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E D I T O R S N O T E
Thank you for looking over the first issue of 
Guitarbench magazine! 

Over the past 5 years, our website has grown 
into a significant information store with over 
590 published posts and numerous features. 
This magazine is conceived to break the digital 
coding barrier to allow us to develop better 
stories and an unlimited canvas upon which we 
can deliver the articles we love to produce.

We will still be producing articles on guitar 
profiles, construction and tonewoods - In this 
issue, you’ll find interviews with prominent 
steel string and classical luthiers- Laurent 
Brondel and Aaron Green, a slew of great 
guitars and a profile on Monkeypod.

But we will be developing more lessons and 
more unique features. Like this issue’s Celtic 
Guitar Masterclass by Anton Emery! Or an 
upcoming feature looking at the relationship 
between a luthier and professional player.

Our goal is to publish, on a quarterly to 
bimonthly basis, a high quality online magazine. 
It’ll be in PDF format and available to view, 24 
hours a day, 365 days a week.

Please watch this space and help us grow to 
serve your musica needs better by telling your 
friends about us and also telling us what we can 
improve upon!

Terence Tan,
Editor.

DO YOU LIKE OUR 

MAGAZINE?

Please consider subscribing 

for our future editions and 

help us stay in publication.

Just Click Here! 

http://www.guitarbench.com
http://www.guitarbench.com
http://www.guitarbench.com/Magazine/members/
http://www.fleischmaninstruments.com
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G O L D R U S H

A special wood for a special guitar

Several months ago I was given a rare and 
wonderful redwood top by my good friend 
and great guitarmaker Peter Marreiros. This 
soundboard is one of those soundboards that 
came from a log that dates from the great logging 
days of early California.

Salvaged from the bottom of a cold logging 
river after more than a hundred years of 
submersion in the high country, these rare and 
lovely soundboards are light and stiff and have 
phenomenal tone and presence. And some of 
them display dark coloration from immersion in 
those nutrient- and mineral-rich waters. 

Usually the coloration shows up as contrasting 
patches of light and darker vertical stripes. But 
this rare top exhibited the most lovely, chocolatey 
and coffee-brown colour throughout. In addition, 
its tone was seductive and rich.

Having this top in hand, we decided it needed to 
have a unique guitar built around it. So we chose 
a dark set of master-grade, old-growth Brazilian 
that was the perfect complement acoustically and 
visually to this unique top.

And then breaking new ground in inlay 
design, we inlaid our Full Deco Fretboard Vine 
completely in Gold Oyster, the loveliest gold 
and bronze-hued pearl. We also inlaid the Deco 
Rosette, headstock, bridge perimeter, bridge 
wings, truss rod cover and, of course, all the edges 
(soundboard, fretboard, headstock, back and 
sides) with this pearl. The result was—well, I will 
let you judge the result—but let me say that we are 
over the moon with the sound and aesthetics of 
this Nightingale.

dark coloration from 
immersion in nutrient- 
and mineral- rich waters

G O L D R U S H

A special wood for a special guitar

This instrument features the Ryan Bevel, Bevel 
Flutes, our EO bracing and A4 kerfing, our 
fingerstyle scale (25.7”) a Florentine cutaway, 
ebony binding, oxbone nut and saddle, super 
510 machines and a Deluxe Calton Flight Case.

The Gold Rush Nightingale also debuts my new, 
plasma-coated, custom-designed Titanium 
bridge pins with Gold Oyster inlaid dots. These 
new Titanium pins are the result of collaboration 
with Tisonix.  
 
I have named this instrument The Gold Rush. 
It is a tip-of-the-hat to the romance of the 
California Gold Rush and Logging Era, the Gold 
Pearl of the inlays and of course the subliminal 
“rush” of exhilaration this instrument elicits.” 
-Kevin Ryan 
 
 
 
 
Model: Nightingale
Year: 2009
Top:  Eclipse Redwood- Submersion Redwood
Top Bracing: Sitka spruce
Back and sides: Brazilian Rosewood
Back Bracing: Sitka spruce
Neck: Honduran mahogany
Purfling: Gold Oyster
Fingerboard: Ebony
Bridge: Ebony
Nut Width: 1.75”
String Spacing: 2.25”
Tuners: Ryan Custom Super 510s in Black 
Chrome
Scale: 25.7
Body Length: 20.5”
Lower Bout: 16”
Upper Bout: 11”
Body Depth: 3.8/4.8

Specs:
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Between the Ideal and the Possible
NK Forster & Dave Best
Following a 2 year collaboration between luthier Nigel 
Forster and photographer Dave Best, a 136 page litho 
printed book entitled “Between the Ideal and the 
Possible” is now available. 

Crisp well reproduced photographs form the first part- 
a visual journey from raw wood to guitars, marching 
in tune with the photographic techniques. 

The raw woods are presented via macro photography 
allowing detailed views of the grain and fibers. Stark 
black and white images of tools and the process of 
bracing up tops, carving necks follow.

There is a blend of colour and black and white which 
mix well with the various composed photos from 
delicate purfling details to long portrait view of 
fingerboards being glued up. Overall the photography 
is technically excellent and compositionally very good 
indeed .

The second portion is a handful of essays from Nigel 
about technical and philosophical aspects of lutherie. 
The essays are well thought through with refreshing 
candor from Nigel. There are great gems like 
intonation and what constitutes handmade make for 
great reading for any guitar enthusiast.

The final portion is really a full colour gallery of 
completed guitars, replete with tasty details of 
headstocks, purfling and wood grain.

Overall, the book collaborators have stuck to what 
they are best at: Nigel’s philosophy and lutherie, Dave’s 
photography. 

Not your typical coffee table guitar book as Between 
the Ideal and the Possible poses interesting discussion 
points, but with enough visuals to keep any guitar fan 
happy.  
 
Overall, worth the price of admission as both food for 
the eyes and for the brain.

R E V I E W
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Titanium Bridge Pins 
Advanced Shell Tech

Titanium pins were released a few months ago by Kevin Ryan through Advanced Shell Technology. 
The feedback has been very positive and Kevin very kindly sent over a few sets for the guitarbench 
team to review.

Firstly, here’s what Kevin has to say about the pins:

“We have a two-tone plasma coating on the head that approximates a black chrome finish, a recess 
that further reduces weight (and also accommodates a 4mm shell dot inlay if desired) and a low-
profile head that is very pleasing to the eye. Now that we have been sending them all over the world, 
we are getting wonderful reviews from folks as they find even more nuances in the pleasant tonal 
change with these titanium pins. Several folks are also finding a lovely shimmer on the top end of the 
notes as well. (I am told that one of the characteristics of this amazing material is its incredible sound 
transmission property).”

These bridge pins are actually made by Tisonix to Kevin’s proprietary design and specifications. They 
are available in a single size with 5 degree taper with several aesthetic options: plain recess | Paua | 
Blue Paua | Green Sea Snail | Mother of Pearl | Black Tahitian Pearl and Gold Pearl.

R E V I E W

The samples

We received a few sets of titanium pins with various inlays- paua, black pearl and fossil ivory as 
well as a set of ebony and of fossil ivory pins for comparison (pictured above-from left to right: 
Mammoth, Ebony, Titanium) . All came in a great protective plastic casing with foam padding. No 
complaints there- the box is light, strong and the pins are well protected.

The looks

As you can see from the photo below, the matt chrome finish makes for a very appealing aesthetic. In 
fact because the pins are machined precisely, the overall look is of a sophisticated modern elegance. 
The low profile heads also enhance this. Our favourite inlay materials are the Black Pearl and Fossil 
Ivory (both pictured below).

The sound

These pins were trial-ed as replacement pins for ebony, Fossil Ivory, Fossil Walrus and Ivoroid. 
Guitars tested included Goodall Royal Hawaiian (all Koa), Dudendostel D-21 style (Adirondack/
Brazilian), Greven Travel guitar (Adirondack/Maple), Greven OOO28 (Adirondack/Pao Escrito), 
Greven D18 styles (Adirondack/Mahogany and Stika/Mahogany), Lowden F35 (LS Redwood/Black 
Walnut), Wren concert (German/Cocobolo), Brondel B3 (all Port Orford Cedar).

Across all the styles of guitars and all the woods, I noticed a consistent change in the tone. This 
was subtle but noticeable. The tendency was to even the balance of string volume and enhance the 
sustain. The overtones and trebles became more crystalline, more precise. It was an appealing change 
on the Rosewood guitars as well as on the Lowden. The Brondel is really a Jazzy, midrange box which 
gained more focus and allowed more folk focussed playing.  Overall, a worthy tool for me, but more 
on that later on.



The benefits

Having modified guitars to achieve tonal goals, I truly appreciate the sonic option these pins afford 
me. Previously to increase sustain, one of the options was to use brass pins which are very heavy. This 
resulted in a loss of sparkle and clarity and a midrange heavy instrument. With titanium pins, the 
sustain is there, but without the weight and hence dampening of the upper registers. Plus, the elegant 
aesthetic tends to fit in with modern guitars, which is always a big plus!

Sonic advantages aside, I really appreciate the toughness of the pins. Unlike plastic or softer 
Mammoth ivory, ball ends of strings do not chew into the shaft of the pin. With the softer materials, 
I’ve seen the ball end eat into the tapered end of the pin and work it’s way up into the slot, or even 
worse, into the bridgeplate. 

Usually this is easy to avoid with careful attention when restringing, but softer pin materials will 
always pose a risk. With the titanium pins though, I don’t have to worry and whilst I still pay 
attention when I restring to ensure the ball end sits appropriately, I know that the pin isn’t going to 
be gouged out.

The Verdict

These pins are the perfect solution if you are looking for tonal modification or find your old pins 
being chewed up by ball ends. The aesthetics of the pins are truly excellent and wouldn’t look out 
of place on a modern fingerstyle guitar or on a vintage instrument- the plasma coating on the low 
profile head resembles ebony until the observer is close enough to appreciate the texture of the 
materials.



Welcome to the first instalment of the Celtic Guitar Masterclass here at Guitarbench.  I 
will be writing a series of articles looking at the various techniques and approaches used 
when arranging Celtic music for the guitar.  I will be using a variety of pieces as examples, 
ranging from beginner to more advanced level. In this lesson we will look at the harp 
tune O’Carolan’s Receipt, and some of the techniques that go into it.

Celtic harp tunes can make great arranging material for guitar.  The melodies are 
generally simpler and less notey than the fast dance tunes, and their is plenty of room for 
creative harmony and interpretation.  Harp tunes are also usually in guitar friendly keys, 
so transposing is not an issue.

Techniques 

I like to use harp tunes as a vehicle for getting folks familiar with harp style, or cross 
string playing.  Basically what this means is instead of playing a melody linearly across 
one or two strings, you play it on as many consecutive strings as possible, so the notes 
ring out and overlap into each other. Check out the linear vs melodic example in the tab, 
I think the melodic one, with the notes starting higher up the neck on the third string, 
sound much warmer and prettier. 

I would not necessarily do this all the time on every passage, there are times when you 
don’t want a flowing sound.  But its a good technique to have in your bag, its just a matter 
of finding where the passages lie on the guitar and in whatever tuning you use.

There are a few important right hand techniques that will make these Celtic tunes flow a lot 
easier on guitar. I draw from basic classical guitar practice for most of these. I think being 
able to alternate Index and Middle finger in the right hand when playing scales in important.  
Check out the example, and try to play the G and C scales alternating index and middle 
finger on the right hand.

In Celtic music the main emphasis is on the melody, usually with a simple bass line and per-
haps a third inner voice at times.  Take a look at the Melody with Simple Bassline example.  
Most of the time you are going to be playing the melody and bass note with a “pinch” using 
some combination of the fingers and thumb.  Occasionally a bass note might be played on the 
off beat.  To me it is a bit simpler than other forms of solo guitar music, where we are often 
juggling a melody, bass line, and middle voice all at once.

I have also notated a few appreggio exercises to develop finger independence in the right 
hand.  These are important for both harp style and linear playing, as well as developing over-
all good technique you can apply to any style of fingerpicking guitar. Be sure to follow the 
indicated right hand fingerings, P for thumb, I for index, M for middle, and A for the ring 
finger.
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O’Carolan’s Receipt

So lets take a look at the tune itself.  The full name of the tune is O’Carolan’s Receipt for Drinking, 
I believe. I recorded it on my recent cd, Noone Lasses. (Ed- Watch for our review of Noone Lasses 
in our next issue!) It was written by Turloch O’Carolan, the great blind Irish harper.  He wrote 
scores of well known tunes, many of which are still played today.  Known for his love of alcohol, 
legend has it that he drank to much one day, and this made him sick.  So his doctor takes him off 
the stuff, much to his dismay.  He goes to get a second opinion, and that doctor’s advice is to have 
a drink to make him feel better, at which O’Carolan was overjoyed.  So he wrote this tune. 
 

This piece is divided into two parts, A and B, and in the usual tradition you repeat each part 
twice, so AA BB.  Playing the piece is pretty straight forward. To me the first two measures are 
an ideal example of melodic playing. Check out the example of playing the first two measures 
linearly vs melodically.  Either one is perfectly valid, but I prefer the flow of the melodic one.  
There are numerous spots throughout the A and B part where I choose to go up the neck for a 
melody note rather than playing it on the first string.  I really like the tone of the 3rd string on my 
guitar higher up the neck.

One spot that may give folks some trouble is are measures 24-26 of the B part.  It requires a bit of 
juggling of the bass line and melody, so follow the left fingerings accordingly. Using the indicated 
barre will things a lot easier.

One of the things that attracted me to arranging Celtic music is the huge body of material 
available.  You can take a tune that is hundreds of years old, and give it a new and fresh voice on 
guitar.  I think the real fun comes with you take techniques you have learned and apply them to 
your own arrangements.  So find a tune you like and try applying some of the things you learned 
here.






O'Carolan's Receipt
Turloch O'Carolan 

arr. Anton Emery
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Bringing new life to an old friend

This is a 000-28c from 1963 which has never 
fulfilled it’s potential as a classical guitar. Now, 
it has found a new lease of life after being 
converted to a 00042 style by John Greven. 

John worked as a repairman in George Gruhn’s 
shop for a number of years and did a sterling 
job on the conversion - he even managed to 
retain the old steel tuners and salvaged the 
original ivoroid binding!

The topwood is Red Spruce obtained from 
John Arnold. This particular top is from an 
old tree in the Smokies Mountains which John 
Arnold explains:

“The Great Smokies National Park contains 
the largest continuous stand of old growth red 
spruce remaining anywhere. Many of those 
trees exceed 500 years in age. In October 1995, 
the remnants of Hurricane Opal came through 
East TN and Western NC. The heavy rains and 
high winds combined to fell some 400+ year 
old red spruce trees in a landslide. 

The landslide covered US 441, which is the 
only highway bisecting the park. Normally, all 
fallen trees in National Parks are protected. 
They cannot be removed for any reason. But 
the necessity of clearing a Federal highway led 
to the decision to remove the trees from the 
park. 

By law, once the trees left the park boundary, 
they became property of the contractor. That is 
the loophole that allowed me and Ted Davis to 
obtain those logs. 

The red spruce from those 400+ year old logs 
was extremely tight-grained (up to 65 grains 
per inch).”very rarely seen, it has very complex 
tiny grain patterns with nice colouring. “

This particular top has fantastically tight grain 60 per inch and is cut on the quarter, displaying 
excellent silking. There is some hard colouring especially in the joined area, but it on the whole a 
very high grade top.

The figured back and sides on this guitar deserves a special mention. The spiderwebbing is extensive 
and very well bookmatched. As far as vintage Martins go, this is one of the most figured Brazilian 
rosewood back and sides John has seen.

After an initial break in period of a few months, this guitar has opened up nicely with volume, 
response and overtones characteristic of the early 12 fret 00028s now present in this guitar - thanks 
to John Greven!

Reworked, Reloved



Specs:
Model: 000-28c converted to 00042 by John Greven
Year: 1963
Top: Adirondack Spruce from West Virginian Smoky 
Mountains
Back and sides: Brazilian Rosewood
Neck: Mahogany
Nut Width: 1 7/8”
String Spacing: 2 1/4”
Scale: 25.4”
Body Length: 20 1/2”
Lower Bout: 15”
Upper Bout: 11”
Body Depth: 3 1/4- 4 1/4”
Bridge: Ebony
Binding: Ivoroid
Rosette: Abalone
Backstrip: Marquetry

http://www.mcelroyguitars.com


Laurent, it’s a long way from Metropolitan Paris to Rural Maine, how did you end up as a luthier 
in the United States?

It’s a long story… As a teenager I was fascinated with lutherie and had wanted to apply and go study 
violin making at Mirecourt, in the French Vosges mountains. But I had no previous experience in 
woodworking and was not accepted. I also started to play the violin at 15 and at the same time I was 
in rock bands, did my 1st tour in Germany and started a career in music.

In 1999 I moved to NYC, I had my green card since 1995 but always postponed emigrating because 
of ongoing working projects in France. By this time I had already stopped teaching guitar and play-
ing gigs to  concentrate on recording electronic music and engineering/producing other people’s 
music.

However, I slowly became weary of life in the city, and spending most of my time behind computers, 
synths and mixing boards. I wanted to go back to singing and playing the guitar.

So on a spring day in NYC, I find myself walking out of a guitar shop on 30th St. with a ’53 Martin 
00-17 in my hands. I loved that all mahogany 00-17, which was so easy to play and record, but soon 
wanted a richer/wider tone. I started buying vintage Martins, Guilds and Gibsons but was never fully 
satisfied. Most of those guitars were in need of serious work.

After a couple of dreadful experiences with mediocre repairmen I decided to tackle the work myself. 
By this time I was already living in rural Maine with my wife. We had saved some money and we 
took a one year sabbatical to figure out what direction our lives would be taking.

So here I am, doing my 1st neck reset on a ’66 Martin 00-18 with an old expresso machine… I 
bought, repaired and sold many guitars without ever being 100% satisfied. 

The work became addictive too, with all the challenges and the satisfaction of returning those mis-
treated guitars back to original playing condition. And I learned a lot, it gave me the opportunity to 
see how those wonderful instruments are built, strengths and weaknesses.

Opposite: German Spruce top with a custom rosette
Above: A Carpathian spruce / Pau rosa D-5 under construction

T H E   I N T E R V I E W:

                 L A U R E N T   B R O N D E L



thing I was thinking about for a few months after this project was building another. So I started buying tonewood…

Meanwhile a childhood friend asked me to find him a vintage Martin in the US, like a 14 fret 00-18 or 28. He  
really liked the guitar I had built, but we didn’t make the connection until I told him: hey wait a minute, with 
your budget I could probably build you a guitar! So we became very excited and that was my 1st commission. I 
built him an OM with an incredibly figured German spruce top and EIR B&S, he was ecstatic when he received it.

So there I was, on my way to do this seriously. I became obsessed with lutherie, reading anything I could on 
the subject, asking people, trying different techniques. I spent 13 hours in the shop every day I could, sometimes 
more. You couldn’t get me out of there.

In the summer of 2006 I contacted Buck Curran, I liked the aesthetics of his guitars, very much influenced 
by Sobell like I was. Buck worked at Pantheon Guitars with Dana Bourgeois and loved my first guitar. 
He insisted I showed the guitar to Dana.

 One month later I was hired at Pantheon Guitars working under Cary Clements supervision…
   I learned a lot from Cary, Dana and John Slobod. I have to say they’ve been extremely 
   generous with their time, advice and encouragement. I worked there a little 
    over a year and in November 2007 it was time to move on.

         So every guitar is an improvement or refinement on the 
        last? I noticed that your guitars are influenced by Sobells
                 but I take it they are designed differently?

       I don’t know if every one of my guitar is better than the last, but I 
       feel I am constantly progressing. Otherwise I would do something  
       else. I think every steel-string builder is trying to find the   
              sweet spot between a guitar that sounds full and a box that won’t 
       self-destruct after a few decades with the relentless pull of the   
                          strings (140 to 180 pounds) I definitely try new ideas all the time  
             and note the changes, if any. I am not so much interested in making  
          the same guitar twice, or a hundred times, but rather in making each  
       instrument unique.

               I have great admiration for Stefan’s work and he’s definitely an influence, at  
                       least in terms of aesthetics. I am very taken by the tone Martin Simpson gets 
         out of his Sobell guitars, but of course I played a few Sobells, including one  
      owned by Simpson long ago, and was disappointed: I couldn’t sound like 
               Martin! They’re beautiful instruments, very versatile, but I think they’re designed  
             for players with a strong picking hand. To get the best of those guitars one has to  
                     really “dig in”, at least that’s been my perception so far, and looking at Simpson’s 
        technique seems to corroborate that. Another guitar tone that’s been a great 
      influence is how Michael Hedges sounds on “Bensusan”, I think he played his 70’s   
    D-28. Totally different players and instruments but I hear a similarity between Hedges  
            and Simpson tones: strong attack and sustain, rich overtones but with a lot of clarity and  
           separation. Of course those are recordings, nevertheless they represented an ideal for me.

     Stefan’s way of building is totally unique, from his neck-body modified bridle joint to the   
             arched plates and bracing, he developed a totally original concept for the steel-string. I am more 
           traditional in the way I build, at least from an American perspective. I build neck and body   
         separately and those get assembled after finishing. I am moving toward a detachable/
        adjustable neck with a floating fingerboard and plan to offer it as an option.  

          Soon enough, after a couple of years, I  
        everything on a guitar, from neck resets to re-bracing 
          my own? I swear I intended to build only one, THE one, for myself,  

         So I ordered a customised Martin 000 kit from John Hall, I wanted to do a 13 
    scale. I use dropped tunings all the time. John was very helpful in providing parts  
        project the “Amish” guitar because I wanted something very simple in terms on trim, a look   
  I owned at the time, down to the banjo tuners. The East Indian Rosewood sides were pre-bent    
   the rest was up to me. I built this guitar with essentially nothing, I just had a router and a vintage drill  
       no sander, no power saw. I took enormous pleasure in this project and after 2 months of part-time work, 
wonderful. It had the tone and playability I was seeking, it surpassed my expectations. Needless to say I was

thought, well, I’ve done pretty much
to finish work. Why couldn’t I build
and then move on to other things.

fret to the body 000 with a 26.5”
and advice, he even called this
alike to the Martin OM-18GE
and the Sitka top joined but
press I think, no mold, 
the guitar came out 
hooked and the only



cont...
I have used the same bracing system since 
my 2nd guitar: tapered x-braces and 
scalloped tone-bars, inverted Spanish heel 
neck block butting on a flat and strong 
upper-brace locked in the rim by the 
linings. I tend to build delicate and 
dynamic guitars with a lot of separation 
and projection and clear mid registers.

Another original builder I pay attention 
to is Rick Turner, his Compass-Rose 
guitars make a lot of sense to me, 
design-wise. An interesting point is that 
Turner and Sobell try to bring a little bit 
of the arch-top tone into the steel-string, 
Stefan from the old Martin arch-tops after 
which he patterned his first guitars I 
think, and Rick mentions Selmer/
Maccaferri guitars on his Compass-Rose 
description.

Opposite: Model A1 with German Spruce top and cutaway
Below: Custom purfling around the fingerboard, top and rosette



Model A1 with Malaysian Blackwood Back ad sides, Maple neck 
and cutaway

I know Stefan is fond of European spruce and Rick of Carpathian. What’s 
your take how the various species of topwoods work for your guitars?

I feel I get my best results with European spruce, particularly German. This is 
what I mostly use. For me it has it all, tone, stiffness, resonance, sustain. It is 
delicate and resilient and yields a solid tone rich in harmonics.

I have used Italian spruce on a couple of guitars and really like it, it is per-
haps a little more delicate than the German I’m used to. I would like to try 
some Swiss spruce from the Alps and French spruce from the Jura as well 
when I can source a good supplier.

Carpathian is great, the last guitar I used it on was a myrtle A-3. It was a 
very powerful guitar with a ton of projection, somewhat reminiscent of Red 
spruce, maybe a hair more subtle in the dynamics and overtones. Besides 
most of the stuff is really wide grain and I love the look of it. 

At Pantheon I saw a ton of red spruce and like it very much. Although I 
think it could lack the subtlety of the European spruces, it is a consistently 
stiff and excellent sounding top wood. I use red spruce for most of my brac-
ing.

Sitka spruce can be great, like Indian rosewood it is looked down upon be-
cause there are still large supplies of the stuff and factories use it extensively. 
There are more average and mediocre sounding Sitka/EIR guitars out there 
than anything else… However one of my favourite sounding guitars was a 
1974 Martin D-28 with a Sitka spruce top and Indian rosewood back and 
sides! Straight bracing, large rosewood bridgeplate, wide grain on the top, 
what a beautiful sounding guitar… So maybe I’ll use Sitka spruce again one 
day. Like Englemann I find it is a little more inconsistent in quality than Red 
or European spruces, so one has to find a good source. By the way Engle-
mann can be great too, the very best pretty close to Italian spruce.

A last word on the spruces: I think the most important factor is how and 
when the wood was cut. How much sap was in the tree before felling, how it 
is quartered and how it was dried. These are the most important factors. Also 
there are a lot more similarities than differences between the species, with a 
lot of cross-linkage, or in-between.

Finally I’ve used western red cedar and redwood, they have similar charac-
teristics. Very nice low end and rich mid registers, perhaps lacking a bit in 
the high registers. They are harder to work with, but can be worth it.

I’ve heard people get good results with Port Oxford cedar, pencil ce-
dar, mahogany and koa but have not tried any of it. Although I re-
member restoring a 1928 koa-topped Martin 0-18k, somebody put 
his foot through the side, and it was a fine sounding instrument. 
And my mahogany topped ’53 00-17 sounded so simple and sweet… 



Model A1 with Malaysian Blackwood Back ad sides, Maple neck and cutaway

With old growth wood stocks rapidly shrinking, do you think we will soon have to rethink our ap-
proach to tonewoods? Already we have seen wide grain and colour streaks being more and more ac-
ceptable in Adirondack spruce, and 3 or 4 piece backs more common place.

I think builders of the past were much less obsessed with plastic perfection in wood. Torres is an obvious 
example, with his 3 or 4 piece non-bookmatched tops, and back and sides woods with knots, defects and 
so on. Although it was probably difficult to obtain instrument quality lumber in provincial Spain at the 
time. Also looking at Baroque and Renaissance guitars it is rare to see a 2 piece back.

It is difficult to find tight-grained and homogenous coloured red spruce in large sizes and the price is 
usually prohibitive, so makers (and players) have adapted. How about a 4 piece top? It would be much 
easier to find smaller red spruce trees of greater visual quality, and the same holds true for back and sides 
hardwoods. Personally I find a 4, 5 or 6 piece mix-and-match back visually pleasing.

It is changing, but I think players and makers alike are still hanging onto the paradigm developed by US 
guitar factories the past century. Tastes developed guided by the shadow of Taylorism.

It is more time consuming to join and trim a 3, 4 or 5 piece back than a 2-piece. It also requires more skill 
and aesthetic sense. To assemble a top with 3 or 4 pieces one needs to join between the grain lines and try 
to make the joints invisible, and so on. It would be nearly impossible to mass produce such instruments 
and have an homogenous output.

The same holds true for the choice of tonewoods, the obsession with Brazilian is getting ridiculous. Yes 
it could be a great tonewood, yes it can look beautiful. So can other tonewoods. The truth is, so little of 
the Brazilian I’ve seen is outstanding, most is about average and, frankly, a fair amount is garbage. Just 
because it is Brazilian, makers are building with sets that would have been discarded a generation ago, or 
would be discarded if it was another species.

There are beautiful sounding and stable tonewoods that have just been barely noticed and we should 
put our prejudices aside. Also I would be interested in mostly using local, or at the very least national, 
tonewoods. Often the trade in exotic woods is murky and carries a cost we do not account for, whereas it 
affects negatively the localities they come from, or oil-based transportation which is totally subsidised.

Two alternative rosewoods: Honduran on the left and Cocobolo on the right



Model B3can
Mastergrade Port Orford Cedar top 
Figured Port Orford Cedar back & sides 
Laminated port Orford Cedar neck 
Black walnut cutaway, fretboard, headplates & bindings
Gold Hipshot open back tuners
Oil varnish finish
Double sides (POC inside)
Fully adjustable neck

Model C3
Red spruce top
Sapele back & sides and neck
African blackwood bridge, headplate, back-
plate, end wedge and heel cap
Ebony fretboard
Ivoroid bindings
“Multicolour” custom rosette and backstrip
Ivoroid (Galalith) bridge & end pins
Grover Sta-Tites nickel tuners w/ ivoroid but-
tons
Oil varnish finish



D-3 Model  
German spruce top
Striking Macassar ebony back & sides, headplate, backplate, end wedge and heel cap
Bloodwood bindings
Ebony fretboard and bridge
Laminated Honduran mahogany neck
Gotoh 510 tuners w/ black buttons
Oil varnish finish
Sound port

Finally, where do see the future of your guitars?

Refining what I am making now, in small increments. Whereas it is for structural or aesthetic design 
I always have ideas, or get ideas from others, that I want to put to the test. The concept of a fully de-
tachable adjustable neck really appeals to me, so I have to come up with my own design.

Also I get a lot of inspiration from the past, so maybe in a few years I will build vihuelas and Baroque 
guitars out of Western Maine tonewoods!

Actually I would like that, to continue building contemporary steel-string guitars and fully explore 
the world of gut-string plucked instruments. I’ve been wanting to build a Flamenco guitar for a cou-
ple of years but haven’t found the time. And lastly I have a few ideas for a harp-like steel-string, a 2 
neck affair with fretless and scalloped fingerboards.



Aaron Green has been quietly making concert 
level classical guitars having learnt his skills from 
respected luthier, Alan Carruth. He has been hon-
ing his aesthetics and techniques from the great 
guitars of the ages. His sometimes unusual choice 
of woods and aesthetics coupled with concert 
quality tone has been well received by payers.

Thanks for taking the time to speak to 
us, Aaron. I was wondering if you like to 
share with us how you got started building 
guitars?

I started building guitars in July of 1991 just 
before my senior year in high school. My 
teacher was Alan Carruth, whom I had the 
very good fortune of meeting at a folk festival 
that was conveniently held at the school I was 
attending. The festival rented out the space 
during the spring vacation and I decided to 
check it out when I found a flier laying in the 
gutter while I was walking downtown.

I saw Alan’s name listed in the crafts exhibition 
hall and I headed over to the school as fast as I 
could. I ended up sneaking in as the admission 
fee was well beyond what I had in my pocket. 
I was 16 at the time and flat broke. One of the 
benefits of going to school there is I knew all 
the ways in and out, especially if one preferred 
to do so without being noticed.

Previous to this event I had heard from a 
friend who sounded like he knew what he was 
talking about that custom guitars cost a lot of 
money and therefore custom guitar makers 
made lots of money. 

I played electric and steelstring guitar but 
didn’t have the impetus to really pursue that 
avenue and was looking for something I could 
do that would allow me to be self employed. 
My first job was when I was 10 years old and I 
worked pretty much after school and weekend 
jobs since then so I had enough experience 
to know that I didn’t really like working for 
someone else.

T H E   I N T E R V I E W:

                 



Making tons of money was never a strong desire but making a living was so I started doing all the research 
I could. I even did a report for English Class on guitarmaking when I was assigned one of those “what do 
you want to do with your life” kind of things they throw at you. The upshot was I got very little by the way 
of real information and lots of discouragement. I called all the local music stores and spoke with their resi-
dent “luthiers” and was told to forget it. I did find out about the Roberto Venn School of Lutherie and that 
seemed like a likely choice for me, until I met Alan that is.

When I met Alan it was the first day of the festival which lasted for three days. He had a booth full of 
instruments, not just guitars but lap dulcimers, hammered dulcimers, a harp, violins, violas as well 
as flat top and an archtop guitar. I introduced myself and pretty much spent the next three days in 
his booth. I kind of feel bad about that now, but it was like my prayers had been answered and I just 
couldn’t stop asking him questions and playing his guitars. He was and is the most generous per-
son I have ever met and by the end of the festival I finally asked him to teach me and he said yes..

Concert model with a European Spruce top 
over 100 yr old Brazilian Rosewood back and 
sides. This guitar has several custom features 
such as snakewood appointments such as the 
headstock veneer pictured on the previous 
page. A custom rosette, pictured overleaf and 
Rodgers Tuners complete the package.



So you were informally apprenticed to Al?

In the traditional sense I guess you would call it informal. I didn’t live with him and his family, 
I didn’t marry his daughter and I didn’t work on his instruments. However he was my teacher 
and I was his student and the instruction I received was one on one. The first year I was still in 
school so I would come to his shop on friday afternoon and work until it was time to go home.

He lived in a town about a half hour car ride from where I lived so once I got my drivers license 
that summer after our first meeting, I began building a guitar. It was the highlight of my life at 
that point, I couldn’t wait for friday afternoon to come around and I would think a lot about 
things to talk about with him. Alan is an incredibly well educated man and our conversations 
while we worked ranged all over from politics, history, art, music, literature and of course 
instruments and acoustics.

Our conversations are what I loved and miss most about my time with him. His shop was tiny, in 
a kind of basement addition to his house which he heated with a woodstove (and always dressed 
a lot warmer than me so I got used to being cold in the winter) and was mostly devoid of the 
machinery, jigs and fixtures that you normally see in luthier’s shops. He had a bandsaw, a drill 
press and a jointer, which was always super sharp. 

He worked in a machine shop back in time in 
the Navy so he knew a lot about machinery but 
mostly we used handtools. It took me a long time 
to build that first guitar but I really knew how to 
use a plane, chisels and how to keep them sharp.

Alan was and is heavily involved in the science of 
instrument acoustics, his violin making teacher 
having been the late Carleen Hutchins. So on top 
of the physical education I got in actually how to 
put an instrument together, I got a very in depth 
education about what makes them tick and how to 
control that. 

In a nutshell he always stressed flexibility in 
one’s work, being able to adjust your approach 
to the materials you are using and the needs of 
the musician you are working for. He also is very 
practical and doesn’t get swept away with his 
theories to the point of trying to make reality 
conform to them, which is all too often the case 
and where we get the term “pseudo-science”. Alan 
is a very good scientist.

The next summer (in 1992) Alan was to give a 
lecture on acoustics at the Guild of American 
Luthiers convention in Vermilion, South Dakota. I 
just graduated from high school and had decided 
to put off college and continue building guitars. 
I asked if I could come along and this was the 
real turning point in my own lutherie pursuits as 
it was there that I discovered the classical guitar 
and my desire to build them. The trip out to the 
convention took four days and we camped at 
night along the way.

Our first stop was in New Jersey to see Carleen 
and pick up some of her instruments for the 
convention. The convention itself was such a 
blast I can’t even convey it in words. I had never 
met any other instrument makers besides my 
teacher and now I was surrounded by them. 
I met lots of great people, saw lots of guitars, 
lots of wood and had the time of my life.



And after learning from Al you started out on your own?

I stayed on with Al for three years. The first one was in his home shop 
but after the GAL convention he and another builder were talking about 
joining forces and renting a shop space with some kind of commercial 
visibility. Alan talked about it with me when I was with him and kept me 
up to date on the spaces they checked out. It was obvious to him that I 
wanted to continue building and he was making this new venture available 
to me, at least in the sense that I would have some bench space and keep 
on working.

That shop came to be in Waltham Mass. which is a town about a half 
hour from Boston. It was a rundown mill town that has come up a lot in 
the world since then but there was plenty of space to be had and it was 
relatively cheap. As a result there were (and are) a lot of artists there and a 
few other luthiers (all violin makers) as well. I was out of high school now 
so I had a day job at a retail store and built guitars in the evenings and 
weekends. After a couple of years there it was time to go and start out on 
my own.

I was sorry to leave but it forced me to get serious and give it my all to 
try and make a go of guitarmaking. I had many side jobs to support my 
guitarmaking habit. I am pretty sure that from age 18 to 25 I didn’t have 
a single day off where I wasn’t either working on guitars or working for 
someone else. I looked for jobs that would allow me to spend as much time 
in the shop as I could. I worked in halfway houses for the mentally ill (and 
challenged), delivered newspapers at 4 in the morning, telemarketed for a 
month or two before my conscience caught up with me, worked for some 
friends in a startup high end chocolate shop among other things.

I found shop space right up the street from Al, which made me very 
happy, on the top floor corner of an old office building right in the 
middle of Waltham centre. It was a fairly big space (750 sq feet) for me 
and was entirely walled with these huge floor to ceiling arched windows 
overlooking the town common and the busiest intersection in the known 
universe.

My windows faced east and south so it got awfully warm up there, which 
was great in the winter and less so in the summer. I took to working 
without a shirt in the summer as it was often 100 degrees in there. I was on 
constant display to the other office buildings and the traffic so I heard a lot 
of stories about myself. I was in this space from 1994 to 2008.

As I had dedicated myself to classical and flamenco guitars it became 
evident that I needed exposure to good musicians to help me develop my 
guitars. I joined the Boston Classical Guitar Society and took a spot on the 
board of directors putting together the calendar for the newsletter. I got 
to meet a lot of the local players and took part in the guitar festivals the 
Society would put on. At one meeting we were discussing an upcoming 
concert we were promoting.



Grand Concert model inspired by great luthiers of Madrid. Red 
Western Cedar top with Madagascar Rosewood back and sides. The 
custom rosette is inspired by Torres, who used an alternating solid 
wood and checkerboard mosaic pattern. In this case, snakewood is 
used for the  solid wood portion for greater contrast

The artist was Dennis Koster, the famous classical and flamenco guitarist. 
I was excited to meet him, or at least trying to meet him. I didn’t want 
the others to think I was pushing myself onto unsuspecting artists but 
when the conversation came around about how to get him up to Boston 
from New York City, I said I was going to be in New York anyways and 
would be happy to give him a ride. Complete lie but I guess no one cared 
as it was saving the society a plane ticket (there and back). I got in touch 
with Dennis and went to New York in the spring of 1995 to get him.

This was singularly the smartest thing I have done in my career. Dennis 
became my second teacher, he made it possible for me to see on a regular 
basis some of the finest guitars made by some of the finest luthiers, he 
can dissect how a guitar sounds and plays better than anyone I have ever 
met and through him I have met countless guitarists many of whom are 
my clients, good friends or both. He is my partner in all things guitars 
and one of my closest friends in life.

New York has become my centre of activity and though I build guitars 
for people all over the world now, I can trace many of them back to my 
circle in New York. My trips are nonstop action packed with delivering 
and showing guitars to people, going to see great guitars when the 
opportunity comes around, going to concerts and museums, hanging 
out with the likes of Fred Hand, Ben Verdery, David Leisner,. Gene 
Bertoncini, people who form the core of the New York guitar scene. 

It is always inspiring for me and makes me happy that I do what I do.



   Most of our readers are steel string players, and having seen some of the great classical guitars, would          
  you mind telling us a little about some of the schools of construction and how your guitars have been  
  influenced by them?

  Sure, it is important to remember that today what we call classical and flamenco guitars, regardless of the   
  design or country of origin is directly influenced by the Spanish guitar. Prior to this guitars being built in  
  Europe were very different, good examples would be Lacote, from France, Panormo, from England and 
  even the guitars of C.F Martin senior. 

   In the mid 1800’s a builder named Antonio de Torres came to be regarded as the premier 
    builder in Spain and credited with bringing together a number of aspects of what was going
     on around him, to create the guitar as we see it today. You can find guitars by other builders 
     in his time, Soto y Solares for example, that look very similar and have the same general 
       size, scale length etc. as Torres. So he can’t be called the inventor of the modern guitar 
       but he certainly took it to the highest level in his lifetime.

         It took Andres Segovia though, to solidify the Spanish guitar as the modern 
           classical guitar. Early in his career Hermann Hauser built European style guitars
             (among other instruments), until a meeting with Segovia in the 1920’s,
   I believe. He studied Segovia’s Manuel Ramirez guitar, which was directly
    influenced by the guitars of Antonio de Torres and began building in the
     Spanish style. Hauser guitars are considered to be the cornerstone of the 
       German school of guitarmaking. Or at least the “traditional” school.

         When talking about schools of guitarmaking you quickly realise
           the enormous amount of cross fertilization that goes on. A great
             example of this cross fertilization I am referring to would be what
   is known as the Granada school. The dean, as it were, of that
     region is Antonio Marin Montero. There are many builders in 
       that area who build guitars very similar in body shape and 
         overall characteristics to his. 

           However his guitars, since the late 70’s are directly influenced 
              by Robert Bouchet, the most important French builder of the
    20th century. I once had my hands on one of Marin’s guitars
      that was a very obvious Ramirez copy, prior to his switch to
        his interpretation of Bouchet’s style. It was an amazing guitar
          too, one of the best I have seen. Bouchet was self taught but
           he hung out with a Spanish guitarmaker working in Paris
            named Ramirez, although he was not related, directly anyways
             to the famous Ramirez family of Madrid.

            These days we have many modern takes on the “classical” guitar,  
            from elevated fingerboard, to composite tops to carbon fibre 
            reinforced lattice braced guitars. There is always one maker with whom 
            these innovations are associated, in that order you would say, Thomas 
           Humphrey, Mattias Dammann  and Greg Smallman. In all three cases you find 
          a very unique instrument that has gained acceptance and has inspired other 
         builders around the world. In some cases other builders will copy them faithfully or 
        use them as a point of departure.

     Personally I like what Tom Humphrey once said, to paraphrase, “The tradition of the guitar  
   is change. And that is because the musicians are saying “give us more”. You can’t really put it 
            any better than that. In the end, the impetus is always (or should be) to build the best 
         instrument for the musicians, who are the final arbiter in what works and what doesn’t. I don’t
      necessarily think this means you have to throw out what went on before or even make discernible  
   physical changes to the design to come up with something that is unique, you just need to listen to  
           the guitarists who you are either working for or want to work for.

So for me that meant going to NYC early in my career and studying lots of guitars and showing my 
work to the very best guitarists I can find. New York is the perfect place for this as the guitarists 
there have the biggest choices of guitars out there and as such, don’t cut you any slack, or anyone else 
for that matter. So I knew whatever feedback I was getting was the real thing. At this point I have 
very definite opinions about the kind of guitar I want to build I believe that the best guitar is the 
most balanced guitar, this not only refers to the response across the registers of the instrument but 
balanced in such a way that all it’s characteristics come out and are in a harmonious relationship to 
each other. I don’t want a loud guitar just for the sake of volume nor do I want a beautiful sounding 
guitar that is quiet. A great tone is nice but if it doesn’t come with a broad palette that the guitarist 
can make use of then you have what I call a “one trick pony”. The very best guitars I have seen have 
always been extremely flexible in this regard.

I have a client who owns a very famous guitar, the maker is Barbero and it was the guitar that Sabicas 
used to record “Flamenco Puro”, a landmark album by the greatest flamenco guitarist of all time, 
in my opinion. This instrument is so alive and so inspiring. When Dennis played it for me he went 
from a really fast and aggressive Bulerias ( a form of flamenco) straight into the famous Chaccone 
by J.S Bach. Not only did the guitar not miss a beat but the sound was transformed by how Dennis 
was playing it. It went from razor sharp machine gun attack to this great bloom of profound tone and 
colour. It also demonstrated to me that whatever you call the guitar, classical, flamenco, whatever….
is solely dictated by the guitarist. I build guitars for guitarists and try my best to suit their needs and 
wants. As far as the names that get attached to them ,I try not to let get in the way of seeing clearly 
what it is I need to do.



So really the best of the best can do everything and do it well?

Well, yes and no. Yes in that a great instrument, in my opinion, will have the qualities needed for 
whatever music is being played on it, within reason of course. Even so you would be hard pressed to find 
a guitar that all guitarists would agree upon or at least not put in one category or another. I often build 
guitars for people who play both classical and flamenco music and this question often comes up. I tell 
them I don’t know any classical guitarists who wouldn’t want a guitar that was as fast and immediate as a 
flamenco or for that matter, had the clarity and separation of voices you find in the best flamenco guitars. 
I also don’t think many flamenco guitarists would object to a guitar that had the depth, flexibility and 
profundity of tone that you find in a great classical guitar.

This isn’t to say though that one size can fit all. There is always the matter of how well that particular 
instrument works for that particular player. When I build a guitar I have to consider very deeply my 
client’s approach to playing and what he or she needs and wants to hear. Every guitar will have it’s own 
natural centre of sound and when building for the individual you have to understand where that needs to 
be for the guitar to work for them. The flexibility of an instrument is in how far away from that centre the 
guitarist can take the sound of the guitar. This obviously is equally dependent on the skill of the guitarist. 
They have to know what they want to hear and how to get it. Julian Bream once said that about great 
Hauser (senior) guitars. He said they will do whatever you want them to do provided you know how to 
do it.

In the end there is an enormous amount of room in all of this for personal taste and opinion, which is a 
very good thing. This is why we see so many fine builders and a great deal of individuality out there in 
the world of the guitar. Without that things would be much more restricted and homogenized.

Thank you for that. I suppose it’s about time to ask you about tonewoods and the finish you prefer…

I am a pretty conservative builder in both regards. When it comes to the woods I use, my preference 
is not entirely dependent on any specific species rather the mechanical and acoustic properties of the 
individual piece of wood I am considering using. One thing I can say across the board is the woods must 
be very well cut and very well seasoned. 

However there is a good reason that certain woods are traditionally used for guitars and that is they are 
very well suited for the task. They work for how the design of the guitar has evolved and what people 
want to hear.  But in the end I pick them based on how they sound when I tap them, how they feel when 
I handle them and how well they will endure the stresses of being guitars. I love Brazilian rosewood for 
the backs and sides of my guitars but frankly most of what you find is not really well suited for guitars.

It is a notoriously unstable wood to begin with so unless you are dealing with well cut wood that has 
been around long enough to do whatever it is going to do, be it warp or crack, it probably does not 
have the acoustic properties that will make it a superior tonewood. Whatever woods you use the trick 
is realizing the maximum potential of that piece of wood and bringing all the components of the guitar 
together in a harmonious relationship.

Long story short, it’s really easy to screw up great and expensive wood, so using them brings no 
promises. So it’s untrue that you have to use the most expensive and rare woods to create a masterpiece. 
I just had my hands on a Fleta today that is the very best guitar by that maker I have ever seen and it’s 
plain Indian rosewood for the back and sides with a nice but nothing special cedar top. Still and all it’s an 
inspired guitar and all the stars aligned as it were.

So I have spent a lot of time gathering my materials, trying always to make sure that they are superior 
tonewoods. As I said, I love great Brazilian rosewood, but I also use Madagascar rosewood and Indian 
rosewood and have a few sets of Honduran rosewood as well as African Blackwood. I build a lot of 
guitars out of Mediterranean Cypress which can build a great classical guitar as well as being the 
traditional wood for flamenco. I have also used Koa, Maple and Walnut in the past. For my tops I use 
either European spruce or Englemann spruce and Western red cedar.

All these materials can bring something special to the table and the job of the luthier is to adjust his or 
her approach to realize each piece’s maximum potential for whatever the desired end result is. For the 
last 16 years or so I have french polished my guitars, which is an alcohol based shellac finish applied 
with a rag, basically. It is a very beautiful finish and can be quite strong if the shellac is high quality and 
unrefined, as well as given the time to fully cure. It is a very labour intensive finish to say the least. It has 
the advantage of being very easy to fix and being non toxic, which is important to me.

I have never worked in a shop with great ventilation certainly not what you would need if you were 
working with lacquer so it was not a hard choice to learn to french polish. I also really like the process 
although I am looking for something quicker as long as it is beautiful and durable. 

Once I move into my new studio, which will have a dedicated finishing room, I will look into an oil based 
varnish for the back, sides and necks of my guitars. I will also french polish the tops as I think it has the 
least acoustical impact and the top is where it counts the most. Oil based varnishes are very strong and 
beautiful and I am looking forward to eventually making the switch.

Old Brazilian Rosewood back



I gather that Classical players are 
quite conservative so I was wondering 
how the koa and walnut guitars have 
sounded and been received?

You see some use of alternative woods, 
ie not rosewood in classical guitars these 
days but they still are the exception. I 
have never used walnut for a classical, 
although I did build a steelstring guitar in 
walnut years ago. 

I’ve built three steelstring guitars so far, 
I don’t really see myself building any 
more but you never know. I know from 
handling sets of walnut that in many 
ways it is similar to maple. I use a lot of 
walnut in furniture projects which I like 
to do for our home. For furniture walnut 
and flame maple is my all time favourites 
combination. It’s nice to do something 
in wood working where I don’t have to 
worry about how it is going to sound.

I built one guitar in Koa and I found it to 
be a very nice wood, although it is very 
different than the usual rosewoods I use. 
I designed the guitar around it in many 
ways. It was a smaller bodied guitar and 
was a very sweet and full sounding guitar. 
The smaller shape I thought would help 
with the treble response and the set struck 
me as somewhat similar to mahogany in 
how it sounded when I tapped it.

I was certain that building a round and 
rich sounding guitar was not going to 
be an issue but the power in the trebles 
might. The smaller shape also lends itself 
to very sensitive instruments, tonally 
speaking and as such the guitar had a 
fairly broad palette, which was another 
thing I was concerned about in using that 
set.

Curly Koa back on a Romanillos inspired  model

The choice to use Koa at all was at the request of my client. He came up to my 
shop to visit when I was building a guitar for him, in Brazilian and spruce and 
saw this set of koa I happened to have. He has a real sense of aesthetics and fell 
in love with the way the set looked. He just left it up to me to figure out how 
best to make this set work for one of my guitars and I know him well enough to 
know in what direction I should go aesthetically as well. It’s a very fancy guitar 
and similar in it’s design to the maple guitar I built for La Bella strings, which is 
featured on their 2001 series string packs.

In the end it is going to be the sound that sells the guitars. I know for a fact that 
any player who plays guitar for a living is only looking for the very best sounding 
(and playing) guitar they can find. If the guitar was made from an orange crate 
it wouldn’t matter one bit, as long as it delivered the goods. The larger guitar 
buying crowd is made of up people who listen with their ears, those who listen 
with their eyes or wallets and all those in between. The traditional woods as I 
said, are traditional for a very good reason but there are others out there that can 
be used with great success. As time passes they will most likely find more and 
more room in the world of the guitar.



Romanillos inspired model with German 
Spruce top and Koa back and sides, 
elegantly offset with Ebony binding

With your experience working with steel strings, would you say that the construction 
behind the steel vs nylon is vastly different?

In my career I’ve built three steelstring guitars, all of them very early on. My first guitar 
was a huge 12 string with a cutaway, then my 3rd and 5th guitars were both small bodied 
steelstrings, one in walnut and the other maple. So from personal experience I don’t really 
have the ability to make any comparisons between the construction methods of the two 
with any sense of reality. 

Alan Carruth is probably most well known for his steel string guitars, although he builds 
everything under the sun. Obviously from him I got the genesis of my whole approach to 
building so I guess I could say that like any other instrument you have to understand what 
you are trying to do, who you are doing it for and what you are doing it with. In that sense 
there is no difference at all.

In my area there are some real world class steel string builders who are friends of mine. T.J 
Thompson has his shop a few towns over from me and over the years I have learned a lot 
from his example. I have admired his work for years and hold him in very high regard. I 
met him very early in my career and it was from him I learned the absolute secret to doing 
precise and high level work. It was a lesson I’ll never forget and I don’t even think he was 
aware of it. I went to his shop and showed him a guitar that was probably my 15th or so. 
After chatting a bit he started working again while we continued to talk.

After a little bit of working on this guitar part, he turned on his shop vac and sucked up 
the tiny amount of shavings, put the hose down and got back to work. I looked around 
his shop and saw it was very neat and organized, esp, considering the amount of stuff in 
there and overall it has a very nice feeling to it, not chaotic or distracting at all. I went back 
to my shop, cleaned it from top to bottom, organized the hell out of it and kept my shop 
vac on permanent standby. My work got a lot better, not by accident but by changing my 
attitude and creating an environment that was conducive to allowing me to get into that 
zone.

Bill Tippin is a friend who does beautiful work. I have shopped out work to him on a few 
occasions over the years, mostly spray work on some repairs. His shop is in Marblehead, 
which is on the coast and it is always a great learning experience to see how other guys 
work. He is very dedicated and has a great sense of aesthetics, which I love. He built a 
guitar for my Aikido teacher a few years back and it is just magnificent.

Julius Borges is another buddy of mine and he is in the same town as me. He moved here 
a year or so before I did and we were both unaware that we lived and worked in the same 
town till we bumped into each other at the local wine shop. Which was a great way to 
come up with an excuse to hang out. He does great work and we have talked a lot about 
our work and how to do things better and quicker. 

His guitars are just gorgeous. He recently finished a shop conversion project very similar 
to mine and was a wealth of information in that process. My new shop will hopefully 
be done in the not too distant future and I am very grateful to Julius for all the insight 
and information he shared, which kept me from making at least one huge mistake and 
probably a few others as well.



5 Fan Bracing on a Western Red Cedar top - the Indian Rosewood back is braced up too.

What I have learned from all these guys from watching how they approach building steelstring gui-
tars is that if you desire to do the very best you can, it is going to take a lot of sweat and experience. 
The challenges of building a great steelstring guitar may be a little different than the challenges you 
face with classicals, simply because of the difference between steel and nylon strings. 

I’ve had my hands on some very early Martins, when the labels read “Martin and Coupa” with their 
NYC address with the distinction that they were “upstairs”. Those guitars were intended for gut 
strings, built in the European tradition, and a couple of them have been really great instruments. The 
X brace design that Martin later became known for didn’t work as well for gut as it did for steel. If 
I remember correctly switch came about so the guitars could compete, volume wise, with banjos in 
ensemble situations or maybe is was so they could replace banjos, I don’t remember.

In any case it is a classic example of a need and the most successful attempt at satisfying that need. 
Which is how evolution works. The very best steelstrings I have seen have been real orchestral in-
struments, very complex tonally and flexible to changes in tone and dynamics. Which simply means 
they are great instruments. I can’t imagine that it is any easier to do that in steel strings than it is in 
nylon.

Above: 7 Fan bracing on a spruce top for a concert model.
Below: 5 Fan bracing on a spruce top for a flamenco model.

Thanks for that Aaron, how would advise a 
player who is looking to order a guitar for the 
first time?

My advice would be to become as clear as pos-
sible in your own mind exactly what it is you are 
looking for in a guitar. Listen to lots of guitar-
ists, try lots of guitars. If you find one that you 
love, then that’s the guitar for you, regardless of 
what the label says. In terms of commissioning 
a guitar, that is where my first piece of advice is 
the most important, as the success of the venture 
has a lot to do with the communication between 
the player and builder. 

I spend a lot of time establishing with my clients 
what it is they have in mind. I try to do it in per-
son whenever possible as having guitars in hand 
remove the subjective nature of words but I have 
a way of getting around that when I am working 
with clients in other countries or over distances 
that make hanging out in person impossible. 
I talk about music, what they like to listen to, 
who’s tone, style of playing they admire or don’t, 
what guitars they have tried that felt or sounded 
good to them… or not.

I find that by talking about other guitarists and 
guitars we inject a little more reality into the 
conversation. I’ll say, what do you think of so 
and so’s sound? I may call it bright, you may call 
it metallic, it doesn’t matter because we both can 
hear it and all you have to say is I like that or I 
don’t. My other piece of advice is when dealing 
with the luthier you have decided upon, listen 
to them and go with their suggestions. There is 
enough information out there on materials and 
such to be extremely misleading.

Every luthier, with enough experience, knows 
for themselves what they get from various 
materials and how to bring them all together to 
come up with the desired end result. You as the 
client are looking for the guitar that fits you best 
and unless you are also the builder, you have to 
put your trust in the person who is building the 
guitar to make the right decisions. All the more 
reason to be very clear as to what you are ex-
pecting, sonically and well as how it will play.



“In 1999 Richard Cocco, the president of La Bella, commissioned 
me to build them a guitar to represent their strings. He took me into 
the storerooms and took out some ancient sets of European Flame 
Maple and European Spruce and asked me if these materials would 
be acceptable for me to use for his guitar. Since this is not a material 
I use most often, I was looking forward to doing something different 
for them.”

The top is of European Spruce with an enormous amount of bear claw 
figure known as Hazelfichte.”- Aaron Green

Thanks for speaking to us Aaron. Before we go, I was wondering if you wanted to add 
anything to our interview?

The only thing I can think of is to thank you for this opportunity to share my thoughts on 
this instrument we all love and to thank all the people, both those mentioned and those I 
haven’t, who have helped me along this path. I have been very fortunate and am grateful .that 
I can spend my days building guitars for people. I couldn’t imagine doing anything else.

“The back and sides are of European Maple. This is not considered 
a “traditional” wood for the guitar even though it most certainly 
is. I have found that maple offers great tonal contrast and superb 
projection. From an aesthetic point of view, the light colour of this 
wood, and it’s association with violin family instruments gave me a lot 
of visual ideas. 

This rosette, which is the focal point on the 2001 series string pack 
cover, is inspired by the guitar known as FE08 built by the great 
Antonio de Torres. “- Aaron Green

Thanks for speaking to us Aaron. Before we go, I was wondering if you wanted to add 
anything to our interview?

The only thing I can think of is to thank you for this opportunity to share my thoughts on 
this instrument we all love and to thank all the people, both those mentioned and those I 
haven’t, who have helped me along this path. I have been very fortunate and am grateful .that 
I can spend my days building guitars for people. I couldn’t imagine doing anything else.



T O N E W O O D
Monkeypod 
Samanea saman

Quick Facts 

Scientific name: Samanea saman/ Albizia 
saman/ Pithecellobium saman 

Trade names: Monkeypod/ Saman/  
Rain tree.

Janka: 850 approx 

Uses: Back and sides, veneer

Closest to: Mahogany

Bling factor: Curl can be found.

Availability: Fair

CITES status: not listed

Natural History

Monkeypod is a native to South 
America where it ranges from Mexico 
south to Brazil where it can attain 
heights of 30 metres. 

It has been widely introduced to 
Southeast Asia and the Pacific Island 
where it is sometimes considered an 
invasive species.

Monkeypod has several scientific 
names used to describe the same 
species: Samanea saman/ Albizia 
saman/Pithecellobium saman

Monkeypod is a wide-canopied 
tree with crown diameters reaching 
40 metres which endears it to city 
planners looking for shade trees. 

It gets the name Rain Tree from 
the folding of the leaves fold in 
rainy weather and in the evening. 
Monkeypod is often used for crafts 
and furniture in it’s native range.

Cants of Monkeypod awaiting resaw



Monkeypod 
Samanea saman

Physical properties

Appearance: The heartwood of Monkeypod varies from golden to dark brown with dark streaks 
occasionally found. The sapwood is yellow-white and distinct from heartwood. Wild grain patterns 
and curl can be found in some logs. Wood vessel can contain shiny deposits. The heartwood has a 
naturally high lustre.

Working: The grain is straight, wavy or interlocked with a medium to fine texture and open pores. 
It has a natural luster but can shrink and warp when drying. Although eye irritation can occur with 
sawdust, Monkeypod tends not to have a specific smell. It is easy to plane, saw and glue.

Values: The Janka of Monkeypod is approximately 850 and a specific gravity of 0.5.

Durability: Monkeypod is reported to be resistant to termite attack and to wear. Drying should be 
done careful as it can warp and check.

Jeffrey Yong testing out an all Monkeypod guitar. Jeffrey is the luthier instrumental in Monkeypod’s acceptance as a tonewood.

T O N E W O O D

Two of Jeffrey Yong’s guitars out of Monkeypod.
Above : Curly set with darker brown colouration
Below : Similar colouration but straight grained top
Both guitars exhibit an attractive lustre



Above : A Monkeypod top braced up. 
with Jeffrey Yong’s own bracing pattern 
developed.

Below : Closeup of the grain. This is a finer 
grained Monkeypod set.

As a tonewood...

It is used for tops, backs and sides 
for guitars, where it compares 
favourably to the mahogany.

Lone Wolf guitars says: “similar 
to Black Walnut in figure and 
character.”

Guy D’haenens says: “a woody, 
pulsing tone without losing the 
clear high frequencies.”

Monkeypod 
Samanea saman
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Steve Baughman is a renown Celtic 
fingerstyle performer. He has recorded 
with Rounder Records and Solid Air 
Records and has toured and taught 
widely in the United States, Canada, 
Europe and Asia. 

Sing-out magazine called “Steve’s artistry 
and musicality are world-class, with 
dynamics, timing and interpretation that 
always bring out the emotional essence 
of the song”.  And the accolades don’t 
end there: Pierre Bensusan calls Steve’s 
technique “impeccable”

His latest album, Life in Prism, an 
album of fingerstyle solos and duets, was 
released in mid-July 2010. (See pages ___ 
for our review).

Guitarbench caught up with him to 
talk shop about that style we call Celtic 
guitar…

Thanks for talking to us Steve, I was wondering if you could share with us what drew you to 
Celtic music?

My interest in Celtic music began in earnest in graduate school when my then girlfriend returned 
from the Orkney Islands with a bunch of LPs of artists she had just seen at the Orkney Folk Festival. 
That was 1986 or so. I’ve been hooked since.

How would you define Celtic music?

Personally, I wouldn’t define it, and I agree with Duck Baker that it is a terribly misused term. Also, 
there has been such an explosion of fusion music lately that most categories these days have seriously 
blurred edges. I’m not sure I’d even say, to paraphrase Justice Potter Stewart on pornography, “I know 
it when I hear it.” The boundaries are even more blurred than that. 

I suppose that most of the music played by the old dead people of Celtic descent counts as Celtic. I 
might say generally that the music of Ireland, Scotland, Brittany and parts of Galicia is Celtic music. 
That may not be very helpful, but it’s a start. More importantly, I think that it does not matter how 
one construes or defines the term. If you like what you hear, the label is not really all that important. 

T H E   I N T E R V I E W:

                 S T E V E   B A U G H M A N 

Is there anything which defines an instrument as 
suitable for Celtic music?

If it feels good, do it. It’s totally subjective, like 
preferring vanilla over peach. Having said that, 
I must confess that certain instruments do not 
feel good to me in what I hear as Celtic music. 
Harmonica, for instance, or brass instruments 
strike me as a bit of forced fusion. 

But that is a totally subjective thing that probably 
stems from me listening for decades now to fiddle, 
pipes, flutes and harps playing this music. The 
switch to other instruments outside the tradition 
tends to jars me. Of course, fingerstyle guitar is 
outside the tradition, but somewhat approximates 
the sound of the harp so the shift is not as dramatic 
as it is with, say, a harmonica.

In your opinion, are there any definite 
albums and artists for Celtic fingerstyle?

I like the guitar players who have marinated 
themselves in the traditional music and 
are therefore able to convey some of that 
essence and richness on the guitar. Most 
people who record Celtic fingerstyle tunes 
have not done this, and their music lacks a 
certain depth for me. 

I would like to see the musical tradition 
respected more, and not treated as 
something to be approached casually. Just 
because you play guitar does not mean the 
world benefits from you recording Celtic 
pieces on your instrument. 

One owes the music a bit more awe than 
that. I particularly dislike renditions of 
Celtic tunes played by classical guitarists. 
The music usually strikes me as stiff and 
artificial, even though the players blow me 
away with their chops. But again, that’s just 
me.

Now, on a positive note, there are certain 
essential names in the field. Tony McManus 
is a god of the genre, he’s one of the few 
who can pull off jigs and reels with ease. 
El McMeen and Robin Bullock are very 
different from Tony, somewhat mellow and 
stately, even in their upbeat tunes, and I 
love their playing also. 

I recently did a gig with Duck Baker and 
got to hear him very close up. He’s a unique 
stylist and great player. A new kid on the 
block, with a brand new CD out, is Anton 
Emery, who plays the slower harp tunes as 
well as the faster fiddle tunes very nicely. 

One of my favourites is the relatively 
unknown Alec Stone Sweet, a genius with 
tone and arrangement. There are a few 
other names I could mention, but I’ll stop 
there.

T H E   I N T E R V I E W:

               S T E V E   B A U G H M A N  



Thanks for taking this time to speak to us, 
Steve. Before we go are there any exciting 
projects you have on the horizon you’d like 
to share with us?

My new solo guitar CD, Life in Prism is 
now ready on CDBaby.com and elsewhere. 
I am also working on posting some free 
clawhammer guitar lessons on YouTube thru 
my lesson company RhythmStrummer.com. 

I plan to do a banjo DVD in 2012 with a 
Zen monk. We’ll call it Zen Banjo and we’ll 
emphasize the meditative aspect of old time 
banjo playing.

Life is good, music is exciting, and I hope all 
your readers experience the same feeling early 
and often. Thanks for having me.

So would it be fair to say that the feel of the 
music is more important in defining it than 
geography?

Feeling is everything. Music is good if “it works.” 
If it gives you the feeling you want it is good mu-
sic.

Is there any advice you might give someone 
looking to seriously play Celtic fingerstyle?

I think I’d say the same thing to people wanting 
to play Jazz, Classical, Madagascar fingerstyle or 
slack key. Listen to and love the traditional music. 
Once it’s in your soul, play it. 

Guitarists should be musicians first, and guitarists 
second. We use our instruments to give voice to a 
tradition that we have grown to love and that we 
have somewhat internalised. Skip that stage and 
your music will probably suffer.

Technique wise do you feel there are certain 
areas which are unique to or used more in Celtic 
fingerstyle?

I don’t really know. Most classically trained right 
hands to not work well, but that is probably due 
to the hand owner, not to the hand technique. As 
I noted earlier, I was watching Duck Baker a few 
weeks ago on stage with me. 

His right hand is about as unorthodox as can be, 
but his feel is wonderful. Same for Tom Long, a 
guitarist in Southern California. I think the same 
way about guitarist right hands as I do about fid-
dle bowing. 

One can get quite doctrinaire about the “right” 
way to do it, but in the end what comes out is all 
that is important (assuming, of course, that you’re 
not hurting yourself.)



1937 OO-18H

The 00-18H started out life as a Hawaiian 
style guitar with flush frets and raised nut. 
Designed to be played with steel strings and 
laid horizontally on the lap, this 14 5/16” 
guitar is small in size but large on tone.

It has a Red Spruce top with Mahogany 
back and sides. The top sports an attractive 
sunburst pattern which is common on these 
models but rare on the straight 00-18s.

From 1937, this guitar retains all the sort 
after features- scalloped X brace, 1 3/4” nut 
width and a T bar truss rod in the neck.

Somewhere along the line, an owner 
decided, as many do to convert it to a 
Spanish style guitar. This is not a radical 
conversion as it entails refretting the neck, 
changing out the nut and saddle and 
possibly altering the bridge.

These conversions don’t affect the value 
of the guitar as most of the changes are 
reversible and relatively non-invasive.

However, by the time it reached the 
current owner’s possession, the fingerboard 
thinned, T frets had replaced the original 
bar frets. Additionally the bridge had been 
replaced and there was a collection of side 
cracks and a heel crack.

There was good news though, the top and 
back was all intact, with no cracks or loose 
braces and the bridgeplate was similarly 
unmolested.

The best part though, as the sound- despite 
being 1/2 off the octave from the neck 
shifting, it retained a big voice, responsive 
with nice warm and woody depth to the 
tone.

V I N T A G E  L O V E 

With restorations, the long list of problems 
is not nearly as important as where and 
what the issues are. 

In this case, the major components, the 
top, the braces and bridgeplate were intact 
making the restoration viable- side cracks 
are easy to repair and fingerboards, frets 
and bridges can be replaced.

After the necessary work, this prewar gem 
will be singing again for many years to 
come. 

 
 
Specs
Model: 00-18H
Nut Width: 1 7/8” (47.6 mm)
String Spacing: 2 1/4” (57.2 mm)
Scale: 24 3/4”. (628.7 mm)
Body Length: 19 1/2”
Upper Bout: 10”
Lower Bout: 14 1/4”
Body Depth (Neck Heel): 3 3/8”
Body Depth (Tail Block): 4 1/4”
Frets to body: 12 
Back/Sides: Honduran Mahogany
Top Wood: Red (Adirondack) Spruce
Fingerboard: Ebony
Neck Wood: Mahogany, 1 Piece
Bridge: Ebony Belly
Rosette: Violin Lines
Fingerboard Bindings: None
Headplate: Brazilian Rosewood
Headstock Inlay: Builder Logo
Top Trim: Violin Lines
Fret Markers: Dots
Tuners: Nickel with Ivory Buttons



Dear Friends & Readers,

Thank you so much for your continuing to support our magazine. All the 
positive feedback means so much to us.

Guitarbench Magazine will be evolving and we are appealing for help to fund 
our 2013 issues. Don’t worry, the remaining 2012 Issues will continue to be 
available for free, through subscription (PDF) or through Issuu.

There are a lot of ways you can help us!

- By letting your friends know about the magazine. The more readers we have, 
the easier is to publish and obtain sponsors

- By subscribing! For all the 2013 issues, you’ll get full, exclusive access for only 
$5 if you sign up before the end of the year.

- By Sponsoring us! We have a variety of exciting perks for our sponsors, 
including signed CDs, stickers, and  even custom instruments from luthiers 
such as John Greven, Scott Wise and many more! Our perks will be confirmed  
and offered in September.

- We also have attractive commercial sponsor packages to suit a variety of 
businesses.

For commercial sponsorship: Just Click Here!

Or, for more info: Just click here to email!

For subscription info: Just Click Here!

Above: Classic Martin lines with sunburst finish
Below: Plain, but effective mahogany back.
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Life in Prism CD 
Steve Baughman

Steve Baughman latest CD, “Life in 
Prism,” has been described as “more of the 
same”. That’s doing a real disservice to the 
collection of well crafted melodies, clean 
playing and delicate fills.

From his arrangement of Jay Ungar’s 
“Ashokan Farewell” to the Indonesian 
favourite “Bengawan Solo”, Steve’s 
fingerpicking comes to the fore. 

That’s not to say his clawhammer style is 
far off. “Julie Ann Johnson” allows him to 
open up and the percussive style drives the 
rhythm whilst carrying the melody.

But my most favourite parts are the 
slower, more subtle tunes. You can hear 
his appreciation of “Fanny Power” and the 
forementioned “Bengawan Solo” in the 
pregnant silences.  
 
It is truly where you can appreciate Steve’s 
talents in how much he chooses to leave 
unplayed. For the listener to imagine.

R E V I E W

DO YOU HAVE A 

PRODUCT OR A GUITAR 

YOU’D LIKE REVIEWED?

Please let us know! 

Just click here!

Guitar Maker’s Path DVD 
Les Stansell

Guitar Maker’s path is a 20 minute photo 
documentary written by Les Stansell and 
photographed by Joe Curren. The time lapse 
photography is painstakingly knitted together, 
following the journey of one of Les’ all Port 
Orford Cedar Flamenco guitars. Seen from both 
the bystander’s and the builder’s point of view, 
from the breaking down of a log segment to 
the final performance, every step is beautifully 
captured by Joe Curren.

The black and white photography is perfect to 
capture the detailing and fine work Les performs 
and also helps to focus the viewer’s attention on 
the tasks at hand.

The entire experience is wordless but 
accompanied by a selection of flamenco tracks 
by Grant Ruiz and Terry Longshore . The music 
seems to drive the build process along and is 
timed well, with transition periods coinciding 
with the more mundane portions of a guitar build.  
 

Overall the effect is an intimate view of the 
process of building a fine handmade guitar. 
Certainly commentary would fill in a lot of the 
knowledge details, but also detract from the 
overall mood.
 
There are some extras, namely an introductory, 
colour video on Pistol River Beach where Les is 
based, a hauntingly beautiful landscape where 
the soundtrack really works wonders. There is 
also a video clip of a tango with Stansell, Ruiz 
and Longshore performing as well as Monica 
Carnicero on dance duties.  
 

As a true video, it is very professionally shot and 
performed. As Flamenco music is primarily very 
emotive and dynamic, it is a great view into the 
essence behind the music, which of course drives 
Les to build such handsome guitars.

At just US$15 for a copy it is a fabulous value for 
a high quality production of a rare glimpse of the 
birth of a guitar. 

R E V I E W
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Group Photo!

Bottom Row 
from left to right: 
Mrs. Leong (Aweinone) 
Terence (Guitarbench)
Ratih (Prim’s Guitars) 
Angela (Caldersmith 
Luthiers) 
Jeff Yong (Jeff Yong Guitars) 
Nick (Jeff Yong guitars)
Adam (Sozo) 
 
Top Row 
from left to right: 
Mr. Leong (Aweinone) 
Mr Prim (Prim’s Guitars) 
Yong CH (Yong guitars) 
Mr. Wenardi (Secco guitars) 
Scott Wise (Wise 
Instruments) 
Roger Wang 
Mr. 
Ashok Prakesh ( 
David Chin (Stanley Guitars) 
David Worthy (Worthy 
Guitars) 
Tomas (Tomas Guitars) 
Rod Capper (Capper 
Concert Instruments)

Clockwise from top right:
David Worthy, Worthy Instruments
Wise Instruments stand
Jeffrey Yong Guitars
Hozen, Maestro Guitars
A pair of Greven Dreadnoughts from goodacoustics

The 2012 Singapore Guitar Show was held in December. There 
were over 2000 visitors this year and although still a small show, 
was well enjoyed by all!

Guitarbench organises the show as part of our physical guitar 
outreach to the Asian Community.

Photos courtesy of Angela Macpherson, Colin Koh & Lance.

E V E N T S



Top down:
Gladwin Pantastico trying out a Caldersmith Classical
Visitors with a hand’s on experience of Prim’s instruments.
Lots & lots of visitors!

Top down:
The Prim’s guitar stand
MusicArk stand with Dusenburg and Cole Clarke
The ever smiling Jeff Yong!

Top down this row:
Tomas Music’s Stand
Angela in front of the Caldersmith Luthier’s stand
Visitors! 
Top down on the right:
Close up of a fancy Uke from Jeff Yong
Yes, we also had a few electics sneak in too! These are Dusenburgs.



P R E V I EW P R E V I EW 

Interviews with Les 
Stansell.....

Dan Roberts.....

Profile of Oregon 
Mrytle

Features on a vintage 
Prairie State...

A modern guitar from 
Michael Bashkin...

And much much 
more....



DO YOU LIKE OUR 

MAGAZINE?

Please consider subscribing 

for our future editions and 

help us stay in publication.

Just Click Here! 

Space Available $25 
8x11.3cm

Space Available 
$50 
18.5x13.5cm 

Just click here!

A BIG THANK YOU TO OUR SPONSORS!

Without them, this magazine would not be possible. 

Please take a few moments to browse through their 

sites if anything should take your fancy.

IF YOU ENJOY OUR MAGAZINE,

Please consider a sponsoring us and promoting your 

company with an advert space. To contact us,

Thank you to our readers for spotting errors:

Dennis Leahy, Alvin Lam

Our Generous Sponsors

http://www.guitarbench.com/Magazine/members/
http://www.bamburgguitars.com
http://www.stehrguitars.com
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