Reinhardt. Django used this guitar in his early days before adopting the Selmer Maccaferri jazz guitar. MD
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Oscar Schmidt Co.

Stella 1932




Type Flat-top parlor guitar

Body & neck Solid birch top, back, and sides; poplar neck

Other features Ladder braced, floating bridge, black “satin” finish, decal ornamentation around and below sound hole
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King Of The Georgia Blues (2007) is a six-CD collection of the work of American blues musician Blind Willie McTell. He can be seen playing a Stella guitar on the sleeve of this fine boxed set.

Looking like the kind of guitar a wandering Depression-era Mephistopheles might play to beguile his listeners into trading their souls for temporal gain, this instrument is part of a black range of guitars with decals, a feature the manufacturer called “decalomania.” The pattern around the sound hole is identical to that on another model in the range with additional decals of playing cards known as “The Gambler,” its appearance evoking an image of smoky Prohibition-era speakeasies and gambling dens. Stella was the brand name for these inexpensive, mass-produced instruments. But they had good tone and volume and were an attractive choice for poorer Americans and for blues musicians of the time, such as Charlie Patton, Leadbelly, and Blind Willie McTell, all of whom played Stellas.

Apart from Stella guitars, the Oscar Schmidt Company’s other guitar brands included Sovereign and La Scala. Schmidt at its peak had three factories in the United States and four in Germany, making it one of the biggest manufacturers at that time. Oscar Schmidt died in 1929 and most of the company didn’t survive the 1930s Depression. In 1939, the Stella, Sovereign, and La Scala brands were sold to the Harmony Company. The Oscar Schmidt name has been revived in recent decades by U.S. Music Corp. for a range of instruments marketed alongside its Washburn brand. GD
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Selmer

“Maccaferri” Orchestra 1932




Type Steel-string acoustic guitar with single cutaway

Body & neck Indian rosewood back and sides, French spruce top, walnut neck

Fingerboard Ebony
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Django Reinhardt used the Selmer guitar throughout most of his career until his death in 1953. Django Reinhardt On Vogue Complete Edition (1934–1951), released in 2012, is an outstanding summary of his work.

With its unique shape and sound, the Selmer guitar—more widely known as the Selmer Maccaferri—is uniquely associated with one figure: the incomparable Belgian-born, Romany guitarist Django Reinhardt.

The guitar was first produced in 1932 by the French Selmer company. The body of the guitar was crafted specifically to accommodate an internal resonator by the Italian guitarist and luthier Mario Maccaferri. The body of the Selmer is visually distinctive for two reasons: the unusual perpendicular cutaway that allowed easier access to the upper frets and the Art Nouveau styling of the D-shaped sound hole—often called le grand bouche (“the big mouth”). It was also one of the first guitars to use a metal-reinforced neck—or truss rod—to cope with the stress of steel strings.

Following a business dispute in 1933 with owner Henri Selmer, Maccaferri, who had overseen the production of the guitars, withdrew to resume his concert career. This resulted in a number of design changes. Most notably, the resonator unit, which had been designed to project a greater acoustic volume and even out the tone, was dropped. In fact, this had not been a universally popular innovation, with many early customers complaining of rattling and asking for the unit’s removal. In 1936, further design changes led to its evolution into the Selmer Modèle Jazz. TB
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Slingerland

May Bell Cathedranola 1932




Type Acoustic steel-string resonator guitar

Body & neck Mahogany, koa, or birch body; spruce top; mahogany neck

Fingerboard Rosewood or gold pearloid
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Those who know Slingerland as a Gibson-owned drum maker may be surprised to know that the original company made stringed instruments between the World Wars. Henry Slingerland was based in Chicago, selling ukelele lessons. With every twelve lessons, customers got a free uke, built by a German craftsman.

Demand grew until a factory was opened and the range extended to include banjos, mandolins, guitars, and eventually, drums. The guitar division created some pioneering early electric Spanish and laptop guitars before the Second World War, but these were never fully pursued.

One of their most sought-after guitars today is the striking Art Deco–styled Cathedranola acoustic. Guitar historians are unsure whether Slingerland built them in its own workshop or had them made by Regal or Harmony. The truth is probably that some were made at each location. This instrument was designed to compete with the popular Dobro and National resonators of the time, without infringing their patents.

Slingerland’s resonator used a spruce disk under the metal cover that acted as a second sunken soundboard. Some experts refer to this as a “fake resonator,” but although the Cathedranola wasn’t as loud as its rivals, it was louder than a standard guitar and had a uniquely sweet tone.

The neck was rounded at the back, and there was also great variety between individual guitars—many different woods and decorations were used—although all have the two distinctive “cat’s-eyes” sound holes. The guitars were sold in a chipboard case along with their standard guitar strap of the time—a length of rope. SH
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Martin

D-45 1933




Type Dreadnought acoustic

Body & neck Rosewood back and sides, cedar neck

Fingerboard Ebony
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Stephen Stills, who can be heard here on Déja Vu (1970), purportedly bought new D-45s in 1969 as a gift for the other members of Crosby, Stills, Nash, and Young. He famously owns an original 1939 model.

At the elite end of the vintage guitar market exists a tiny, deep-pocketed group of cognoscenti, liable to view their objects of desire in the same light as a precious antique or work of art. In its original form, the prewar Martin D-45 exhibits what could be termed the guitar collector’s “holy trinity”: superlative quality as a musical instrument; looks of rare beauty; and, above all, immense rarity.

First introduced in the 1904 catalog, Style 45 was among the most elaborate designs created by C.F. Martin and Co., with its abalone pearl inlays that dazzle on practically every border of the body and the fabulously ornate fingerboard and headstock inlays.

Style 45 first appeared as a Dreadnought in 1933 when a custom one-off was built for Gene Autry—a hugely significant figure in the emergence of the guitar as a popular instrument in the United States. His priceless original is in Los Angeles’ Autry National Center of the American West. Opulent both in looks and cost, the D-45 appeared in the catalog only between 1938 and 1942, by which time it found itself at odds with the austerity of the war years. Only ninety-one D-45s were built, and they are now among the most collectible “production” acoustic guitars, especially those with the snowflake fingerboard inlays built in 1938. C.F. Martin & Co. revived the D-45 in 1968. TB
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Rickenbacker

Electro Spanish 1933




Type Hollow body electric

Body & neck Mahogany body and neck

Fingerboard Hardwood

Pick-ups Horseshoe pick-up
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Using the magnetic horseshoe pick-up developed by George Beauchamp, Adolph Rickenbacker’s pioneering electric Ro-Pat-In Frying Pan model of 1931 appealed to Hawaiian-style players. Later that same year, they launched the Electro Spanish model, an acoustic guitar body fitted with the same pick-up. As the 1933 catalog pronounced, “Brother musician listen to a miracle!”

The debut version was offered from 1932–1935, featuring a body bought in from Harmony of Chicago. This was the same body used in National’s Trojan resonator guitar, and featured f-holes in the upper body

“On the earliest Spanish models, they simply silk-screened the Electro name in gold onto the headstock.”

RICHARD R. SMITH, THE HISTORY OF RICKENBACKER GUITARS

bouts and a nineteen-fret neck joined to body at the fourteenth fret. The horseshoe magnets were mounted at the bridge, and the strings ran through their center. The price, “complete with speaker,” was $175. The “speaker” was a tiny amplifier, which was essential to the Electro Spanish not only for its amplification but also to control the volume. This issue was remedied in 1934 with the addition of a single volume control.

The Electro Spanish was offered with Rickenbacker’s special vibrato tailpiece, and the Electro Mandolin and Electro Tenor were also produced. The Ken Roberts model was offered from 1935–1940, which boasted f-holes in the lower bouts and a twenty-two-fret neck. The Electro Spanish continued into the 1940s with the horseshoe pick-up mounted in an archtop body. MD
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Domingo Esteso

Flamenco Guitar 1934




Type Classical guitar

Body & neck Indian rosewood back and sides, German spruce top

Fingerboard Rosewood
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Ramón Montoya was the first virtuoso flamenco guitarist, his work during the 1930s all but defining the genre. His immaculate technique can be heard on the album El Genio De La Guitarra Flamenca (2003).

Domingo Esteso holds a unique position in the development and evolution of the flamenco guitar. Born in 1882, Esteso learned his trade in the Madrid workshop of the great Manuel Ramírez. Starting his apprenticeship in the late 1890s, Esteso worked for Ramírez until his mentor’s death in 1916. In the Spanish tradition of the time, Esteso continued working for his widow, and for a short time afterward he and colleague Santos Hernández created instruments labeled Viuda de Manuel Ramírez (“Widow of Manuel Ramírez”).

In 1917, Esteso opened his own shop in Madrid, where he concentrated largely on building flamenco guitars; his wife, Nicolasa Salamanca, was given the task of applying the finishing varnish. Many of Esteso’s early guitars were exported to Argentina, and his connection to Ramírez enabled him to attract some important customers. Among them was Ramón Montoya, widely viewed as the father of modern flamenco, who prized the instrument’s warm yet punchy percussive sound.

When Esteso died in 1937, his nephews Faustino, Mariano, and Julio continued building for his widow. Following her death in 1960, they renamed the workshop Hermanos Conde, Sobrinos de Domingo Esteso (“Conde Brothers, Nephews of Domingo Esteso”) where they produced some of the finest flamenco guitars of their time. TB

Ramón Montoya: the father of modern flamenco.

See all guitars from 1930–1949




Gibson

Martelle Deluxe 1934




Type Flat-top acoustic

Body & neck Mahogany back, sides, and neck; spruce top

Fingerboard Rosewood





[image: ]

Gibson adapted to the Great Depression by creating budget-brand versions of its high-quality instrument lines, keeping the production lines moving and supplying demand at lower price points. The company also sold bodies to companies such as National, and struck up distribution deals by supplying instruments to mail-order companies such as Montgomery Ward, who would promptly rebrand them or sell them to specialist music stores.

This scenario continued into the 1960s, and in the present the result is a range of tantalizingly familiar guitars appearing on auction sites for clued-up collectors to bid frantically upon and to debate on forums endlessly thereafter. This 1934 Gibson Martelle Deluxe is an example of one such brand, thought to have been created for Kalamazoo Musical Instrument Company co-owner Charles Martelle. The guitar is a version of the Roy Smeck Stage Deluxe, a Hawaiian flat-top model which, unusually for a prewar Gibson, was a tie-in with a star of the day, in this case, Roy Smeck, the multi-instrumental vaudeville performer “The Wizard of the Strings.” The Martelle Deluxe was identical to its Gibson-branded counterpart with one critical exception: there was no adjustable truss rod.

House-brand Gibsons like the Roy Smeck were made available to instrument distributors from the early 1930s and played a key role in keeping Gibson in business until the end of the Second World War. Other examples were the Kel Kroyden brand, which sold Kalamazoo-produced flat-top guitars, banjos, and A-style mandolins, and Recording King, which sold its Ray Whitley models at less than half the price of a similar Gibson J-55. OB

See all guitars from 1930–1949




Gibson

Super 400 1934




Type Archtop acoustic

Body & neck Maple back and sides, spruce top, set maple neck

Fingerboard Ebony
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When archtops ruled the world back in the 1920s and 1930s, Gibson’s phenomenally successful L-5 became the workhorse that had made its way onto practically every bandstand. However, in 1931, when the company’s main rival Epiphone threw down the gauntlet with the nine-model Masterbilt range, Gibson had to react.

What it came up with, against the backdrop of a U.S. economy recovering from the Great Depression, was its most sumptuous, regal, and expensive model yet—the Super 400. It was the largest guitar Gibson had produced, with a body width of 18 in. (45.75 cm) where most archtops, including the L-5 and the wider new Epiphones, measured around 16 in. (40.5 cm). The Super 400’s non-cutaway chassis enabled projection, and it had a more rounded, sweet, and textured tone.

“The appearance of . . . the Super 400 had a symbolic quality . . . Because its mere invention argued for the importance of the guitar in jazz.”

BRUCE NIXON

The Super 400 of 1934 was ostentatious but still retained its dignity; its tonewoods were premium, its inlays eye-catching yet elegant, and its tailpiece was engraved by hand. By 1939, it had gained a larger upper bout, different internal bracing, larger f-holes, a better tailpiece, and a cutaway version.

The original brochure for the Super 400 claimed it an “extraordinary guitar in every way—its price is a criterion of its quality.” Present-day collectors agree: “Intro-model” and early Super 400s are rare and command a high price in the vintage guitar market. OB

See all guitars from 1930–1949




Dobro

Model 16 1935




Type Acoustic resonator

Body & neck Nickel-plated “German Silver” body, mahogany neck

Fingerboard Bound ebony
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From the late 1920s, the National and Dobro companies were engaged in a curious rivalry largely defined by personal animosities between owners George Beauchamp and John Dopyera. Both companies produced rival instruments of a similar quality, often using parts from the same source and—perhaps strangest of all—throughout this time the Dopyera brothers remained major shareholders in the National String Instrument Corporation. However, the period in which both companies were conceived was when the United States had the most perilous economy, and by 1932, in the depths of the Great Depression, both companies were struggling to survive. Following lengthy legal action, the Dopyera brothers gained control of both companies, and in 1934 they were merged into the National Dobro Corporation.

“Dobro amplifying guitars are . . . distinctive in design and appearance. Violin Edge construction eliminates all soldered joints.”

DOBRO ADVERTISING, 1935

The Dobro brand would continue to produce predominantly wooden-bodied resonator guitars, although a small range of metal-bodied instruments would appear from 1934, such as the M-16. Metal-bodied Dobros from this period are visually distinctive because of the “fiddle-edge” construction, which eliminated the need for soldered joints between the top, back, and sides. The M-16 was known as the “Artist’s Model” and featured a heavily engraved Dobro crest on the back of the body. TB

See all guitars from 1930–1949




Martin

D-18 1935




Type Acoustic guitar

Body & neck Solid spruce top and mahogany neck

Fingerboard Rosewood
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Prior to Elvis Presley’s appearance in October 1954 on the Louisiana Hayride and the Grand Ole Opry shows in Shreveport, Louisiana, on which Hank Williams was discovered in 1948, the man who would be “The King” purchased an old Martin 000-18 from Sid Lapworth, an instrument manager at the O.K. Houck Piano Company in Memphis, Tennessee. Sid later recalled Elvis paid a $5 deposit, and paid the balance of the $79.50 purchase price over a number of installments.

Elvis’ Martin 000-18 had a solid mahogany neck and a solid spruce top with a twenty-fret rosewood fingerboard. The guitar wasn’t the fanciest of Martins, but it had a fabulous sound. The “0” prefix referred to the guitar’s size, with “0” the smallest, up to the larger “000” and beyond to the largest: the D-18. The styling of Elvis’ 000-18 Martin was typical of the majority of Martins since the 1880s.

“He’d break strings all the time. In the early days he’d just keep beatin’ on it until we got through the set.”

SCOTTY MOORE, ELVIS’ GUITARIST

As he did for all purchasers, Sid gave the young musician a choice of an extra set of strings, some picks, or some special stick-on letters made by the Chicago firm of David Wexler. Elvis chose the letters, and unlike most people, who tended to place them on the outside of their guitar cases, he chose to stick them horizontally across the guitar’s face. When he was done, the letters spelled out unambiguously who the guitar now belonged to: “E-L-V-I-S.” BS

See all guitars from 1930–1949




Vivitone

AS9 1935




Type Electric archtop

Body & neck Spruce body, mahogany and rosewood neck

Fingerboard Ebony

Pick-ups Loar-patented Acousti-Lectric
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Celebrated luthier Lloyd Loar, who had designed the all-conquering L-5 guitar, left Gibson to form his own company in 1934. Loar was a gifted musician and engineer with many ideas ahead of his time. As soon as he left Gibson, Loar patented an electric coil pick-up and set up Vivitone in Kalamazoo with former Gibson executive Lewis Williams. They began producing a range of stringed instruments using this pick-up.

This pioneering guitar was one of the first to use electronics. It gave players the option of engaging a pick-up mounted inside the body by lowering metal bars running through the bridge. These transferred vibrations downward. The bars could be adjusted to produce pure acoustic sound, pure electric sound, or a mix of both. Today the pick-up sounds more like an amplified resonator guitar.

“Knowing as I do Loar’s innovations and how they have impacted my work . . . I hold this man’s work in the highest regard.”

TERRY MCINTURFF, GUITAR MAKER

This meticulously designed guitar had f-holes in the back and a small sound hole under the bridge on the top. Inside was a bracing system that transferred pressure from the top to the back, creating a second soundboard. The guitar also featured Grover machine heads, a mahogany bridge capped with ebony, and a Bakelite endpin. A wooden panel on the side of the guitar slid out like a drawer to allow access to the pick-up.

One of these groundbreaking guitars is kept at the U.S. National Music Museum in South Dakota. SH

See all guitars from 1930–1949




D’Angelico

Excel 1936




Type Hollow body archtop with single Venetian cutaway

Body & neck European maple back and sides, book-matched spruce top, solid flame maple neck

Fingerboard Ebony
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American swing jazz guitarist Oscar Moore played a D’Angelico Excel on many recordings during the 1940s. He can be heard on the album The Complete Capitol Recordings Of The Nat King Cole Trio (1991).

Arguably the greatest ever luthier of the United States, John D’Angelico perfected the archtop acoustic guitar style. Indeed, many experts would claim that the quality of his craftsmanship has only truly been rivaled by his apprentice, Jimmy D’Aquisto, who only began producing his own highly acclaimed guitars following the death of his mentor in 1964.

D’Angelico set up his guitar workshop in 1932 at 40 Kenmare Street in New York City. All D’Angelico instruments were strictly handmade in limited quantities: Even at their peak in the late 1930s, he and his tiny workforce were only able to produce thirty instruments per year. Yet D’Angelico guitars were no more costly than similar mass-produced Gibson and Epiphone models.

D’Angelico initially produced two guitars modeled on the revolutionary Gibson L-5 archtop, the 17-in. (43-cm) budget Style A and the more ornate Style B. In 1936, these designs were superseded by the Excel and New Yorker models, featuring such characteristic flourishes as the Art Deco “stair-step” tailpiece and matching raised pickguard, and pegheads inspired by the contours of New York’s recently erected Empire State Building.

The Excel was particularly popular among jazz musicians, and was also used by no less a master player than Chet Atkins, prior to his sponsorship deal with Gretsch in 1954. TB

See all guitars from 1930–1949




D’Angelico

New Yorker 1936




Type Archtop guitar

Body & neck European maple back and sides, spruce top

Fingerboard Ebony
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John D’Angelico’s New Yorker model was first produced in 1936. Like the noted Excel, it became extremely popular among jazz musicians of the period.

Unusually, perhaps, even though by the late 1940s D’Angelico’s work was widely admired, his hand-built guitars were priced much the same as a high-end factory-built Gibson. By the time of his death in 1964, his workshop records show that 1,164 D’Angelico guitars had been built, his assistant Jimmy D’Aquisto completing the ten in progress at that time. He would eventually buy the workshop from D’Angelico’s family and build his own equally revered archtops. The esteem in which he held his mentor was clear from the influence of D’Angelico’s designs on his own work. Both luthiers were featured prominently in 2011’s Guitar Heroes exhibition at New York’s Museum of Modern Art.

The mixture of craftsmanship, design, and scarcity have made D’Angelicos highly desirable both to modern collectors and museum curators of Art Deco exhibitions. Recent auctions have seen D’Angelicos produced in the 1960s selling in excess of $50,000. The mystique surrounding these guitars is compounded by their individuality—since they tended to be custom built for specific clients there is a wide variation in specification.

The D’Angelico brand was revived in the twenty-first century by New-Jersey-based D’Angelico Guitars of America. Trading under the banner “A Legend Reborn,” it has produced a number of high-quality U.S.-built reproductions as well as cheaper models from other parts of the world. Although these are decent enough instruments, they clearly would not be expected to bear any real comparison to the originals. TB

Rhythm and blues player Steve Gibson with a D’Angelico New Yorker, c. 1955.

See all guitars from 1930–1949




Epiphone

Emperor 1936




Type Acoustic archtop

Body & neck Maple back and sides, spruce top, maple and walnut neck

Fingerboard Ebony
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Freddie Green is widely rated as one of the finest of all jazz rhythm guitarists. He used an Epiphone Emperor on most of his recordings in the late-1930s with Count Basie, which can be heard on Verve’s Choice: The Best Of Count Basie (1964).
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