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AGUSTÍN BARRIOS 

"As a guitarist/composer, Barrios is the best of the lot, regardless of era. His music 

is better formed, it's more poetic, it's more everything! And it's more of all those 

things in a timeless way." 

— John Williams, guitarist 

Agustín Barrios (1885–1944) was a Paraguayan virtuoso guitarist and composer, regarded by 
many as one of the greatest figures in the history of the classical guitar. His remarkable output, 
combined with his extraordinary abilities as both a performer and composer, has earned him a 
permanent place among the instrument’s most influential artists. 

During his career, Barrios adopted the stage name “Mangoré,” becoming known as Agustín 
Barrios Mangoré. The name was inspired by Mangoré, a legendary chief of the Guaraní people of 
Paraguay, reflecting Barrios’s admiration for the indigenous culture and heritage of his homeland. 

The guitarist John Williams has played a major role in bringing Barrios’s music to a wider audience 
through his recordings and concert performances. Today, many of Barrios’s works are considered 
essential repertoire for the classical guitar. 

One frequently cited story concerns Andrés Segovia, who is said to have been greatly impressed 
by La Catedral—one of Barrios’s most celebrated compositions and a work included in this 
collection. According to Segovia, he requested a copy of the score, but Barrios was unable to 
provide one at the time. Whether this incident contributed to Segovia’s failure to record Barrios’s 
music remains a subject of speculation, but it illustrates one of the challenges surrounding the 
preservation and dissemination of Barrios’s works during his lifetime. 

Barrios composed hundreds of original works for the classical guitar and was among the first 
guitarists to be recorded on gramophone records. Over the course of his career, he produced thirty-
five 78 rpm recordings, leaving behind an invaluable record of his artistry and musicianship. 

Today, Barrios is celebrated throughout the world as one of the great geniuses of the guitar, and 
his music continues to inspire performers, teachers, and audiences alike. 
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ABOUT THE TRANSCRIPTIONS 

Several of these transcriptions were previously published as individual sheet music editions in both 
tablature and standard notation formats. The idea for compiling them into a single volume arose 
from the strong demand for these scores, particularly the tablature editions. All of the works 
included here are part of my personal concert repertoire. 

Each score was meticulously reviewed, with special attention given to string designations, 
fingerings, and barre markings. Complete standard notation editions of Barrios’s works have 
previously been published by other authors, and those publications have made an important 
contribution to the classical guitar community. However, in consulting these editions, I have 
occasionally encountered errors, which is perhaps inevitable in projects of such scope and 
complexity. 

Although guitarist John Williams has praised the work that went into compiling these collections, 
he does not necessarily use the published fingerings when performing these works. Like many 
leading concert artists, Williams often employs smoother and more practical fingerings that are 
not found in commercially available editions. The fingerings presented in this book were 
developed through extensive study of performances by artists such as John Williams, Denis 
Azabagić, Xuefei Yang, Rafael Rabello, and others. In many cases, audio and video recordings 
were slowed down and carefully analyzed in order to determine the fingerings actually being used 
in performance. 

Differences in the way certain passages are played may arise from the existence of multiple Barrios 
manuscripts and recordings, as well as from interpretive choices made by individual performers. 
Whenever possible, the sources for these variations—including specific Barrios manuscripts and 
notable performer adaptations—are identified in the footnotes. 

One particularly valuable fingering solution appears in Un Sueño en la Floresta on page 26 (page 
103 in the standard notation edition). The arpeggio and scale passage presented there includes both 
the left- and right-hand fingerings used by Agustín Barrios himself, taken directly from his 
recording of the work. The speed at which Barrios executes this passage is astonishing. These 
fingerings differ significantly from those found in the published scores and will likely be of great 
interest to advanced players seeking insight into Barrios’s own technique. 
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Prelude in C minor
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' T ' is indicated for use of the left-hand thumb for bass note 'Ab." 
Although using the thumb in this way is uncommon in classical guitar, 
it is sometimes done and in this circumstance and for this arrangement, 
it was chosen for being the smoothest sound, possible. Use of the 
thumb was not Barrios' choice for this passage. Fig 1 (right) shows my 
second choice which is still both easier to execute and smoother than 
Barrios' fingerings. John Williams, in his arrangement, decided to lower 
the F# to an 'F,' changing the chord to a 'Dm7b5,' and also chose to 
delete measure 8, altogether.

Fig 1 
(measure 7, alternate fingerings)
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There are apparently two known original manuscripts of Las Abejas, one of which was written 
in Barrios’ own hand. In both of these, measure 19 is written as follows: 

             Measure 19  
     (Barrios original score)               

The stretch required of the left hand to reach the G natural will be extremely demanding for some. 
Most players replace this G with a G#. It is unclear whether this is done for being the preferred 
sound, ease of performance or whether the G natural is simply regarded as a copying error. For 
this arrangement, the G# was chosen for both its pleasant sound and ease of performance. Many 
players (as is the case with this arrangement) also retain the D from the second beat, making the 
G# the only change taking place on beat three, while others introduce the ‘E’ along with the G#, 
as shown below: 

             Measure 19  
            (Variation #2)
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