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Preface 
Since the last updates of my various Maccaferri articles (originally published on Harpguitars.net in 
2006 and 2007), five new Maccaferri harp guitar specimens have come to light. Though each was 
previously known from historical photographs, each now presents a surviving example of a 
“Type” for our examination. More importantly, two of the new instruments are from the mid-
to-late 1920s catalogs but are dated “1923.” This then moves up the introduction and production of 
these catalog instruments from 1926 to 1923, while confirming that Maccaferri set up his own Cento 
shop in 1923 as he stated in his American Lutherie #7 interview in 1986. 

The new 2017 publication Mario Maccaferri: a luthier in Cento, Paris and 
New York, edited by Giovanni Intelisano, reinforces the timeline with this 
delightful new photograph of a young Maccaferri with one of his eventual 
catalog harp guitars. It now seems quite likely that this was taken around 
1923 when the enterprising young performing and luthier virtuoso was 
just 23 himself. 

I also thought it a good time to 
clarify the date of the second 
Maccaferri catalog. Previously, the 
date of this second catalog was 
“1928/1929” (Wright’s original 
guess), “1928” (Intelisano’s 1990 
book, Tubbs’ thesis) and “1926” 
(from the 2017 publication – clearly 

an error, as a 1927 prize is listed on the catalog’s cover). I would circa date it to late 1927; however there 
is evidence from Giovanni Intelisano that early 1928 is a possibility. 

One of the conundrums of my previously published web article was the timeline – both the sequence 
and the true dates – of Maccaferri’s many experimental harp guitars. Knowing now that the general 
period has moved up a few years, it behooves us all to reconsider the circa-dating of all the known 
production and experimental harp guitars. Of course, knowing the timeline specifics of Maccaferri’s 
activities and location would help immensely. From the information I’ve gathered so far, the 
impression is that his residence and workshop (a separate workshop or a home workshop) jumped 
around between Cento, London and Paris without rhyme or reason – as all the while he toured as a 
performer throughout Europe! This would make a great research project for someone truly dedicated. 
(As a start, Jeremy Tubbs’ PHD thesis includes a detailed list of concert dates and locations.) 
Meanwhile, the study of the evolution of Maccaferri’s designs and experiments remains as 
fascinating as before, and I don’t have any proof yet regarding the order I show as “Types” that may 
or may not fall in the actual sequence of their historical appearance. Regardless, I’ve re-ordered this 
sequence somewhat since my original article into a new hypothetical sequence. Specifically, the 
catalog line has moved back to become “Type 2” after the similar, more “primitive” variant, and 
the Selmer now comes last). I remain hopeful to hear the opinions of others with more expertise. I’ve 
condensed all of my previous Maccaferri articles and information into this single new “book.” Enjoy – 
and please, comment and contribute to this ongoing work! 

https://www.alessandromaccaferri.it/wp-content/uploads/2020/03/Mario-Maccaferri.pdf
https://www.alessandromaccaferri.it/wp-content/uploads/2020/03/Mario-Maccaferri.pdf
https://www.alessandromaccaferri.it/wp-content/uploads/2020/03/Mario-Maccaferri.pdf


4 

Mario Maccaferri: Concert Harp Guitarist 
“I have always been an advocator of more than six strings.” 

- Mario Maccaferri, 1976

I know what you’re thinking. “Wasn’t Maccaferri that Django guitar guy?” Or perhaps, “Oh yeah – he 
made those cheap plastic guitars.” 

All true. But before all that, Maccaferri was a famous touring concert guitarist (what we call a “classical 
guitarist” today), who, by all accounts, gave Segovia quite a run for his money. And like many of the early 
European virtuoso performers, Maccaferri dabbled in the harp guitar. A lot. 

Many sections of the Harpguitars.net web site show the extent (by no means complete) to which past 
performers and builders abroad played or built harp guitars – in many cases not even considering them 
“harp guitars,” but simply as guitars with a couple of extra useful bass strings. The odds of encountering 
the harp guitar were further stacked in Maccaferri’s favor, since he was fortunate enough to be 
apprenticed to the amazing Luigi Mozzani at only 11 years of age. Below is a photo of young Mario with 
a stupendous Mozzani double-arm “chitarra-lyra” harp guitar. What an incredible opportunity for the 
youngster!  

1916: Mario Maccaferri, age 16, with a Mozzani harp guitar. 
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In this opening chapter, I hope to shed a little more light on the effect that Mozzani’s harp guitars truly 
had on Maccaferri. With an intimate relationship with the instrument that lasted at least twenty-four 
years, compared to only two or three years with the more famous Selmer jazz guitars, it certainly seems 
worthy of more discussion and study. 

Humble Beginnings to Expert Luthier 

Mario Maccaferri was born on May 20, 1900, in Cento, a small town about 30 km from Bologna in 
northwest Italy. He was the second youngest of eight children, all boys, and the only family member to 
become interested in music. He left school at the age of nine, taking on various jobs including apprentice 
carpenter. Two years later, in 1911, young Mario was apprenticed to famed guitarist and luthier Luigi 
Mozzani, who had established a school of lutherie in Cento in 1908. Mozzani’s own career could fill a 
book (and does – twice), and also has his own special section on Harpguitars.net.  

Mozzani with his apprentices c.1915. Mario is second from left.

According to researcher Michael Wright, Maccaferri “rose to become Mozzani’s premier disciple, learning 
to make guitars, violins and mandolins and eventually supervising other apprentices.” Paul Hostetter 
adds that “the young Maccaferri assiduously followed his master's footsteps, bearing his influence for 
the rest of his life.” Maccaferri himself, in his 1976 interview with George Clinton, describes how "I was 
about twelve years of age when Mr. Mozzani made up his mind to teach me the guitar. It was against my 
own wishes but he won. He kept me playing in the first position for a year until, finally, one day he showed 
me how to play some chords and then I began to like it. We got on fine after that." 

https://www.harpguitars.net/history/mozzani/mozzani-contents.htm
https://www.harpguitars.net/history/mozzani/mozzani-contents.htm
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Further details about Maccaferri’s tenure with Mozzani are less clear. The consensus is that Maccaferri 
left after 1922 to set up his own shop in 1923, which he himself stated in 1986. A full line of 
Maccaferri’s instruments first appeared in a 1926 catalog alongside Mozzani’s own. Intelisano’s 
Mozzani book implies that during the 1921-1928 time frame, Maccaferri (along with C. Melloni) was 
assigned to the bowed instrument department – according to Wright, as “Senior Instructor,” 
according to François Charle as an “advisor.” In his American Lutherie interview, Maccaferri doesn't 
mention Mozzani after 1923, and adds "in August of 1927, I left Cento for Paris." As a matter of note, 
Maccaferri won three Gold Medals for his own violins in 1926 and 1927. How Maccaferri managed this 
purported advisory position with Mozzani, while also designing and building his own instruments, 
setting up his own shop (1923), touring Europe (1923-27) and living in Paris to work for his uncle’s 
accordion business (1927) is a mystery, and definitely warrants further investigation!  

Guitar Virtuoso 

Maccaferri’s tutelage under Mozzani consisted of two distinct areas. Besides the obvious influence 
of Mozzani’s instrument designs, which led to Maccaferri’s own experiments in harp guitar design 
and construction, Mozzani also instilled in Maccaferri a deep passion for playing the classical guitar. 
Mozzani’s influence took specific form, in that Maccaferri’s preferred instrument remained the harp 
guitar for the bulk of his performing career, and in adopting his mentor’s somewhat controversial 
use of a metal thumbpick in combination with fingernails. Maccaferri said that the thumbpick was 
"more efficient for the particular type of music" he played, and explained that his thumb technique was 
to "go through" the string, resting on the adjacent string. He also claimed it facilitated his trademark 
tremolo – which was a continual a-m-i-a-m-i (without the thumb being inserted as a fourth beat). 
This "continuous tremolo" appears in Mozzani's guitar exercise book, and was essentially the same 
as that made famous by the popular Genoese harp-guitarist Pasquale Taraffo. 

From Luigi Mozzani: Esercizi di Tecnica Superiore, Bèrben Edizioni musicali ©1967
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Despite the occasional photograph of Maccaferri 
sans thumbpick, he never abandoned it. Luthier 
John Monteleone – who became Mario's great 
friend in 1977 (and later worked on Maccaferri's 
personal Mozzani collection) – recalls how 
Maccaferri's arrival was always preceded by the 
sound of his metal thumbpick jangling within its 
metal case in his pocket! 

Hostetter adds that “Maestro Mozzani, a superb 
guitarist and composer for the instrument in his 
own right, was quite proud of Mario Maccaferri, 
whom he regarded as a master luthier, musician 
and peer - an honor never bestowed upon any 
other of his many protégés.” While with Mozzani, 
Maccaferri also enrolled at the Sienna Academy 
(or Conservatory) of Music, beginning his studies 
in1916 and graduating with the highest diploma 
and all honors in 1922. In 1926, the Conservatory 
named Maccaferri “Professor of Guitar and 
Music." 

Above: Maccaferri's right hand position, including metal thumbpick. Below: Maccaferri performing through the years. 
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By most accounts, Maccaferri was already giving local concerts by 1920. His touring career is reported to 
have begun in 1923 (though Maccaferri himself gives the date of his first concert as 1926), and took him 
over the next several years to Italy, Switzerland, France, Germany, Austria, Yugoslavia, Belgium and 
England, with stops in most of the key cities in Europe. The timeline below illustrates that he was never 
exclusively a touring concert artist, but constantly juggled this very successful career with continuing 
experiments and successes in lutherie, while also undertaking several relocations. The first move was to 
Paris in 1927, next to London in 1929, then back to Paris in 1931 to create Selmer’s guitar-making facility. 
Along with his performances, Maccaferri also taught guitar, often to very illustrious clients, such as the 
Prince of Wales. 
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And how was Maccaferri received as a classical guitarist? 

Wright states: “His performances were infused with his 
strong, romantic personality,” adding that (due to his use 
of the thumbpick) “he was reportedly able to develop 
remarkably facile tremolo technique.” Charle reports: 
“Judging by the writings of contemporary critics who 
compared him to Andres Segovia, he must have been an 
excellent guitarist. For several years, Maccaferri and 
Segovia were the two leading guitarists of European 
renown…” Wright concurs, stating that “Maccaferri was 
regarded by contemporaries as being on a par with the 
late Segovia, ranking right behind the Maestro in 
popular appeal in European guitar circles. Had events 
not transpired as they did, we might today regard the 

two as seminal influences on modern 
classical guitar.” Wright further reports that 
in 1926, Maccaferri met and became 
friends with Segovia. 

Maccaferri’s repertoire included well-
known works by Sor, Coste, Bach, 
Granados, Tarrega and his mentor, 
Mozzani. Wright states that “One of his 
treasured pieces was Sor’s beautiful 
“Mozart Variations,” while Charle (in a rare 
reference to Maccaferri’s harp guitar) 
writes: “He particularly liked to play on 
them the well-known Bach prelude.”   

Maccaferri played the program at right on 
May 24, 1932. At least four of the guitarist/ 
composers listed were known for their 
writing for extended range (harp) guitars. 

A detailed list of concert dates, programs, 
repertoire and analysis can be found in 
Jeremy Tubbs’ PHD dissertation. 
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Or is it Harp Guitar Virtuoso? 

Which brings us to the topic of harp guitars…. 

As I stated at the beginning, harp guitars – whether they looked like fairly normal guitars with just one 
floating string, or like some mythical, fantastic dream like Mozzani’s – seem not to have caused the notice 
or comment that harp guitars do today.  And even today, many modern researchers and writers don’t 
appear that curious or fascinated with the details of this guitar variation when they come across it as part 
of their research.  As this is my passion, I’m naturally a bit dismayed by this blasé attitude.  While the 
critics were favorably comparing Maccaferri with the “standard-setting” Segovia, did they have no 
comment on the dramatic differences of their instruments?!  If unimpressed by the visual aspects of the 
instruments, did they consider the three extra bass strings similarly insignificant?  Were Mozzani, 
Maccaferri and similar “extended range guitarists” not boasting of the fact that “normal 6-string” classical 
guitarists could not, in fact, play some of the repertoire without extra sub-bass strings?  Certainly, one 
comes across in publicity material images of the instruments, and occasional mention of a “chitarra-lyra” 
or similar, but I haven’t seen much else.  If not the critics or concert promoters, did the public itself ever 
take special notice of Maccaferri’s assorted harp guitar creations?  I cannot help but wonder! 

During his entire decade or so of public performing, 
Maccaferri used a variety of harp guitars. I strongly suspect 
that his very first concert in Milan was on either a 9-course 
Mozzani dual arm instrument or his own 9-course 
instrument shown here. In fact, of all the photos I have seen 
from his concert period, nearly all show him with a harp 
guitar. Only a couple of images - of which two are Selmer 
promotional photos, and one a program illustration – show 
him playing a 6-string. These instruments are shown and 
discussed in detail below. Maccaferri first played some of 
the instruments created by Mozzani (at least three different 
harp guitar models), then switched to his own harp guitars 
beginning in 1923 – again, using several different models or 
experimental instruments. 

Maccaferri with his first harp guitar model, created by 1923 (image from his 
c.1927 Cento catalog).

Frustratingly, in all the interviews with Maccaferri, if the 
subject comes up (which is maddeningly rare), he provides few details of these instruments. Despite the 
many experimental instruments shown below, the 9-course (6+3) variant certainly appears to have been 
his preferred instrument, and on this he offered these comments. He begins with "...the extra three 
strings added a certain amount of harmony to the playing because of the sympathetic vibrations" (italics 
mine -GM). But he then describes how he had "a lot of music written for that stringing" - explaining how 
he played the Bach prelude in A minor, rather than D minor, "because of the three extra strings" (meaning 
he lowered it a fourth, as his 9-string went a fourth lower; thus, he of course played the strings). 
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Maccaferri also remembered the exact program for 
his first concert, rather boldly given in Milan three 
months after Segovia played the same hall! The 
pieces, which I suspect included "a lot of music 
written for that stringing," included the Sonata No. 
22 in C by Sor, a few things by Coste, Mozzani, the 
Prelude, Gavotte, and Courante of Bach, Granados, 
pieces by Tarrega, and the last piece, Fantasia No. 3 
by Mertz. Again, I am pretty thoroughly convinced 
that Maccaferri gave his concert debut on a 9-
course harp guitar, and never looked back, playing 
a succession of new harp guitars of his own design 
throughout his several-year concert career. 

Note: Like most Europeans, Maccaferri never referred to his instruments as "harp guitars."  According to Monteleone, he referred to them 
as lyra-guitars (after Mozzani) or "guitars with bass strings."  In his interviews, he just calls them "9-string guitars." 

Are there any surviving Maccaferri recordings, and is he playing 
6-string or harp guitar on them? Yes! Maccaferri recorded 8

sides (selections) for Columbia in 1929, at the height of
his performing career. The pieces are listed below, along 

with one of the rare 78's (from Charle's book). 

In 2005, ever-alert Maccaferri fan Michael Simmons 
pointed me to Djangobooks.com, where owner 
Michael Horowitz had posted MP3s of two of these 
rare records. There, you can listen to the Bach and 
Granados pieces. As I had fervently hoped, both 

performances were played on an obvious 9-course 
harp guitar, as the low B and D are clearly heard! 

https://www.djangobooks.com/blog/mario_maccaferri_plays_classical_guitar/
https://www.djangobooks.com/blog/mario_maccaferri_plays_classical_guitar/
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Regardless of the exact provenance of his harp 
guitars, it is clear that Maccaferri never fully 
abandoned his lutherie experiments throughout 
his many years of concert tours. Ultimately, his 
restless design innovations led to his relationship 
with the Selmer Company, and in 1931 he 
relocated to Paris to head the new guitar making 
facility. Here I would strongly suggest a short 
detour in our story to take time out to read The 
Story of Selmer Maccaferri Guitars by François 
Charle (I’ll explore the Selmer harp guitars in detail 
below, but not the Company’s story). In the 
meantime, suffice it to say that these guitars soon 
became legendary (ironically, the steel string 

versions, not Maccaferri’s preferred gut-strung models) – due in most part to being in the hands of the 
equally legendary Django Reinhardt. Also important to note is that Maccaferri left Selmer after only two 
years over a contract clause – leaving his guitar designs behind. 

End of a Brilliant Career… 

About halfway through this brief period with Selmer, Maccaferri continued with his other passion, 
resuming his concert tours of Europe.  Tragically, we can never know what might have become of his still-
growing reputation, the classical guitar music world, or, indeed, of harp guitars as accepted classical 
instruments.  In the summer of 1933, he fractured his right hand in a freak swimming accident, bringing 
his career as a concert classical guitarist to a premature end.  After six months of recuperation, he was 
unable to play with the same dexterity, but cleverly found a way to continue performing still.  As he knew 
his playing was not up to his former standards, Maccaferri performed wearing a mask, billing himself as 
“The Unknown Guitarist.”  Throughout 1934 he played smaller clubs and Parisian cafes with this act – an 
innovative end to a very creative musical career. 
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…but Start of Another: Plastics! 

In 1935, his performances came to a permanent 
end when he hit upon yet another ingenious 
idea: plastic reeds for saxophones and other 
woodwind instruments. Clearly not one to look 
back, but always forward, Mario Maccaferri took 
a strange detour which led, for the next several 
decades, to the world of plastics. This topic is 
outside the scope of my own article, but I would 
send readers to Michael Wright’s book Guitar 
Stories Volume Two or Jeremy Tubbs’ detailed 
thesis. (I love the story of how Maccaferri sold 
the idea of his plastic ukulele by pulling one out 
of a live fish tank and – in tune – playing it!) 

Maccaferri began this phase of his career first 
with a hugely successful reed business, followed 
by clothespins, bathroom tile, cassette tape 
housings, and of course, musical instruments, 
beginning with guitars. By this time, he had 
transplanted to New York, and while America did 
not exactly embrace the inexpensive plastic 
guitars, they did go crazy for his plastic ukuleles, 
which sold in the millions. Surprisingly, the 
guitars are said to sound pretty darn good, 
considering the materials and cost 
involved. Less successful were the plastic violins, Maccaferri’s last invention in 1989. 

Nevertheless, Maccaferri became so prosperous that, according to John Monteleone, he was not only 
able to take his family on trips to Italy from time to time, he would ship his huge New York Cadillac over 
for the trips. John laughed as he described how Maccaferri would have to back up and forward about 
four times just to turn a corner on the narrow Italian streets! Monteleone thinks that the 1980s were a 
"second childhood" for Maccaferri - when he went back to creating new experimental guitars. After 
faithfully building one such wooden instrument from Maccaferri's blueprints, Monteleone was asked the 
very day after delivery to come to Maccaferri's and "bring your tools." Though thrilled with John's results, 
Mario was still not satisfied. Like a kid in a candy store, he and John took the saber saw to the back of 
the brand-new guitar and "tore into it".... 

On April 16, 1993, Mario Maccaferri passed away, at the age of 92. All in all, an amazing career, though I 
have one regret…if only he had made a plastic Maccaferri harp guitar! 
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Mario Maccaferri Timeline 

1900  Born in Cento 
1911  Begins apprenticeship with Mozzani (both in lutherie and as a guitar student) 

1916 or 1918  Enrolls in the Sienna Academy of Music 

1917-1918  1 year in the army (Maccaferri stated 1915, others say 1917; however, 18 was the 
normal age to begin service) 

1922  His last year as a Mozzani employee. Graduates from the Academy (?) 
1923  Opens his own shop in Cento 

1923-1927  Tours Italy, Switzerland, France & Germany (and likely elsewhere) as concert 
guitarist 

1926  Receives “professorship” from Sienna Academy (possibly his sole graduation?) 
1926-1927  Receives 3 Gold Medals for his violins 

1927 
 Moves to Paris, working in uncle’s accordion business 
 Catalog of Maccaferri instrument line (Cento shop) 

1928 
 Moves to London (he may have moved there in 1929) 
 Tours continue in Austria, Yugoslavia & Germany (and likely elsewhere) 

1929  Records 8 sides for Columbia in Paris 
1931  Meets with Selmer in London, moves to Paris to head new guitar production facility 
1932  Production undergoing, resumes touring in Europe 

1933 
 Severs relationship with Selmer 
 Fractures wrist and recovers for 6 months. 

1934  Begins smaller club appearances as “the unknown guitarist” 
1935  Starts new plastic reed business. 

1936-1939  Moves to New York (he appears to have first gone over in 1936, then was back and 
forth until his permanent move due to the war) 

1951  Returns to Italy to purchase 5 Mozzani harp guitars 
1950-1960s  Develops plastic guitars and ukuleles 

1979  Befriends John Monteleone and works on new projects 
1989/1990  Develops plastic violin 

1993  Passes away 

We continue now with a full examination of Mario Maccaferri’s harp guitars. 



15 

Introduction to the Models 
Before Django picked up his first Selmer, before Mario Maccaferri even 
considered making steel-string guitars – let alone inadvertently creating 
the seminal Gypsy jazz guitar – there were the Maccaferri gut-strung  
"concert" guitars. 

As Maccaferri himself was a renowned 
classical guitarist, touring Europe periodically 
from 1923 until the early 1930s, naturally his 
instruments were exclusively gut and silk 
strung. However, these were not standard 
six-string "Spanish style" guitars, but for the 
most part, an array of harp guitars of 
Maccaferri's own design. Indeed, there seem 
to be many more surviving photos of 
Maccaferri with a harp guitar than a standard 
six-string. This unique instrument choice was 
the direct result of Maccaferri's long tenure 
with Luigi Mozzani, of Cento, Italy, who 
specialized in harp guitars, including some of 
the most distinctive designs ever 
imagined. Just as Mozzani focused on 
creating and building harp guitars with extra 
bass strings and utilizing these same 
instruments for his performances, so too did 
many of his students, especially his prize 
pupil Mario Maccaferri. 

Mozzani's chitarra-lyras were most 
commonly 9-course instruments with 3 sub-

bass strings. Maccaferri, who began his apprenticeship with Mozzani in 1911 (at age 11), was involved 
directly in the construction of these instruments, and so learned all of their intimate details. Within a 
dozen years he had created his own harp guitars based on Mozzani's single arm designs, though 
sufficiently different to be uniquely his own. By all accounts, Maccaferri's goal in developing these 
instruments was (like Mozzani) to create a louder and better-toned concert instrument. Visually, I would 
describe them as being more "modern-looking" than Mozzani’s. Tonally (being fortunate enough to own 
both Mozzani and Maccaferri harp guitars), I would say they are very similar, sounding quite lovely, with 
great bass response. Surprisingly, however, neither projects as well as a typical modern classical guitar, 
not even Maccaferri’s incredibly elaborate double-Brazilian rosewood-walled, double-soundboard, 
clamshell projector experimental harp guitar. 
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One wonders what Mozzani thought of his apprentice's efforts, or if any of his own construction 
techniques or designs were in turn influenced by his much younger disciple. In 1923, Maccaferri set up 
his own shop in Cento, where he “advertised himself as a maker of all fretted instruments, offering nine 
different guitar models, seven various mandolins, as well as violins and cellos” (Wright). By 1926, the 
instruments of both master and his "best pupil" were featured side by side in a distributor's catalog 
(Valeriano Rovinazzi of Bologna). Mozzani appears to have been comfortable with this, and likely quite 
proud, as he apparently kept Maccaferri on in his own workshop until 1928 in a supervisory capacity in 
the bowed instrument department (Maccaferri was also a fine violin maker).  

While the 1926 catalog shows only a drawing of the main new Maccaferri harp guitar (with descriptions 
of the others), Maccaferri's own c.1927 catalog contains valuable photos of these four new harp guitar 
models. (See the Appendix for full catalog pages.) Recently, surviving examples of two of the ultra-rare 
catalog styles have surfaced. 

Besides the catalog models, there are additional photographs of Maccaferri (and one additional famous 
player) with other curious models. These show four additional Maccaferri harp guitar variants that differ 
slightly-to-significantly both from the early catalog models and the final Selmer models. All of these 
instruments appear to have been created in the short years between his 1923 shop opening and the 
1931 start of the brief Selmer period. Amazingly, all this while, Maccaferri was periodically relocating 
(Cento, Paris and London), concertizing throughout Europe, and recording. How could he have been so 
prolific?! 

It is our efforts to sequentially date these rare "interim" harp guitars that remains fascinating, if 
frustrating. Pictured below are all the different types of Maccaferri harp guitars that I am aware of. Most 
are one of a kind, and some are known only from a cryptic photograph. The lineup below shows all of 
them in order of possible chronology – but also in what I (personally) imagine as a reasonable 
"progression" from a design standpoint. The following chapters provide further details and conjecture 
on each instrument or "type." Caption dates come from various sources, and some may be 
approximations or errors. Many are dates attributed to the photos in which the harp guitars appear (if 
accurate, thus being the latest that the pictured instrument could have been built, with no clear idea as 
to how much earlier). For the sake of discussion, I have labelled these harp guitars “Type 1,” “Type 2,” 
etc., in order of presentation (which, again, may or may not reflect the true timeline).  
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The four undocumented instruments (Type 1, 4, 5 & 6) are the most intriguing, as there doesn’t seem to 
be any definitive way to date them, or to deduce their order of appearance. I found myself being 
influenced by the shape of the soundholes and headstocks (which admittedly may or may not have 
anything to do with the actual sequence). 

Headstock comparison of the above models 
(Type 4 not shown as headstock is out of frame)

As you browse through all of Maccaferri’s harp guitars, also keep an eye out for replaced bridges and/or 
saddles, which were nearly always originally configured with Maccaferri’s three individual slanted 
saddles – a feature he borrowed from Mozzani. I once thought the configuration and count of frets might 
be a timeline/evolution clue. I no longer think so – though the fret configuration remains interesting – 
and so include this chart before we begin our look at the models or “types” (Photo credits are at end): 

Harp Guitar 
Type 

Total Frets Last Full 
Fret Comments 

1 (Maccaferri's) 24 20 

It would have been natural for Maccaferri to adopt the 
common 24-fret feature of Mozzani's typical harp guitars. He 
was building and playing them even as he created his first 
personal designs. 

1 (Extant) 20 (modified) 20 The top and soundhole photos show the extension removed – 
cut off at the 20th fret, leaving a gap in the soundhole wood. 

Practice HG 24 24 The only full-width (across all strings) 24-fret Maccaferri. 
2a (all) 20 20 Perhaps Maccaferri chose to use only 20 frets for all his 

catalog "production" instruments for a perceived target 
audience? 

2b (all) 20 20 
3 20 
4 24 22 Though there are the same 24 frets for the high strings, it's 

interesting that the last full fret appears at a different location 
in each of these three experimental harp guitars. 

5 24 21 
6 24 20 

7 (Maccaferri's) 21 20 Presumably had no original extension. 
7 (#275) 21 20 Original extension broken off? 

7 (all others) 24 20 
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The Models (“Types”) 
Harp Guitar Type 1 

This ultra-rare specimen turned up in 2012 and matches a model played by Maccaferri in a similarly 
rare photograph. It is very similar to the next type shown (the production model), but has a host of 
subtle to significant differences. While the production model is now known to have appeared in 1923, 
with continual catalog offerings for a few years, this instrument – so far, the only surviving one of its 
kind – is stamped but undated, with clues that point to both earlier and later than the 1923 eventual 
production model. The shape of the hollow arm and classic, ahead-of-its-time cutaway body are 
virtually identical to the Type 2 production instrument. 
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The instrument was first observed in this wonderful photo of Maccaferri, demonstrating his impressive 
reach (many guitarists pose like this, and Maccaferri was a real showoff about it). The photo is undated, 
but Maccaferri looks closer to thirty than his early twenties (born in 1900, Maccaferri’s age goes hand in 
hand with the year). Yet I’m proposing that he built it just prior to his 1923 instruments. If so, then the 
image simply means he hung onto the guitar and chose to be photographed with it some years later. On 
the other hand, the photo could be the strongest evidence of a much later build date. 

The two instruments are virtually identical, but appear to be different examples of this model, as clear 
differences can be observed in the subtle shape of the decorative head connecting pieces when 
examined above side by side. To me, this feature is the best case for weighing this as Maccaferri’s first 
experimental harp guitar. Considering the simplicity and fragility of the joining piece, it is in great shape. 
But why is it there at all? It seems to serve no structural purpose whatsoever, and – like his later Selmer 
– the upper tip of the “joining illusion” does not even connect with the main headstock! Note below how
the decorative silhouette piece (damaged on the left) scarfs into the arm but doesn’t touch the head,
maintaining a perfect, if fragile, illusion. As in all of his harp guitars, the area containing the sub-bass
tuners and “button nuts” appears to be a separately inserted piece.
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I don’t see any hidden 
screws that might allow 
for neck adjustments at 
the horizontal neck 
support of the arm. 

(Next page) The other 
end of the neck does 
have adjustment bolts 
like the Mozzani: three, 
for angle and twist. The 
somewhat crude cut-
out for this system 
seems again to indicate 
an earlier experiment. 
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Left: I believe this is the same instrument in a photo 
of Maccaferri demonstrating his technique (with 
metal thumbpick). 

His instrument has an extension for 24 frets, which 
the extant specimen surely had as well. It has been 

cleanly chopped off below the 20th fret, leaving a gap in the soundhole. 

Maccaferri’s bridge appears a bit odd. Where is the classical-style tie rail that appears in the surviving 
specimen? The bridge of both instruments contains three separate bone saddles, a simple intonation-
adjusting trick Maccaferri copied from Mozzani. The slant of the open sub-basses is of course irrelevant 
to pitch or tone. Whereas Mozzani used bridge pins for his harp guitars (with the gut and overspun string 
ends tied in a knot) – and Maccaferri would duplicate that on his 1923-c.1927 catalog guitars – he did 
not do that here, instead using a tie rail. This clue forces us to consider whether this instrument might 
have actually been built much later – or has a later replaced bridge. 

The back is heavily domed and is 
continuous to the very top of the bass 
tuner section, as are the sides. 
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Whether or not this instrument is the first harp 
guitar type Maccaferri built or not, it’s 
interesting to note the soundhole on the harp 
arm – it’s very Mozzani-inspired. 

Mozzani also eventually switched to using a 
mahogany or stained wood for the front of his 
contrasting arm. But did he get that idea from his 
student? Maccaferri’s may be an ebony veneer 
to match his other head components. 

I don’t recognize the tuners (I’m sure someone 
will), but they look like a purchased set of 
something easily available. 
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All in all, this instrument has the vibe 
of an earlier experiment to me.  

We’ll soon compare this with the 
very similar catalog production 
instrument, where changes will 
include Maccaferri’s stamp on the 
soundboard, the more elaborate 
carved headstock “sculpture,” a 
cleaner system of hiding the 
adjustment bolts, the omission of the 
arm soundhole, limiting of the frets 
to 20, and bridge pins instead of the 
tie block seen here. 
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Practice Harp Guitar 

This stunning photograph 
from www.chitarrainitalia.it 
shows a young Maccaferri 
with an extremely cool, 
portable "practice harp 
guitar" with 3 sub-basses 
that he undoubtedly made 
for himself.  

Note the add-on that gives 
the profile of the body for 
his right arm, while a 
support fits against his 
waist.  

http://www.chitarrainitalia.it/
http://www.chitarrainitalia.it/
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Harp Guitar Type 2a 

 5 views of Maccaferri harp guitar Type 2, 9-string version, taken from the three photographs below and the 1926 and c.1927 catalogs. 

This Type – made in three 
configurations – represents 
to me Maccaferri’s first fully-
realized harp guitar design, 
and is by far my favorite. 
Appearing as an illustration 
(right) then photographed in 
the two extant catalogs, we 
only knew at first that it was 
a production model from at 
least 1926 through 1927. 

One who knew it was actually 
introduced in 1923 was the 
late Alessandro Maccaferri, nephew of Mario 
Maccaferri, who owned the instrument shown here, 
kindly shared with me in 2017 (via mutual friend 
Giulio Sangirardi Bortolotti. It was Alessandro who 
published the Maccaferri booklet by Giovanni 
Intelisano, and Giulio who translated it with his 
lutherie partner Giulia Cavicchi). 
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Previous page: The 1926 Rovinazzi catalog and Maccaferri’s c.1927 catalog use the same image of 
Professor Mario Maccaferri playing his 9-string production model. 

Additional photographs of 
Maccaferri with this same model. 
The second player on the right was 
listed as “Mateuzzei,” one of his 
pupils. 

The lower left photo was inscribed 
in 1929, but the instrument could 
have been built as early as 1923.  

The lower right image is from 
Maccaferri’s entry in the 1929 
Columbia Records catalog. While 
clearly a similar 9-string, note that 
it has no signature in the top.

Below: Italian 
guitarist Federico 
Galimberti 
played both a 
dual-arm 
Mozzani harp 
guitar and this 
Maccaferri Type 
2a, seen in a 
record catalog. 
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With Alessandro’s surviving specimen, we 
can now fully appreciate the beautiful details 
of the three-dimensional bass extension, a 
gorgeous and wonderful, (and functionally, 
completely unnecessary) carved affair. 

Note the inset screws attaching the neck to the arm’s 
extension. These presumably allowed a small range of 
torqueing of the neck twist and were likely covered with 
black caps. 

Again, we see the three separate bone saddles for intonation, but now Maccaferri uses bridge pics as his 
mentor Mozzani always did. Note how Maccaferri chose to center the bridge on the top with the neck, 
even though the nine strings are placed off center to the left. 
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And now we see that there are no holes in the lovely back for neck adjustment bolts. Maccaferri chose 
to place them just above the 18th fret, and presumably, they are also adjustable. This 1923 instrument 
then uses a four-bolt neck system rather than Mozzani’s six. 

Note that the arm is much slenderer than the Type 1 above and has no soundhole, and that the 
instrument has 20 frets rather than his personal preference for 24 on a fretboard extension. All of these 
features – all but that elaborately carved headstock joint – indicate that Maccaferri may have been 
streamlining his just slightly for his prospective customers.  
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Similarly, his signature stamp on the top 
was meant for his customers, perhaps to 
clearly differentiate them from Mozzani’s. 
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Harp Guitar Type 2b 

The 11-string Type 2 harp guitar was described as being for accompaniment, as three or four floating 
basses was deemed the right amount by both Mozzani and Maccaferri. The first extant specimen 
appeared in 2008 in the updated Mozzani book by Intelisano and Frignani (the instrument belonging to 
Lorenzo Frignani). It also has a 1923 label with “year 1, n.6,” and, while nearly identical to the catalog 
specimen has a lower cutaway that hits the neck below the unmarked 17th fret rather than above it. You 
can make out the same two screws that attach to the neck block for adjustment. It also appears to have 
a more delicate head carving. 
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The tuning continues the 9-string's descending D-C-B with A and G (written as GABCD / EADGBE left-to-
right or low-to-high). The extra two strings necessitate a lengthier bass headstock, while retaining a 
similar three-dimensional carved joining piece. I just love how Maccaferri curved the flare to the left on 
the 9-string and to the right on the 11-string. The rare Type 2b photograph below is also just curving to 
the right, but note its extremely delicate carving (along with overall different arm/bass head shape)! This 
image is from the 1979 Clinton magazine interview with photographs undoubtedly supplied by 
Maccaferri himself. If the instrument above was built in 1923, when was the one below built?! And where 
is this specimen now? 
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There are now three 
surviving examples of the 
Type 2b now known. Two 
(both owned by Lorenzo 
Frignani) are shown here 
side-by-side. The second 
looks identical, with the 
same lower cutaway and 
missing 17th dot marker, but 
is missing the stamp on the 
top and has no label. The 
backs are subtly different 
with beautiful woods. The 
third specimen is owned by 
Giovanni Intelisano. 
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Harp Guitar Type 2c 

This fascinating 11-string instrument looks identical to the "standard" model 
above - until it is seen in perspective (below), which shows that it is a giant-
sized version! Maccaferri dubs it a "chitarrone" (not to be confused with the 
much earlier lute of the same name), but it is really a 9-course quinta 
bassa. This quint-bass is tuned to the same relative intervals as the standard 
9-string harp guitar, except that everything is tuned down a fifth. This yields a
high string of A, and a lowest sub-bass pitch of E, an octave below a standard
guitar's low string! The very few other quint bass harp guitars known have just
one floating string (see Heinrich Albert & the World's First Harp Guitar
Quartet). What a truly awe-inspiring instrument this must have been!

Here are the three "Type 2" models shown to scale as presented in 
Maccaferri’s own catalog: Quint-bass, 11-course, 9-course. The scale length 
appears to be an inch or so longer on the 11-string, and a few inches longer 
on the quint. 
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Let’s now turn to the two catalogs and examine the listings for these three models. 

1926 Rovinazzi Catalog Entries 

The 1926 Rovinazzi catalog 
includes both German and Italian 
descriptions of the three 
instruments, though they take 
some deciphering.  Original 
prices are given in lira ("L"). 

N. 1 is the quint-bass; a "contra-
guitar for accompaniment" is
how they chose to translate
"Chitarrone mezza-lira" into
German. Incidentally, the term
“mezza-lira” – meaning “half-
lyre” – was introduced by
Mozzani for his single-arm harp
guitar designs. (I’ve stated many
times how I find calling it a “half-
lyre” is an oxymoron, akin to
calling myself a “two-legged
quadruped.”) This entry
mentions the adjustable neck
and ebony fingerboard, while the
Italian entry lists a "carved
bottom" (convex back). The
overall dimensions are 1.14 m
(44.9") tall and .45 m (17.7")
wide.

N. 2 is the 11-string (5 sub-basses), which measures .98 x .42 m (38.6" x 16.5").

N. 3 is the 9-string "for the soloist," measuring .96 x .41 m (37.8" x 16.1").

The Italian entry mixes up the last two – the handwritten "5" should have been done on the above entry 
– the larger instrument selling for an extra 30 lira.
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c. 1927 Maccaferri Catalog Entries

N. 1: Maccaferri's own catalog again uses the name "Chitarrone" and identifies it as a "quinta
bassa." He also supplies the tuning: the neck is tuned a fifth below standard (lowest string is A), with
the 3 sub-basses descending G-F-E.

N. 2 and N. 3 are the hollow arm 11- and 9-string harp guitars. It is interesting that although they are
listed as having 24 frets – with the corresponding high E notated on the staff – the actual specimens
shown in the catalog only have 20 frets. So do the extant instruments and the specimens seen in the
photos of Maccaferri. It seems strange that he had been playing his mentor Mozzani's instruments with
24 frets, yet did not incorporate this feature for his own first instruments – despite the claims in his own
catalog!

N. 5, a "common form" 9-string that sold for considerably less, is clearly the theorboed model shown
next (Type 3).
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Harp Guitar Type 3 

Nothing is known of the 9-course theorbo-
style Maccaferri harp guitar, except for this 
single image in the c.1927 catalog.   

It has the same 20 frets (or is there an 
extra one?) and is distinctive in that it is 
the only Maccaferri harp guitar known 
without a cutaway!  

The unsupported, carved extension was 
undoubtedly wonderful looking, if similarly 
fragile! 
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Harp Guitar Type 4 

As discussed in my 2007 Harp Guitar of the 
Month, this one is a mystery!  It is known only 
from these two cryptic photos of a young Julian 
Bream taken in 1947. Agonizingly, in neither 
photo do we get enough details. François 
Charle agrees that this was made sometime 
between Maccaferri’s Mozzani period and his 
Selmer period – beyond that we have no 
idea. It was obtained from Selmer's London 
office as allegedly "Maccaferri's personal 
performance instrument" (aren’t they all?). It 
is now known to have had "two soundboards, 
a tone reflector," and a "beautifully carved back.” This puts in the same period and category as our next 
type – pre-Selmer harp guitars when Maccaferri had begun experimenting with resonator baffles, extra 
soundboards and more. Of special note with this type is the large oval soundhole. Also note that from 
here on out Maccaferri has switched back to standard classical guitar tie bridges. 

I highly recommend reading my separate article, and then the entire fascinating story of Bream’s history 
with this instrument – specifically the feud between his father and a very vocal member of London’s 
Philharmonic Society of Guitarists – in Stuart Button’s book Julian Bream: The Foundations of a Musical 
Career. 

It still boggles my mind that a one-of-a-kind Maccaferri harp guitar once owned by Julian Bream has 
disappeared from the face of the earth! 
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Harp Guitar Type 5 

Our next “interim” Maccaferri model is incredible 
(I own it, so should know), and once again, we 
can’t say exactly when it was built, A reasonable 
“c.1928” or c.1933 are both possibilities (see 
“Mystery Maccaferris” below).  

It is distinctive in every way – from its “squashed 
egg shape” (as luthier Fred Carlson described it), 
to the unusual upper treble bout cutaway, to the 
complex headstocks, to the rosewood back and 
sides (two sets – one outside, one inside!), to the 
four, rather than three, sub-bass strings, and to 
the Mozzani-style 6-point neck adjustment 
system. Not to mention what could very well be 
the first appearance of the famous “D” soundhole 
– through which can be seen the second, internal
spruce soundboard and “floating” clamshell
resonator.

If any historical instrument begged to be 
disassembled and analyzed, it is this one. 

And so, we did! 
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The instrument had been 
originally restored by Marco 
Roccia (1902-1987).   Now, 
in order to address a few 
new cracks inside, I gave the 
go ahead for my restorer, 
Bill Fiorella of Littleflower 
Guitarworks, to remove the 
back and have another go. I 
was anxious to study what 
was obviously an early 
experiment for the famous 
Selmer patented internal 
reflector. 

Indeed, what we discovered 
was another guitar inside! It 
was just flipped upside 
down. Here you can see a 
second spruce soundboard 
that is attached to its own 
Brazilian rosewood sides. This 
inner soundbox is affixed to 
the outer soundboard, which 
acts at the “back” for the 

inner chamber. This inner body is separated from the outer body by a gap of a half inch or so around its 
perimeter and from the true back, which is hot bent, Mozzani-style, with a significant dome. The spruce 
half-clamshell “resonator” or “tone reflector” (really an air flow baffle) is glued to the back, positioned 
to protrude through the inner soundboard’s cutout without touching it and stop just before touching the 
outer soundboard. 
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In the corner of the inner 
body’s sidewall, there is a long 
narrow slot, providing a 
deliberate airway from this 
chamber to the arm cavity, 
which has its own front 
soundhole. Did Maccaferri 
imagine himself as some sort of 
mad scientist of airflow 
dynamics?!  

Sadly, the end result of all this 
time-consuming experimenting 
and logistics is that the 
instrument is no louder to the 
player or audience than any 
garden variety 6-string classical 
guitar. 

Towards the bottom of this 
photo, you see part of the 
rosewood back remaining. 
Maccaferri did a straight seam 
here, perhaps because he 
didn’t have a long enough 
piece. We can now see the 
inside of the painted arm, 
which looks like more Brazilian 
rosewood. 

Note how in the previous photo 
that Maccaferri chose to stain 
the inside of the rosewood back 
black where it would be seen 
through the crescent soundhole. Rather than use the arm soundhole as a design element, as Mozzani 
famously did, his student must have liked the idea of hiding it with his black-on-black illusion. 

The three holes in the thin neck block are for accessing the adjustment bolts for the neck. The neck itself 
is much like Mozzani’s – wide, flat and thin, and amazingly comfortable to play. 

Still curious about the design and construction of this instrument, I took it to our 9th Harp Guitar 
Gathering in Connecticut, where John Thomas set up another of his famous guitar X-ray sessions at his 
Quinnipiac University’s Department of Diagnostic Imaging – this time for giant harp guitars! 
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Remember: anything that appears white is metal, 
other wood elements are colored depending on 
their thickness.  

The six wood screws that are hidden under ebony 
buttons that attach the heads to the horizontal 
supports coming off the bass arm can be clearly 
seen. I believe the three screws that form a long 
vertical triangle on the 6-string head (which is 
separate from the bass head) act like Mozzani’s 
3-bolt system, where the top screw would adjust 
overall neck angle and the bottom two would 
adjust bass & treble twist.

The additional plates around the bone nut remain 
a mystery, as do the two little screws pointed up. 

In the side view, an additional short screw is seen 
coming in from the back; I can’t figure out its 
location or purpose either! 
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And then, there’s this mess. Remember how the access holes are placed a near-45-degree angle, the side 
view shows the screws that must come from both directions to lock these down while allowing for neck 
movement through all three holes. Mozzani’s system seen in the diagram from his harp guitar booklet 
seems cleaner, but Maccaferri may be using the same simple engineering. 
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And finally, the body within the body… 
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Originally, the model was known from the Maccaferri photograph 
shown, which François Charle dates to the late 1920s (or could it be 
1933? See “Mystery Maccaferris below). The extant specimen has a 
fascinating story, shared by James Westbrook, employed as a guitar 
expert by Bonhams at the time. It was one of three harp guitars owned 
by Maccaferri’s great friend, plectrum guitarist Louis Gallo, consigned 
to Bonhams of London in the late 1990s. The late collector Scott 
Chinery won the auction, but never collected his lots, and his 
instruments were then relisted in the following auction. This was then 
purchased by occasional guitar dealer Steve Stine who subsequently 
flipped it to California collector Jim Forderer. I eventually acquired it 
from Jim in 2010 (sadly, Jim passed away in 2016). 

The photo below shows the instrument in the Bonhams catalog, 
complete with added inappropriate Selmer tailpiece. The next images 
show the instrument restored to its original configuration after the Bonhams auction. (This configuration 
will be discussed once more under Mystery Maccaferris…just in case we are all wrong!) 

The Bonhams catalog stated that "the vendor purchased this instrument from Maccaferri in New York, 
who told him it was made by Mozzani”(!) Presumably the manufacture date of 1928 was provided by the 
consignor also – whether as true provenance, or a casual guess, we may never know. The first statement 
sounds reasonable, and added weight to the original assumption that it was the exact same instrument 
played by Maccaferri in the photo (discussed further below). All agree that the second claim is highly 
unlikely, and that it is, in fact, a pre-Selmer Maccaferri. 

Nevertheless, I think it is worth paying closer attention to the alleged 
Mozzani provenance, especially as the consignor was quite likely familiar 
with its story from owner Louis Gallo. We all concur that it was made 
sometime in the late 1920s between Maccaferri’s Mozzani period and his 
Selmer period – but when exactly? While to my eye, it appears to be a later 
design, there is simply no way to know when and where it came from. 
Maccaferri set up his own shop in 1923 in Cento, home of Mozzani's 
workshop/school, and the assumption is that this shop was elsewhere in 
the small town of Cento (Maccaferri himself implied in 1986 that it was a 
totally separate “little shop” in Cento, “where Mozzani was also.” I wonder 
just how close it may have been (I still entertain thoughts about whether 
Maccaferri simply rented space in the extensive Mozzani school/ 
workshop building). It is also said that Maccaferri stayed on with Mozzani 
until 1928 in the bowed stringed department. So, why couldn’t Mozzani 
have been involved? If not building, then co-designing. If not designing, 
then coaching. As I question above, could Mozzani’s shop have been 
utilized? It would thus have been built “at” Mozzani’s – not that far off 
from the owner’s “made by Mozzani” statement made some seventy years 
later.  



46 



47 

Originally, everyone assumed that there was just one of these guitars made, and that the extant specimen 
which surfaced in 1990 was, in fact, the very instrument Maccaferri is seen with in his late 1920s photo. In 
fact, I went so far as to duplicate as closely as I could Maccaferri’s pose with it to compare (including my 
faux-Italian suit). Certainly, the instrument is very unusual and distinctive, another personal experiment 
of Maccaferri's. And yet there are obvious discrepancies between the two. But can we explain them 
away? Possibly. Let’s take a look. 

Let’s start with the head. You can see that mine extends and contains the screw cover plugs. Maccaferri’s 
runs straight across with nothing there – which is certainly possible, but not logical for him. I am now 
considering a scenario where a darkroom technician matted or brushed out that area that almost seems 
to fade away into nothing. Perhaps because there was some visual artifact in the background they needed 
to get rid of? Perhaps examining the original would yield a better answer; to me, it’s not impossible. 
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A second and better possibility for the head question is that mine shows signs of extensive rework; in 
any event, something strange has taken place. The X-rays can’t help us here, so let’s look at my photos, 
while considering these observations. (I literally couldn’t see some of this in person, but had to carefully 
photograph, then magnify and apply various Photoshop filters to accentuate these features.) 

I conjecture that we are looking at a "period" modification of the original late-'twenties photographed 
instrument by Maccaferri himself – i.e.: soon after it was built, with the same wood, stain, materials, etc. 
I was told by John Monteleone that Maccaferri was known to be an excellent engineer, designer and 
machinist, and was thus able to create any required custom hardware for his inventions. Here, I think he 
may have decided to install (or re-do, if there originally were any) adjustment points to the headstock 
area. Or perhaps the area was damaged – there is at least one crack in the fragile lattice-like structure. I 
have drawn in red where I think the seam of a new, extended facing piece may have been inserted. It's 
not completely obvious as it was impossible in person to see the vertical seams in any lighting, and using 
the photos, blown up, contrasted and sharpened, one has to sort of imagine some of them.  A few are 
obvious, and if these are not what I propose, then they make no sense whatsoever!  Perhaps others are 
near invisible from the sanding and finishing and ultimate age of the piece – I cannot say. 

The red lines represent my proposed seams of new scarfed-in overlays. Next is the same image shown 
without my lines and highly contrasted. 
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Other angles: 
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Are there any other discrepancies? Possibly. I chalk up the different “shape” of Maccaferri’s bridge to 
light glare on the right side, so discount that (and of course, bridges are easily replaced, but I don’t think 
this one was). The bottom bone “button nut” for the first sub-bass string does not appear to be in the 
same position (but again, could have been re-worked?). Finally, what we see through Maccaferri’s 
soundhole does not seem to emulate what mine has. Here’s how the clamshell protrudes through the 
wide, skinny D-shaped hole in the inner soundboard, seen from both sides: 

You can see the two corners of the clamshell at these angles; the top edge of it is hidden above, behind 
the fretboard. What’s slightly confusing here is that Maccaferri has a very thin tall brace on the “audience 
side” of the inner soundboard, and it is angled rather than running along the edge of the inner D-hole. 
Thus, the view from straight on through the soundhole yields this below. True, Maccaferri’s instrument 
may be at a different angle, yet has a line though that inner shadow that is odd in any scenario. Votes? 
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Harp Guitar Type 6 

A single photograph of this fascinating 
instrument was discovered in February, 2008 
within the personal file cabinets of Mario 
Maccaferri. Special thanks to the Maccaferri 
family and researcher Jeremy Tubbs for 
sharing this important find with us. 

There are several interesting features so it is 
hard to know where to begin! It appears to be 
a smaller body instrument with a more 
traditional classical-style shape and round 
soundhole, albeit with the Maccaferri 
cutaway. Note the strange protrusion on the 
cutaway – a subtle extension serving as a leg 
rest? The extra section attached to the upper 
bass bout and neck appears to be an 
additional small resonating chamber 
complete with a tiny sound hole! It has 
Maccaferri's preferred 24 frets for the high 
strings. The headstock affair is yet another 
hand-carved, hand-machined Maccaferri 
design. Most interesting is the stringing 
configuration of seven strings on the neck, 
with three sub-basses. This is an intriguing 
find that relates to the main topic I explore 
below in "Undiscovered Maccaferri Harp 
Guitars." Perhaps most curious of all is that 
this instrument bears a Selmer label inside! 
What could explain that? Was it a custom 
Selmer order, which Maccaferri uniquely 
accomplished? An un-produced Selmer 
prototype? Or yet another personal 
instrument that Maccaferri built for himself, 
with a Selmer label inside for some unknown 
reason (required by his contract?)? 

Dating this one is a little easier, as we can 
assume it was built within the 1932-1933 
timeframe of Maccaferri's Selmer 
relationship.
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v 
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Harp Guitar Type 7 

We finally reach the last of our Maccaferri harp guitar 
types: the famed Selmer Concert Harpe model. The 
“concert” designation refers to it being a nylon string 
classical guitar. There are currently four known extant 
instruments out of at least five sequential serial 
numbers. I suspect all were originally identical 
production instruments. The Selmer harp guitar seen in 
photos of Maccaferri may represent an additional 
specimen – perhaps a prototype. Or is it #275 discussed 
below? It depends on what we can resolve from photos 
and the specimen.  

The Selmer harp guitars are well illustrated and 
described in Francois Charle’s wonderful book. Key 
elements are the D-shaped soundhole and the internal 
resonating chamber – virtually the same idea (but a vast 
improvement on) the Type 5 experiment seen above. 

Upon the start of his deal with Selmer in France, 
Maccaferri (then in London) decided to patent this latest 
version of his internal resonator. The English patent was 
filed on April 9, 1931 but not granted until July 11, 1932. 
This number – 373,333 – appears on the headstock of 
all four specimens. He later also filed in France and the 
U.S., the latter copying the illustration from the first
patent:
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The side view diagram is particularly illuminating, as it shows how the smaller inner soundbox – energized 
by the strings via the bridge – is tasked with producing essentially all the tone and volume, directing it 
out the large D-shaped soundhole. The air cavity behind it may contribute something, but as Maccaferri 
explained, the original purpose of this design was to isolate the guitar’s “body” from the back, which is 
dampened by the player cradling it (others experimented with adding additional isolated “floating backs” 
for this same reason). The inner body is not as small as drawn with the dotted line; it actually fills the 
entire outer body, glued in tight with a couple of small blocks. The baffle similarly fills the entire width of 
the waist and is glued directly to the side walls. The exact same configuration is used for the harp guitars, 
as will be seen below.  

These partial views of original 
and reproduction Selmers from 
Charle’s book show the concept 
nicely: 
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Maccaferri’s various fragile carved head designs were here simplified into one that was again intended 
to give the visual illusion of a continuous piece of architecture, but, as before, the head and neck float 
separately on the harp frame. The three sub-bass tuners are again contained within their own separate 
wooden insert. But there is still that one last fragile extension, just begging for breakage (which we will, 
in fact, see below…twice!). 

Maccaferri continued his tradition of using a separate piece for the front (top) of the arm, now known 
on the Selmers to be a piece of solid ebony. For the Selmers, he chose to return to the dramatic Mozzani- 
like arm soundhole of his very first harp guitar model, though continued to 
visually hide it with his deliberate black-on-black effect. 
Indeed, in certain photos, it is almost impossible to 
make out! His bass headstock and tuner array  
is now much simpler, and is unconnected 
to the 6-string head.  

Finally, he refined his body shape so 
that the cutaway, proportions, arm 
and head became streamlined 
and quite stylized, just as the  
Selmer jazz guitars would  
come to define “modern.” 



57 

As a historian and scholar, I believe the provenance of rare and valuable instruments should always be 
archived whenever possible, and that includes ownership. Along with dated photos and other notes, one 
can often back-trace repairs, modifications and other features. Knowing of no requests for anonymity, 
here’s what I know of the four extant Type 7 Maccaferri Selmer harp guitars: 

Serial # 275 appeared in the same late 1990s 
Bonhams auction (catalog photo at right) as my 
Type 5 harp guitar, and 
was formerly owned 
by Maccaferri’s friend 
Louis Gallo. As seen in 
the original listing, it 
had several top cracks, 
a broken head extension 
and missing fingerboard 
extension, leaving the 
21st partial fret. Both 
broken areas appear to 
have already been 
smoothed off to appear 
“finished.” Won, but 
unclaimed by Scott 
Chinery, it sold in the 
following Bonhams 
auction to the late 
legendary John Pearse. 
On the way home, 
hand-carried by his son, it was severely damaged 
by the airline, after which John subsequently 
repaired it. Rather than recreate the broken 
head piece or fretboard, he chose to leave it “as 
is.” It was later sold to collector Jeff Doctorow, 
who eventually consigned or sold it to New 
York’s Retrofret, where it is still available today. 
(Lark Street Music also had it and/or did more 
work on it somewhere in the latter period.) 
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Serial #276 has not yet been discovered, to my 
knowledge. #277 and #278 both famously 
appeared in the Charle book, with their ownership 
anonymous.  

In 2008, #277 (left) changed hands through the 
Vichy auction, after being photographed by Sinier 
de Ridder. It looks to be all original and intact. 

#278 (right) similarly looks to be in fantastic 
condition, and was acquired also in 2008) by the 
Cite de la Musique museum in Paris, where it will 
presumably remain for future study.  
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#279 came to my attention in 2013 and has an 
interesting story. Like virtually every surviving 
Maccaferri out there, it was said to be “Maccaferri’s 
personal guitar,” which we must always take with a 
grain of salt. Undeniably, it must have passed 
through his hands. As of this writing, this Selmer is 
for sale in Italy. 

The story was culled from correspondence with the 
instrument’s owner (Reinaldo Franchiolo), the 
luthier who did the restoration (Lukas Milani), and a 
friend of the luthier (Massimo Milan, who took 
most of the images). 

https://www.vintageandrare.com/showroom/product/Selmer-Maccaferri-634
https://www.vintageandrare.com/showroom/product/Selmer-Maccaferri-634
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According to the owner, it was “given as a gift” by Mario Maccaferri to his friend, the world-renowned 
pastry chef P. J. Franchiolo, in 1939 while both men were living in Paris – just before escaping as the 
German troops were arriving. Franchiolo’s son Reinaldo eventually inherited the instrument upon 
discovering it in an old garage. He decided to have Vicenza, Italy luthier Lukas Milani restore it, Lukas 
spending five months on the project, explaining how he used a strictly philological restoring process using 
hide glue and nitrocellulose French polish. Following are some of the photos taken by both Milan and 
Milani as the restoration was underway. 

Like #275, the tip of the bass headstock was broken off; at right is Milani’s restored piece. 
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While many have seen the insides of Selmer 6-string guitars, here’s a look at the harp guitar’s specific 
construction features: 

The inside of the arm box shows the solid ebony piece used for the front (soundboard) side. 
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Above: The curious inner workings of the head-to-harp frame attachment that allowed for adjustment. 

Above: It’s also difficult to tell here how the neck is adjusted through the three holes in the back (seen 
earlier). The seating area of the neck was not photographed. But here you can see the thin, purple-
stained reflector baffle glued to the sides. 
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Below: A matching-stain flat piece holding the large label is glued to the inner soundboard, to mate 
against the curved baffle and show through the D-hole. 

More before, during and after images of the restoration taken by Lukas Milani can be seen on his YouTube 
video. 

The total figure of Selmer harp guitars built is still unknown – Charle told me that he has personally seen 
five specimens and puts total Selmer harp guitar numbers at "about one dozen." He further explained 
that things are clouded by the fact that identical serial numbers were used for 4-string tenor Selmer 
guitars! Listed in the Selmer notebooks (as reported by Charle in his Appendix) are 4-strings #275, 276 
and 277, with dates of 4/14/33 (for the first) and 3/24/33 (for the last two). As Francois Charle 
explained to me, "Numbers on the list aren't always right, many mistakes appear like double numbers." 
Understandable - but how a sequence of identical numbers was used both for tenor guitars and harp 
guitars makes no sense to me. It also makes the exact dating of the harp guitars difficult – as the tenors 
all have exact completion dates, while the harp guitars have none. 

Certainly, five to a hypothetical dozen production harp guitars is a small number, proving that while 
Maccaferri continued to promote 9-string harp guitars during his entire performing career, their 
popularity had dramatically waned by this time. I’ve never seen a photograph of any other guitarist with 
the Selmer harp guitar, and since at least two of those surviving were purportedly “the one Maccaferri 
played,” it’s likely that many of them just ended up with him.  

However, in the three known photos of Maccaferri with a Selmer, his appears to be the same instrument 
– curiously, a 21-fret version, as opposed to the 24-fret production model, with the headstock seemingly
unstamped (i.e.: bare). As the faint stamp is somewhat difficult to capture in photographs, it is impossible

https://www.youtube.com/watch?v=0JFLAbGVDwo
https://www.youtube.com/watch?v=0JFLAbGVDwo
https://www.youtube.com/watch?v=0JFLAbGVDwo
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to say if it is there or not in these images. If the headstock stamp is indeed missing, then this would 
indicate to me that this was his sole, unstamped “personal Selmer” – though why he would limit himself 
to 21 frets, yet include 24 for Selmer buyers is a mystery. 

The only other possible candidate for the one appearing in Maccaferri’s photos is #275 – and that’s only 
if you believe that, 1) The headstock stamp is present in all three Maccaferri photos – we just can’t see 
it, and 2) # 275’s 21-fret fingerboard is original, and not a 24-fret extension broken off and cleanly 
repaired. It should be noted that the stamp is clearly visible in all photos of #275. My guess would be 
that Maccaferri played an unstamped first example of the Selmer harp guitar. 

Maccaferri’s 21-fret Selmer 
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Mystery Maccaferri Harp Guitars 
Besides all the previous instruments, which are frustrating to date, but at least exist in photographic 
records, there are additional mystery Maccaferris of which no photographic evidence seems to exist. Did 
the instruments, in fact, ever exist? 

The Selmer book states that Maccaferri harp guitars "exceptionally might have six (sub-bass strings)." 
Asked about these purported instruments, François Charle replied "I don't have any proof for a 6-(sub-
bass)-string Selmer Maccaferri harp (guitar), I was just told about (them). I only really saw five 3-(sub-
bass) string Maccaferri Selmer harp (guitars)." My suspicion is that these 6 + 6 harp guitars never existed, 
Charle's source perhaps describing the 5 + 6 c.1927 catalog version. 

The next mystery Maccaferri harp guitar is/are actually three harp guitars. Meaning, they are three 
contradictory, individually-described instruments, but I believe we’re really after just one – and in fact, 
one we already know: the curious Type 6 above. In fact, had Jeremy Tubbs not discovered and then 
shared the rare photo of the Type 6 that proved the existence of a Maccaferri with seven strings on the 
neck, we’d still be scratching our heads today. Ironically, the evidence of the seven-strings-on-neck comes 
entirely from Maccaferri himself – his words, transcribed by two different interviewers (with a third 
author further complicating things later). The sources are: 

• "Mario Maccaferri: Interview" by George Clinton, Guitar: the magazine for all guitarists, Jan, 1976
• "Living Legend" by Dick Boak, Acoustic Guitar magazine, March/April 1992
• “Maccaferri History: The Guitars of Mario Maccaferri,” by Michael Wright, Vintage Guitar online

article (originally Vintage Guitar March & April 1995 issues)
• Guitar Stories Volume 2 by Michael Wright, 2000

The pertinent particulars are these: 

Clinton: Quoting Mario Maccaferri: “I had used one with seven strings but I preferred the nine…” 
Later, (quote 2) “…the seven strings, incidentally, were on the neck.  I found it very difficult and had to go 
back to the six strings…”.  And finally, (quote 3) “…mine were floating strings beyond seven.” 

Boak: Boak stated that, during his London period, Maccaferri "became fascinated by his latest creation, 
a harp guitar with seven playing strings on the neck and five bass strings for accompaniment, and he 
performed with that instrument for some time after its completion." 

Wright (who read the two previous articles): In his 1995 VG articles, he mentioned a "harp-guitar with 
seven strings on the fingerboard and an additional five unfretted bass strings." In the 2000 VG book, 
Wright reported a 9-course harp guitar, with seven strings on the neck and two additional bass 
strings. (Wright later told me that he believes the latter to be the accurate version.) 

First, to clarify what Maccaferri was describing in his Clinton interview: I have not provided the context 
in which the quotes were given because, frankly, it is missing in the original article as well. Clinton did a 

http://www.vguitar.com/brands/details.asp?ID=59


66 

rather poor job of presenting the quotes, without any clarification, linearity, or surrounding logic. Quote 
1 is simply a casual, incomplete statement – Maccaferri omitting reference to floating strings, and then 
including them in the “count” of his 9-string (3+6) standard harp guitar (the “nine”) but not including 
them in the other count of 7-on-the-neck plus “x.” Quote 2 clarifies that there were 7 on the neck as 
opposed to his standard 6. Quote 3 clarifies that (being a harp guitar) it had floating strings beyond the 
seventh neck string. Unfortunately, he never states how many sub-bass strings it had, nor what time 
period this was. 

Boak’s quote gives us the same 7-on-the-neck harp guitar with 5 sub-basses specified, remembered by 
Maccaferri as being in his London period. 

Wright originally repeated Boak’s 5+7 harp guitar description three years after Boak. Five years later, 
Wright changed his description to a 9-string, 2+7 harp guitar. He subsequently informed me that the book 
would be the more accurate, and that the information likely came from either discussion with 
Maccaferri's widow Maria or from material she showed him. As he had access to Maccaferri’s files (the 
same files in which Tubbs would later discover and copy the Type 7 photograph), Wright could have even 
glimpsed this photo (he cannot recall). All we know is that his stated 2+7 version comes closest to the 
existing Type 7 (3+7) instrument. My feeling is that we should discount Wright’s conflicting reports and 
accept that he either saw the Type 7 photo, incorporated information from Clinton and Boak, or both.  

Readers may make of this what they will. I find it simple – one of just two scenarios: a 12-course (5+7) 
harp guitar, built and played in Maccaferri’s London period (circa 1929, but unclear) or the 10-course 
(3+7) Type 7 harp guitar we have a picture of. I would bet on the latter; for one thing, the instrument is 
right there in front of us. Maccaferri built it and was likely its sole user. He just either never mentioned it 
to anyone – or never described it accurately. In this scenario, Maccaferri simply misremembered the 
number of bass strings and the exact timeframe/city. He also may have been back and forth between 
London and Paris to make this Selmer-labelled instrument. If the former scenario, then there was a prior 
instrument with a couple extra basses. (Maccaferri did indeed “prefer nine” – three floating basses on a 
six-string neck, which he seems to have considered a “soloist” model, five basses being used as an 
“accompaniment” model.) 

A final mystery Maccaferri threatened to confound things even further. This was purportedly a “10-
string guitar…that was shaped like an ‘L’ …(built)…“in about ’33…(that) had tubes (pipes) on the 
bottom like an organ that would resound every note.” (!)  

Maccaferri described this fascinating experiment – which he gave a concert on – in his February 1986 
Guitar Player interview with George Gruhn and Dan Forte. He was describing it as having taken place 
after his Selmer contract, as a continuation of his effort to eliminate wolf notes on the guitar – something 
he believes the internal soundbox eliminated on gut-strung classical guitars. This bizarre experiment 
was to further control the “sound equilibrium” with “these tubes.”

Upon first hearing of this alleged third "10-string," I immediately wondered if it could have been, in 
fact, one of the two other 10-strings - the Type 5 and the Type 6.  Until I located an image (next page):
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Maccaferri's cat frustratingly chose this 
exact moment to jump up and obscure some 
of the details, but could not hide the 
obvious: this is a incredibly clever and 
ingenious invention! 

We can see that, despite the Gruhn/Forte 
inference, it was not a 10-string but had a 
standard 6-string neck. I suspect the 
stenographer just mixed things up entirely, 
as Maccaferri described it a second time in 
1986 (without any mention of stringing)  in 
his American Lutherie interview. That 
description helps us interpret the unique 
highly contrasted photograph at right (from 
the January 1976 issue of Clinton's Guitar 
magazine):

"While I was convalescing (during the six 
months in 1933 from his film set accident - 
GM), I designed and made a new type of 
guitar, in which the bridge, instead of being 
attached to the soundboard, was tied to the 
body via a rear extension made light wood 
strips, and then connected by a rod to the 
center of a loudspeaker. Thus the vibrations 
of the strings were transferred directly to 
the speaker. Attached to the bottom were 
twelve chromatically tuned organ pipes. The 
combination produced a beautiful tone, 
good volume and no wolf tones."

Future Discoveries: 

We know from the images that at least one of each of the designs from the c.1927 Maccaferri 
catalog must have been built, and happily, examples of the Type 2a and 2b have now been found to 
survive in wonderful condition.  We also know that a 3 + 7 Selmer-labelled instrument was built, 
and possibly an additional 5 + 7 experimental instrument.

Perhaps over time, anonymous, undiscovered owners of some of these rarities will come forward. Keep 
your fingers crossed, and keep checking back – Harpguitars.net will be around for some time and 
chances increase every year that Internet searches will put us in contact! 
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Maccaferri's Predecessors and Followers 
Everyone has by now become aware of the huge popularity of Maccaferri's 
distinctive Selmer guitars – along with Selmer models made after his tenure – made 
famous by Django Reinhardt and others. These instruments – both D-hole and oval-
hole models – were widely copied, and continue to be copied even today (probably 
even more so today).  

What about harp guitars? Maccaferri was of course directly influenced by Mozzani, who 
was directly influenced by the Viennese luthier Friedrich Schenk. Did anyone follow 
Maccaferri? I have only found one harp guitar that bears a resemblance – this c.1940 
catalog instrument at left by Antoine Di Mauro. It looks like a beautiful carved top 
cutaway jazz guitar with a D-hole, pickguard and three sub-bass strings positioned quite 
far to the left. The catalog date is unknown, but we know this appeared well after 
Maccaferri’s Selmer period. 

There is, however, a curious form of Italian harp guitar introduced before 
Maccaferri’s 1923 designs with similarities enough to cause me to wonder if 
Maccaferri might have been inspired equally by those – combining their style and 

shape with the Mozzani aesthetic to create his own new designs. 

The key maker of these modern-looking instruments was the Giulietti family: father and two sons who 
all played and built instruments in Milan. The earliest known example is the specimen at right by Tullio 
(the father), dated December 15, 1918. The Giulietti instruments below with 
sloped “cutaways” were all built before the end of the 1920s. In his 1986 Guitar 
Player interview, Maccaferri states that he was the first to offer a cutaway (a natural 
outgrowth of the Mozzani lyre guitar’s higher fret access), so perhaps he had not 
seen the Milan instruments (or considered them true significant cutaways). 

https://www.harpguitars.net/history/giulietti/giulietti.htm
https://www.harpguitars.net/history/giulietti/giulietti.htm
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No modern Maccaferri harp guitar copies have been 
attempted in any of his styles, beyond the fantasy “What 
if?” harp-ukulele I commissioned from renowned Gypsy 
guitar builder Michael Dunn in 2010 (left). 

Finally, in 2020 Benoît Meulle-Stef (pictured), who has 
built many Mozzani-inspired instruments, designed a 
Maccaferri-inspired model of his own, completed in 2023 
(below). 
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The Maestro Plays His Mentor's 

Mario Maccaferri, age 16 in 1916, with a Mozzani harp guitar. 

Until Mario Maccaferri got the itch to create his own designs around 1923, he played 9-string harp guitars 
designed by his teacher Luigi Mozzani. Maccaferri had become Mozzani’s guitar student and lutherie 
apprentice at age eleven, and so may have had a hand in building the Mozzani instruments seen here. 
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    Circa 1920 with another Mozzani. 

George Clinton captioned the photo at left “at the 
time of his concert at the Conservatory in Milan, 
1926.” His age certainly looks about right, but why 
wouldn’t he be using one of his own harp guitars for 
his concert? 
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Here, he plays the same Mozzani during the 
same period. This very distinctive instrument 
(I’ve never seen another with that flower 
petal pattern around the soundhole) has 
survived, in the collection of Lorenzo 
Frignani, displayed at the September 2019 
Acoustic Guitar Village exhibit in Cremona, 
Italy in an outstanding exhibit he put 
together (mostly with his own collection) 
with Francesco Taranto. 

Following images are also from the exhibit, 
and include the two Type 2b Maccaferri’s 
shown above, along with other Mozzanis and 
other Italian guitars. 
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It should come as no surprise that Mario Maccaferri had an “up close and personal” relationship with the 
Mozzani harp guitars he helped build, and certainly played, during his tenure there. I’m fascinated by the 
story of Maccaferri returning to Italy in 1951 for the liquidation sale of his mentor’s workshop inventory, 
and coming home with five harp guitars, all of which survive today (I have to pinch myself to remember 
that I actually own one of these). 

According to John Monteleone, Maccaferri acquired these 
five Mozzani harp guitars in the 1951 liquidation sale of 
the Mozzani workshop/school, which closed in 
1947.  Michael Wright had believed that they were 
acquired on a return visit to Italy while Mozzani was still 
alive (which would have been pre-1943). The inventory of 
the sale listed seven chitarra-lyra (no styles or models 
distinguished), so it seems clear that Maccaferri indeed 
purchased five of these seven.  Monteleone remembers 
them being stacked in "plain flat cardboard boxes (yikes!) 
for many years until I arranged to have hard shell cases 
made for them."  Maccaferri also performed various 
repairs on them: "The guitars were in mostly very good 
condition with one or two exceptions. The common 
problem with the Mozzanis had to do with keeping the 
harp string tuners from breaking loose.  I had also done 
some crack repairs back then." The center instrument 
below appears to have one of these tuner area repairs. 

A short 1983 article in Classical Guitar Magazine (right and 
next page) describes a visit to Maccaferri's where four of 
the instruments had recently been restored.  It’s unclear 
when these instruments were built at the Mozzani 
workshop; did Maccaferri's himself have a hand in their 
construction? I recall hearing that no, these were later 
instruments – although he had built identical models himself, 
and knew every detail of their construction.  According to 
Monteleone, Maccaferri acknowledged that the clever 
Mozzani neck adjustment – he loved the floating neck – 
was nevertheless a problem in the long-term, due to the 
"design flaw" of mixing metal and wood.  He still held 
Mozzani's instruments in the highest esteem. 
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After Maccaferri’s death in 1993, the five Mozzani harp guitars were sold to collector Scott Chinery by 
Mario's widow. Here are all five in color from Michael Wright’s 2000 book Guitar Stories Volume Two. 

Upon Chinery's passing in 2002, the Mozzanis were dispersed. Finding good homes for Chinery’s 
legendary collection does not seem to have a consideration, and the majority of his guitars disappeared 
into the four winds. Strangely, two Mozzanis I later examined (#2 & 3 above) were in a terrible state, with 
cracks, flaws, and some strange finish issues.  Chinery reportedly requested to have some of the originally 
bare tops varnished. 

Again, it behooves serious scholars of these instruments to keep tabs on rare models, and I’ve kept track 
of these as much as I could. From what I’ve learned, Chinery’s collection was purchased about 2003 and 
immediately liquidated by one Michael Indelicato, split up among eight or so cash-rich friends, virtually 
none commonly known to the public as guitar collectors or dealers. I know certain instruments changed 
hands many times. Some eventually ended up at Bernunzio’s, some with Michael Catterino at the 
Hollywood Guitar Center, certainly many other guitar stores that escaped my notice, and the remainder 
at E-Guitars in San Rafael, a store owned for a time by Indelicato. 

As for the Mozzanis, the two on the right remain incognito; twenty years later, I’ve no idea where they 
went. (Note that one is actually a 6-string, with no added sub-basses.) 

The instrument at left was first sold to YouTube guitar teacher Steve Stine, who flipped it to a wonderful 
gentleman collector who would become a friend: Jim Forderer (who sold me the Maccaferri, as discussed 
above). He shared it with the public at his many displays at the GAL and La Guitarra California guitar 
shows, before passing on to me shortly before his passing. It is a true treasure. 
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The above center instrument was at E Guitars when I 
visited, along with the smaller Schenk-style chitarra-lyra 
to its left. Both were inexpensive and yet I passed on 
them, due to condition. My friend in Brussels, Benoît 
Meulle-Stef of BMS Guitars acquired the center specimen 
and enjoyed it for a while (he’s built several Mozzani-
inspired modern harp guitars), then sold it to a private 
party in New York, where it soon landed at Retrofret 
(available as of this writing). 

The small terz-size instrument eventually made its way to 
the permanent collection of the Metropolitan Museum 
of Art, on display when I visited in 2019, as seen at right. 

A final coda to the story of Maccaferri’s collection of 
Mozzani harp guitars is the wonderful photo record left 
of Maccaferri playing these very instruments (all but the 
Eagle Wing). Three of them were taken by his wife Maria 
at their home soon after their arrival in New York, with 
one (in color) taken later by John Monteleone in 1982. 
Anyone who owns one of these instruments should be 
doubly proud of its history! 
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In my case, I have the extra benefit of 
having a record of Maccaferri’s own 
modification. 

He must not have liked the original 
friction tuners for the three sub-
basses, so plugged the holes and 
installed his own geared tuners. 

To have not just a Mozzani possibly 
built by the master himself, but owned 
and tweaked by his best pupil, Mario 
Maccaferri is about as good as it gets 
in the world of collecting harp guitars. 

Left and below: 

Before and After: The beautiful carved-back 
Mozzani Art Nouveau model with original sub-bass 
extension, later modified by Maccaferri. 
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Appendices 
Instrument Specifications 

Dimensions 
Type 2b 

(Frignani) 
Type 5 
(Miner) 

Type 7 
(Selmer book) 

mm inches mm inches mm inches 
A Width of upper bout 309 12.17 356 14.00 
B Width of waist 254 10.00 345 13.60 
C Width of lower bout 418 16.46 416 16.38 400 15.75 
D Length of body 479 18.86 457 18.00 475 18.70 
E Body depth tail 100 3.94 100 3.94 
F Body depth lower bout 95 3.74 114 4.50 105 4.13 
G Body depth waist 92 3.62 89 3.50 
H Body depth upper bout 77 3.03 86 3.40 
I Body depth heel 62 2.44 86 3.38 
J Neck depth heel 19 0.75 18 0.70 
K Neck depth nut 18.5 0.73 18 0.70 
L Head depth tip 18 0.71 18 0.70 
M Length of head 172.5 6.79 175 6.88 470 18.50 
N Body neck joint to soundhole 140 5.51 44 1.75 
O Overall length 965 37.99 962 37.88 950 37.40 
P Scale length 630 24.80 616 24.25 620 24.41 
Q String spacing at bridge 112 4.41 102 4.00 
R Soundhole width 95.5 3.76 160 6.31 155 6.10 
R Soundhole height 95.5 3.76 76 3.00 70 2.76 
S Body Bridge edge to tail 138 5.43 127 5.00 
T Head width max 55 2.17 64 2.50 
U Neck width at nut 49 1.93 51 2.00 51 2.01 
V Neck width at body 57 2.24 60 2.38 61 2.40 
W Neck length body-to-nut 316 12.44 318 12.50 
X Bridge length 225 8.86 254 10.00 225 8.86 
Y Bridge depth 29 1.14 30 1.19 
Z Bridge height 6 0.24 9 0.34 
a Head angle 11 0.43 minimal 
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The 1926 Rovinazzi Catalog 
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Note below that Maccaferri’s Type 2a is illustrated on a Mozzani page. 
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The c. 1927/1928 Maccaferri Catalog 
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The Harp Guitars of Luigi Mozzani (link to Internet page) 

https://www.harpguitars.net/history/mozzani/mozzani-contents.htm
https://www.harpguitars.net/history/mozzani/mozzani-contents.htm
https://www.harpguitars.net/history/mozzani/mozzani-contents.htm
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Maccaferri’s U. S. Patent for the Selmer Soundbox 
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2015 Interview with John Monteleone by Daniel Wheeldon 
(link to Internet article) 

A wonderful 3-part AMIS blog series of Daniel Wheeldon’s interview with John Monteleone, who had a 
long and fascinating friendship with Mario in in his last decade. His stories and memories are full of 
surprises and paint an even richer picture of Maccaferri. I did note one significant paragraph in the 
interview that seems to be misremembered and misstated – implying that the resonator and D-hole 
guitar was in response to being asked to create a jazz guitar for Selmer. However, the D-holes were 
originally gut-strung classical instruments, with Maccaferri’s experimentation begun long before his 
introduction to Henri Selmer. 

Mario Maccaferri and John Monteleone working on Mario’s new classical guitar 

https://www.amis.org/post/mario-maccaferri-an-interview-with-john-monteleone-part-one
https://www.amis.org/post/mario-maccaferri-an-interview-with-john-monteleone-part-one
https://www.amis.org/post/mario-maccaferri-an-interview-with-john-monteleone-part-one
https://www.amis.org/post/mario-maccaferri-an-interview-with-john-monteleone-part-one
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Harp Guitars and…Django?! 

Contrary to popular belief, Maccaferri himself never met Reinhardt, and 
in fact, was largely unaware of Django's music, being immersed in the 
classical repertoire and not Django’s Gypsy jazz. The steel-string Selmer 
guitars were the Company's idea, not Maccaferri's, who remained a 
gut/nylon-string player his entire life. How about Django? Was he aware 
of the behind-the-scenes creator of his favorite guitars, or remotely 
interested in the harp guitar?  It's doubtful. And yet Django was probably 
no stranger to harp guitars.  

According to Michael Dregni in Django 
Reinhardt and the Illustrated History 
of Gypsy Jazz, Django's father – Jean 
Eugene Weiss – led an "Orchestre" 
made up of his brothers, one of whom 
who holds an unknown hollow-arm 
harp guitar (at right; Jean is sitting at 
piano at right). A young Django and 
his mother re-connected with his 
father at this time, so it's tempting to 
imagine the youngster picking up that 
unusual guitar after putting down his 
own banjo. 

Perhaps more intriguing in the Django story is Jean 
"Poulette" Castro, known among his fellow Paris 
Romany as "Le Grand Gitan."  Dregni states that 
Poulette taught young Gypsy players - including 
Django - the art of playing steel-string guitars with 
a plectrum, with the hand loose and free off the 
soundboard.  And yet, Poulette is seen at left with 
a harp guitar with 2 or 3 floating basses.   Did 
someone hand him a "prop" harp guitar for this 
publicity shot?...or did he play it?  Dregni doesn't 
know either, but would guess that he played it.  A 
fast-picking plectrum Gypsy jazz harp guitarist 
would certainly be something to see! 
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	Preface 
	Preface 

	Since the last updates of my various Maccaferri articles (originally published on Harpguitars.net in 2006 and 2007), five new Maccaferri harp guitar specimens have come to light. Though each was previously known from historical photographs, each now presents a surviving example of a “Type” for our examination. More importantly, two of the new instruments are from the mid-to-late 1920s catalogs …  but are dated “1923.” This then moves up the introduction and production of these catalog instruments from 1926 
	Figure
	The new 2017 publication 
	Mario Maccaferri: a luthier in Cento, Paris and New York
	Mario Maccaferri: a luthier in Cento, Paris and New York
	Mario Maccaferri: a luthier in Cento, Paris and New York


	, edited by Giovanni Intelisano, reinforces the timeline with this delightful new photograph of a young Maccaferri with one of his eventual catalog harp guitars. It now seems quite likely that this was taken around 1923 when the enterprising young performing and luthier virtuoso was just 23 himself. 
	, edited by Giovanni Intelisano, reinforces the timeline with this delightful new photograph of a young Maccaferri with one of his eventual catalog harp guitars. It now seems quite likely that this was taken around 1923 when the enterprising young performing and luthier virtuoso was just 23 himself. 


	Figure
	I also thought it a good time to clarify the date of the second Maccaferri catalog. Previously, the date of this second catalog was “1928/1929” (Wright’s original guess), “1928” (Intelisano’s 1990 book, Tubbs’ thesis) and “1926” (from the 2017 publication – clearly an error, as a 1927 prize is listed on the catalog’s cover). I would circa date it to late 1927; however there is evidence from Giovanni Intelisano that early 1928 is a possibility. 
	One of the conundrums of my original article was the timeline – both the sequence and the true dates – of Maccaferri’s many experimental harp guitars. Knowing now that the general period has moved up a few years, it behooves us all to reconsider the circa-dating of all the known production and experimental harp guitars. Of course, knowing the timeline specifics of Maccaferri’s activities and location would help immensely. From the scant information I’ve gathered so far, the impression is that his residence 
	Mario Maccaferri: Concert Harp Guitarist 
	“I have always been an advocator of more than six strings.” - Mario Maccaferri, 1976 
	I know what you’re thinking. “Wasn’t Maccaferri that Django guitar guy?” Or perhaps, “Oh yeah – he made those cheap plastic guitars.” 
	All true. But before all that, Maccaferri was a famous touring concert guitarist (what we call a “classical guitarist” today), who, by all accounts, gave Segovia quite a run for his money. And like many of the early European virtuoso performers, Maccaferri dabbled in the harp guitar. A lot. 
	Many sections of the Harpguitars.net web site show the extent (by no means complete) to which past performers and builders abroad played or built harp guitars – in many cases not even considering them “harp guitars,” but simply as guitars with a couple of extra useful bass strings. The odds of encountering the harp guitar were further stacked in Maccaferri’s favor, since he was fortunate enough to be apprenticed to the amazing Luigi Mozzani at only 11 years of age. Below is a photo of young Mario with a stu
	 
	Figure
	1916: Mario Maccaferri, age 16, with a Mozzani harp guitar. 
	In this opening chapter, I hope to shed a little more light on the effect that Mozzani’s harp guitars truly had on Maccaferri. With an intimate relationship with the instrument that lasted at least twenty-four years, compared to only two or three years with the more famous Selmer jazz guitars, it certainly seems worthy of more discussion and study. 
	Humble Beginnings to Expert Luthier 
	Mario Maccaferri was born on May 20, 1900, in Cento, a small town about 30 km from Bologna in northwest Italy. He was the second youngest of eight children, all boys, and the only family member to become interested in music. He left school at the age of nine, taking on various jobs including apprentice carpenter. Two years later, in 1911, young Mario was apprenticed to famed guitarist and luthier Luigi Mozzani, who had established a school of lutherie in Cento in 1908. Mozzani’s own career could fill a book
	his own special section on Harpguitars.net
	his own special section on Harpguitars.net

	.  

	 
	Figure
	Mozzani with his apprentices c.1915. Mario is second from left. 
	According to researcher Michael Wright, Maccaferri “rose to become Mozzani’s premier disciple, learning to make guitars, violins and mandolins and eventually supervising other apprentices.” Paul Hostetter adds that “the young Maccaferri assiduously followed his master's footsteps, bearing his influence for the rest of his life.” Maccaferri himself, in his 1976 interview with George Clinton, describes how "I was about twelve years of age when Mr. Mozzani made up his mind to teach me the guitar. It was agains
	Further details about Maccaferri’s tenure with Mozzani are sketchy. The consensus is that Maccaferri left after 1922 to set up his own shop in 1923, which he himself stated in 1986. A full line of Maccaferri’s instruments first appeared in a 1926 catalog alongside Mozzani’s own. Intelisano’s Mozzani book implies that during the 1921-1928 timeframe, Maccaferri (along with C. Melloni) was assigned to the bowed instrument department – according to Wright, as “Senior Instructor,” according to François Charle as
	How Maccaferri managed his advisory position with Mozzani, while also designing and building his own instruments, setting up his own shop (1923), touring Europe (1923-27) and living in Paris to work for his uncle’s accordion business (1927) is a mystery, and definitely warrants further investigation!  
	Guitar Virtuoso 
	Maccaferri’s tutelage under Mozzani consisted of two distinct areas. Besides the obvious influence of Mozzani’s instrument designs, which led to Maccaferri’s own experiments in harp guitar design and construction, Mozzani also instilled in Maccaferri a deep passion for playing the classical guitar. Mozzani’s influence took specific form, in that Maccaferri’s preferred instrument remained the harp guitar for the bulk of his performing career, and in adopting his mentor’s somewhat controversial use of a metal
	  
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	From Luigi Mozzani: Esercizi di Tecnica Superiore, Bèrben Edizioni musicali ©1967 
	Despite the occasional photograph of Maccaferri sans thumbpick, he never abandoned it. Luthier John Monteleone – who became Mario's great friend in 1977 (and later worked on Maccaferri's personal Mozzani collection) – recalls how Maccaferri's arrival was always preceded by the sound of his metal thumbpick jangling within its metal case in his pocket! 
	Figure
	Hostetter adds that “Maestro Mozzani, a superb guitarist and composer for the instrument in his own right, was quite proud of Mario Maccaferri, whom he regarded as a master luthier, musician and peer - an honor never bestowed upon any other of his many protégés.” While with Mozzani, Maccaferri also enrolled at the Sienna Academy (or Conservatory) of Music, beginning his studies in1916 and graduating with the highest diploma and all honors in 1922. In 1926, the Conservatory named Maccaferri “Professor of Gui
	Above: Maccaferri's right hand position, including metal thumbpick. Below: Maccaferri performing through the years. 
	Figure
	                                                                                          
	Figure
	Figure
	 
	Figure
	By most accounts, Maccaferri was already giving local concerts by 1920. His touring career is reported to have begun in 1923 (though Maccaferri himself gives the date of his first concert as 1926), and took him over the next several years to Italy, Switzerland, France, Germany, Austria, Yugoslavia, Belgium and England, with stops in most of the key cities in Europe. The timeline below illustrates that he was never exclusively a touring concert artist, but constantly juggled this very successful career with 
	And how was Maccaferri received as a classical guitarist? 
	Figure
	Wright states: “His performances were infused with his strong, romantic personality,” adding that (due to his use of the thumbpick) “he was reportedly able to develop remarkably facile tremolo technique.” Charle reports: “Judging by the writings of contemporary critics who compared him to Andres Segovia, he must have been an excellent guitarist. For several years, Maccaferri and Segovia were the two leading guitarists of European renown…” Wright concurs, stating that “Maccaferri was regarded by contemporari
	Figure
	Maccaferri’s repertoire included well-known works by Sor, Coste, Bach, Granados, Tarrega and his mentor, Mozzani. Wright states that “One of his treasured pieces was Sor’s beautiful “Mozart Variations,” while Charle (in a rare reference to Maccaferri’s harp guitar) writes: “He particularly liked to play on them the well-known Bach prelude.”   
	Maccaferri played the program at right on May 24, 1932. At least four of the guitarist/ composers listed were known for their writing for extended range (harp) guitars. 
	A detailed list of concert dates, programs, repertoire and analysis can be found in Jeremy Tubbs’ PHD dissertation. 
	Or is it Harp Guitar Virtuoso? 
	Which brings us to the topic of harp guitars…. 
	As I stated at the beginning, harp guitars – whether they looked like fairly normal guitars with just one floating string, or like some mythical, fantastic dream like Mozzani’s – seem not to have caused the notice or comment that harp guitars do today.  And even today, many modern researchers and writers don’t appear that curious or fascinated with the details of this guitar variation when they come across it as part of their research.  As this is my passion, I’m naturally a bit dismayed by this blasé attit
	During his entire decade or so of public performing, Maccaferri used a variety of harp guitars. I strongly suspect that his very first concert in Milan was on either a 9-course Mozzani dual arm instrument or his own 9-course instrument shown here. In fact, of all the photos I have seen from his concert period, nearly all show him with a harp guitar. Only a couple of images - of which two are Selmer promotional photos, and one a program illustration – show him playing a 6-string. These instruments are shown 
	Figure
	Maccaferri with his first harp guitar model, created by 1923 (image from his c.1927 Cento catalog). 
	Frustratingly, in all the interviews with Maccaferri, if the subject comes up (which is maddeningly rare), he provides few details of these instruments. Despite the many experimental instruments shown below, the 9-course (6+3) variant certainly appears to have been his preferred instrument, and on this he offered these comments. He begins with "...the extra three strings added a certain amount of harmony to the playing because of the sympathetic vibrations" (italics mine -GM). But he then describes how he h
	Maccaferri also remembered the exact program for his first concert, rather boldly given in Milan three months after Segovia played the same hall! The pieces, which I suspect included "a lot of music written for that stringing," included the Sonata No. 22 in C by Sor, a few things by Coste, Mozzani, the Prelude, Gavotte, and Courante of Bach, Granados, pieces by Tarrega, and the last piece, Fantasia No. 3 by Mertz. Again, I am pretty thoroughly convinced that Maccaferri gave his concert debut on a 9-course h
	Figure
	Note: Like most Europeans, Maccaferri never referred to his instruments as "harp guitars."  According to Monteleone, he referred to them as lyra-guitars (after Mozzani) or "guitars with bass strings."  In his interviews, he just calls them "9-string guitars." 
	Figure
	Are there any surviving Maccaferri recordings, and is he playing 6-string or harp guitar on them? Yes! Maccaferri recorded 8 sides (selections) for Columbia in 1929, at the height of his performing career. The pieces are listed below, along with one of the rare 78's (from Charle's book).   
	In 2005, ever-alert Maccaferri fan Michael Simmons pointed me to 
	Djangobooks.com
	Djangobooks.com

	, where owner Michael Horowitz had posted MP3s of two of these rare records. There, you can listen to the Bach and Granados pieces. As I had fervently hoped, both performances were played on an obvious 9-course harp guitar, as the low B and D are clearly heard! 

	 
	 
	 
	Figure
	Figure
	Regardless of the exact provenance of his harp guitars, it is clear that Maccaferri never fully abandoned his lutherie experiments throughout his many years of concert tours. Ultimately, his restless design innovations led to his relationship with the Selmer Company, and in 1931 he relocated to Paris to head the new guitar making facility. Here I would strongly suggest a short detour in our story to take time out to read The Story of Selmer Maccaferri Guitars by François Charle (I’ll explore the Selmer harp
	Figure
	End of a Brilliant Career… 
	Figure
	About halfway through this brief period with Selmer, Maccaferri continued with his other passion, resuming his concert tours of Europe.  Tragically, we can never know what might have become of his still-growing reputation, the classical guitar music world, or, indeed, of harp guitars as accepted classical instruments.  In the summer of 1933, he fractured his right hand in a freak swimming accident, bringing his career as a concert classical guitarist to a premature end.  After six months of recuperation, he
	 
	 
	 
	 
	 
	 
	…but Start of Another: Plastics! 
	In 1935, his performances came to a permanent end when he hit upon yet another ingenious idea: plastic reeds for saxophones and other woodwind instruments. Clearly not one to look back, but always forward, Mario Maccaferri took a strange detour which led, for the next several decades, to the world of plastics. This topic is outside the scope of my own article, but I would send readers to Michael Wright’s book Guitar Stories Volume Two or Jeremy Tubbs’ detailed thesis. (I love the story of how Maccaferri sol
	Figure
	 
	Maccaferri began this phase of his career first with a hugely successful reed business, followed by clothespins, bathroom tile, cassette tape housings, and of course, musical instruments, beginning with guitars. By this time, he had transplanted to New York, and while America did not exactly embrace the inexpensive plastic guitars, they did go crazy for his plastic ukuleles, which sold in the millions. Surprisingly, the guitars are said to sound pretty darn good, considering the materials and cost involved.
	 
	Nevertheless, Maccaferri became so prosperous that, according to John Monteleone, he was not only able to take his family on trips to Italy from time to time, he would ship his huge New York Cadillac over for the trips. John laughed as he described how Maccaferri would have to back up and forward about four times just to turn a corner on the narrow Italian streets! Monteleone thinks that the 1980s were a "second childhood" for Maccaferri - when he went back to creating new experimental guitars. After faithf
	On April 16, 1993, Mario Maccaferri passed away, at the age of 92. All in all, an amazing career, though I have one regret…if only he had made a plastic Maccaferri harp guitar! 
	 
	Mario Maccaferri Timeline 
	Table
	TR
	Artifact
	TH
	Artifact
	1900 

	TH
	Artifact
	 Born in Cento 


	TR
	Artifact
	TH
	Artifact
	1911 

	TD
	Normal
	 Begins apprenticeship with Mozzani (both in lutherie and as a guitar student) 


	TR
	Artifact
	TH
	Artifact
	1916 or 1918 

	TD
	Normal
	 Enrolls in the Sienna Academy of Music 


	TR
	Artifact
	TH
	Artifact
	1917-1918 

	TD
	Normal
	 1 year in the army (Maccaferri implied 1915, others say 1917; however, 18 was the normal age to begin service) 


	TR
	Artifact
	TH
	Artifact
	1922 

	TD
	Normal
	 His last year as a Mozzani employee. Graduates from the Academy (?) 


	TR
	Artifact
	TH
	Artifact
	1923 

	TD
	Normal
	 Opens his own shop in Cento 


	TR
	Artifact
	TH
	Artifact
	1923-1927 

	TD
	Normal
	 Tours Italy, Switzerland, France & Germany (and likely elsewhere) as concert guitarist 


	TR
	Artifact
	TH
	Artifact
	1926 

	TD
	Normal
	 Receives “professorship” from Sienna Academy (possibly his sole graduation?) 


	TR
	Artifact
	TH
	Artifact
	1926-1927 

	TD
	Normal
	 Receives 3 Gold Medals for his violins 


	TR
	Artifact
	TH
	Artifact
	1927 

	TD
	Normal
	 Moves to Paris, working in uncle’s accordion business 


	TR
	Artifact
	TD
	Normal
	 Catalog of Maccaferri instrument line (Cento shop) 


	TR
	Artifact
	TH
	Artifact
	1928 

	TD
	Normal
	 Moves to London (he may have moved there in 1929) 


	TR
	Artifact
	TD
	Normal
	 Tours continue in Austria, Yugoslavia & Germany (and likely elsewhere) 


	TR
	Artifact
	TH
	Artifact
	1929 

	TD
	Normal
	 Records 8 sides for Columbia in Paris 


	TR
	Artifact
	TH
	Artifact
	1931 

	TD
	Normal
	 Meets with Selmer, moves to Paris to head new guitar production facility 


	TR
	Artifact
	TH
	Artifact
	1932 

	TD
	Normal
	 Production undergoing, resumes touring in Europe 


	TR
	Artifact
	TH
	Artifact
	1933 

	TD
	Normal
	 Severs relationship with Selmer 


	TR
	Artifact
	TD
	Normal
	 Fractures wrist and recovers for 6 months. 


	TR
	Artifact
	TH
	Artifact
	1934 

	TD
	Normal
	 Begins smaller club appearances as “the unknown guitarist” 


	TR
	Artifact
	TH
	Artifact
	1935 

	TD
	Normal
	 Starts new plastic reed business. 


	TR
	Artifact
	TH
	Artifact
	1936-1939 

	TD
	Normal
	 Moves to New York (he appears to have first gone over in 1936, then was back and forth until his permanent move due to the war) 


	TR
	Artifact
	TH
	Artifact
	1951 

	TD
	Normal
	 Returns to Italy to purchase 5 Mozzani harp guitars 


	TR
	Artifact
	TH
	Artifact
	1950-1960s 

	TD
	Normal
	 Develops plastic guitars and ukuleles 


	TR
	Artifact
	TH
	Artifact
	1979 

	TD
	Normal
	 Befriends John Monteleone and works on new projects 


	TR
	Artifact
	TH
	Artifact
	1989/1990 

	TD
	Normal
	 Develops plastic violin 


	TR
	Artifact
	TH
	Artifact
	1993 

	TD
	Normal
	 Passes away 



	 
	 
	We continue now with a full examination of Mario Maccaferri’s harp guitars. 
	 
	 
	Introduction to the Models 
	Before Django picked up his first Selmer, before Mario Maccaferri even considered making steel-string guitars – let alone inadvertently creating  the seminal Gypsy jazz guitar – there were the Maccaferri gut-strung  "concert" guitars. 
	As Maccaferri himself was a renowned classical guitarist, touring Europe periodically from 1923 until the early 1930s, naturally his instruments were exclusively gut and silk strung. However, these were not standard six-string "Spanish style" guitars, but for the most part, an array of harp guitars of Maccaferri's own design. Indeed, there seem to be many more surviving photos of Maccaferri with a harp guitar than a standard six-string. This unique instrument choice was the direct result of Maccaferri's lon
	Figure
	Mozzani's chitarra-lyras were most commonly 9-course instruments with 3 sub-bass strings. Maccaferri, who began his apprenticeship with Mozzani in 1911 (at age 11), was involved directly in the construction of these instruments, and so learned all of their intimate details. Within a dozen years he had created his own harp guitars based on Mozzani's single arm designs, though sufficiently different to be uniquely his own. By all accounts, Maccaferri's goal in developing these instruments was (like Mozzani) t
	One wonders what Mozzani thought of his apprentice's efforts, or if any of his own construction techniques or designs were in turn influenced by his much younger disciple. In 1923, Maccaferri set up his own shop in Cento, where he “advertised himself as a maker of all fretted instruments, offering nine different guitar models, seven various mandolins, as well as violins and cellos” (Wright). By 1926, the instruments of both master and his "best pupil" were featured side by side in a distributor's catalog (V
	While the 1926 catalog shows only a drawing of the main new Maccaferri harp guitar (with descriptions of the others), Maccaferri's own c.1927 catalog contains valuable photos of these four new harp guitar models. (See the Appendix for full catalog pages.) Recently, surviving examples of two of the ultra-rare catalog styles have surfaced. 
	Besides the catalog models, there are additional photographs of Maccaferri (and one additional famous player) with other curious models. These show four additional Maccaferri harp guitar variants that differ slightly-to-significantly both from the early catalog models and the final Selmer models. All of these instruments appear to have been created in the short years between his 1923 shop opening and the 1931 start of the brief Selmer period. Amazingly, all this while, Maccaferri was periodically relocating
	It is our efforts to sequentially date these rare "interim" harp guitars that remains fascinating, if frustrating. Pictured below are all the different types of Maccaferri harp guitars that I am aware of. Most are one of a kind, and some are known only from a cryptic photograph. The lineup below shows all of them in order of possible chronology – but also in what I (personally) imagine as a reasonable "progression" from a design standpoint. The following chapters provide further details and conjecture on ea
	 
	Figure
	 
	 
	 
	 
	 
	 
	The four undocumented instruments (Type 1, 4, 5 & 6) are the most intriguing, as there doesn’t seem to be any definitive way to date them, or to deduce their order of appearance. I found myself being influenced by the shape of the soundholes and headstocks (which admittedly may or may not have anything to do with the actual sequence). 
	Headstock comparison of the above models (Type 4 not shown as headstock is out of frame) 
	Figure
	 
	 
	 
	 
	 
	 
	As you browse through all of Maccaferri’s harp guitars, also keep an eye out for replaced bridges and/or saddles, which were nearly always originally configured with Maccaferri’s three individual slanted saddles – a feature he borrowed from Mozzani. I once thought the configuration and count of frets might be a timeline/evolution clue. I no longer think so – though the fret configuration remains interesting – and so include this chart before we begin our look at the models or “types” (Photo credits are at e
	Table
	TR
	Artifact
	 Harp Guitar Type 
	 Harp Guitar Type 

	Total Frets 
	Total Frets 

	Last Full Fret 
	Last Full Fret 

	Comments 
	Comments 


	TR
	Artifact
	1 (Maccaferri's) 
	1 (Maccaferri's) 

	24 
	24 

	20 
	20 

	It would have been natural for Maccaferri to adopt the common 24-fret feature of Mozzani's typical harp guitars. He was building and playing them even as he created his first personal designs. 
	It would have been natural for Maccaferri to adopt the common 24-fret feature of Mozzani's typical harp guitars. He was building and playing them even as he created his first personal designs. 


	TR
	Artifact
	1 (Extant) 
	1 (Extant) 

	20 (modified) 
	20 (modified) 

	20 
	20 

	The top and soundhole photos show the extension removed – cut off at the 20 fret, leaving a gap in the soundhole wood. 
	The top and soundhole photos show the extension removed – cut off at the 20 fret, leaving a gap in the soundhole wood. 
	th



	TR
	Artifact
	Practice HG 
	Practice HG 

	24 
	24 

	24 
	24 

	The only full-width (across all strings) 24-fret Maccaferri. 
	The only full-width (across all strings) 24-fret Maccaferri. 


	TR
	Artifact
	2a (all) 
	2a (all) 

	20 
	20 

	20 
	20 

	Perhaps Maccaferri chose to use only 20 frets for all his catalog "production" instruments for a perceived target audience? 
	Perhaps Maccaferri chose to use only 20 frets for all his catalog "production" instruments for a perceived target audience? 


	TR
	Artifact
	2b (all) 
	2b (all) 

	20 
	20 

	20 
	20 


	TR
	Artifact
	3 
	3 

	20 
	20 

	  
	  


	TR
	Artifact
	4 
	4 

	24 
	24 

	22 
	22 

	Though there are the same 24 frets for the high strings, it's interesting that the last full fret appears at a different location in each of these three experimental harp guitars. 
	Though there are the same 24 frets for the high strings, it's interesting that the last full fret appears at a different location in each of these three experimental harp guitars. 


	TR
	Artifact
	5 
	5 

	24 
	24 

	21 
	21 


	TR
	Artifact
	6 
	6 

	24 
	24 

	20 
	20 


	TR
	Artifact
	7 (Maccaferri's) 
	7 (Maccaferri's) 

	21 
	21 

	20 
	20 

	Presumably had no original extension. 
	Presumably had no original extension. 


	TR
	Artifact
	7 (#275) 
	7 (#275) 

	21 
	21 

	20 
	20 

	Original extension broken off? 
	Original extension broken off? 


	TR
	Artifact
	7 (all others) 
	7 (all others) 

	24 
	24 

	20 
	20 

	  
	  



	The Models (“Types”) 
	Harp Guitar Type 1 
	 
	Figure
	This ultra-rare specimen turned up in 2012 and matches a model played by Maccaferri in a similarly rare photograph. It is very similar to the next type shown (the production model), but has a host of subtle to significant differences. While the production model is now known to have appeared in 1923, with continual catalog offerings for a few years, this instrument – so far, the only surviving one of its kind – is stamped but undated, with clues that point to both earlier and later than the 1923 eventual pro
	 
	Figure
	 
	 
	 
	 
	 
	  
	 
	 
	The instrument was first observed in this wonderful photo of Maccaferri, demonstrating his impressive reach (many guitarists pose like this, and Maccaferri was a real showoff about it). The photo is undated, but Maccaferri looks closer to thirty than his early twenties (born in 1900, Maccaferri’s age goes hand in hand with the year). Yet I’m proposing that he built it just prior to his 1923 instruments. If so, then the image simply means he hung onto the guitar and chose to be photographed with it some year
	The two instruments are virtually identical, but appear to be different examples of this model, as clear differences can be observed in the subtle shape of the decorative head connecting pieces when examined above side by side. To me, this feature is the best case for weighing this as Maccaferri’s first experimental harp guitar. Considering the simplicity and fragility of the joining piece, it is in great shape. But why is it there at all? It seems to serve no structural purpose whatsoever, and – like his l
	 
	Figure
	I don’t see any hidden screws that might allow for neck adjustments at the horizontal neck support of the arm. 
	Figure
	(Next page) The other end of the neck does have adjustment bolts like the Mozzani: three, for angle and twist. The somewhat crude cut-out for this system seems again to indicate an earlier experiment. 
	 
	Figure
	 
	 
	 
	The back is heavily domed and is continuous to the very top of the bass tuner section, as are the sides. 
	The back is heavily domed and is continuous to the very top of the bass tuner section, as are the sides. 
	Figure

	                               
	 
	 
	Figure
	  Left: I believe this is the same instrument in a photo of Maccaferri demonstrating his technique (with metal thumbpick). 
	Figure
	His instrument has an extension for 24 frets, which the extant specimen surely had as well. It has been cleanly chopped off below the 20 fret, leaving a gap in the soundhole. 
	th

	Maccaferri’s bridge appears a bit odd. Where is the classical-style tie rail that appears in the surviving specimen? The bridge of both instruments contains three separate bone saddles, a simple intonation-adjusting trick Maccaferri copied from Mozzani. The slant of the open sub-basses is of course irrelevant to pitch or tone. Whereas Mozzani used bridge pins for his harp guitars (with the gut and overspun string ends tied in a knot) – and Maccaferri would duplicate that on his 1923-c.1927 catalog guitars –
	 
	Figure
	Whether or not this instrument is the first harp guitar type Maccaferri built or not, it’s interesting to note the soundhole on the harp arm – it’s very Mozzani-inspired. 
	Figure
	Mozzani also eventually switched to using a mahogany or stained wood for the front of his contrasting arm. But did he get that idea from his student? Maccaferri’s may be an ebony veneer to match his other head components. 
	 
	Figure
	I don’t recognize the tuners (I’m sure someone will), but they look like a purchased set of something easily available. 
	 
	All in all, this instrument has the vibe of an earlier experiment to me.  
	We’ll soon compare this with the very similar catalog production instrument, where changes will include Maccaferri’s stamp on the soundboard, the more elaborate carved headstock “sculpture,” a cleaner system of hiding the adjustment bolts, the omission of the arm soundhole, limiting of the frets to 20, and bridge pins instead of the tie block seen here. 
	  
	Figure
	Figure
	 
	   
	     
	 
	 
	Practice Harp Guitar  
	 
	This stunning photograph from 
	www.chitarrainitalia.it
	www.chitarrainitalia.it

	 shows a young Maccaferri with an extremely cool, portable "practice harp guitar" with 3 sub-basses that he undoubtedly made for himself.  

	Figure
	Note the add-on that gives the profile of the body for his right arm, while a support fits against his waist.  
	  
	Figure
	Harp Guitar Type 2a 
	Figure
	 
	 
	 
	 
	 
	 
	 
	  5 views of Maccaferri harp guitar Type 2, 9-string version, taken from the three photographs below and the 1926 and c.1927 catalogs. 
	This Type – made in three configurations – represents to me Maccaferri’s first fully-realized harp guitar design, and is by far my favorite. Appearing as an illustration (right) then photographed in the two extant catalogs, we only knew at first that it was a production model from at least 1926 through 1927. 
	Figure
	Figure
	One who knew it was actually introduced in 1923 was the late Alessandro Maccaferri, nephew of Mario Maccaferri, who owned the instrument shown here, kindly shared with me in 2017 (via mutual friend Giulio Sangirardi Bortolotti. It was Alessandro who published the Maccaferri booklet by Giovanni Intelisano, and Giulio who translated it with his lutherie partner Giulia Cavicchi). 
	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	Previous page: The 1926 Rovinazzi catalog and Maccaferri’s c.1927 catalog use the same image of Professor Mario Maccaferri playing his 9-string production model. 
	Additional photographs of Maccaferri with this same model. The second player on the right was listed as “Mateuzzei,” one of his pupils. 
	Figure
	The lower left photo was inscribed in 1929, but the instrument could have been built as early as 1923.  
	The lower right image is from Maccaferri’s entry in the 1929 Columbia Records catalog. While clearly a similar 9-string, note that it has no signature in the top. 
	Figure
	Figure
	Below: Italian guitarist Federico Galimberti played both a dual-arm Mozzani harp guitar and this Maccaferri Type 2a, seen in a record catalog. 
	 
	Figure
	With Alessandro’s surviving specimen, we can now fully appreciate the beautiful details of the three-dimensional bass extension, a gorgeous and wonderful, (and functionally, completely unnecessary) carved affair. 
	Figure
	Figure
	Note the inset screws attaching the neck to the arm’s extension. These presumably allowed a small range of torqueing of the neck twist and were likely covered with black caps. 
	 
	Figure
	Again, we see the three separate bone saddles for intonation, but now Maccaferri uses bridge pics as his mentor Mozzani always did. Note how Maccaferri chose to center the bridge on the top with the neck, even though the nine strings are placed off center to the left. 
	 
	Figure
	And now we see that there are no holes in the lovely back for neck adjustment bolts. Maccaferri chose to place them just above the 18th fret, and presumably, they are also adjustable. This 1923 instrument then uses a four-bolt neck system rather than Mozzani’s six. 
	Note that the arm is much slenderer than the Type 1 above and has no soundhole, and that the instrument has 20 frets rather than his personal preference for 24 on a fretboard extension. All of these features – all but that elaborately carved headstock joint – indicate that Maccaferri may have been streamlining his just slightly for his prospective customers.  
	Similarly, his signature stamp on the top was meant for his customers, perhaps to clearly differentiate them from Mozzani’s. 
	Figure
	Figure
	 
	 
	            
	Figure
	Figure
	Harp Guitar Type 2b 
	    
	Figure
	Figure
	The 11-string Type 2 harp guitar was described as being for accompaniment, as three or four floating basses was deemed the right amount by both Mozzani and Maccaferri. The first extant specimen appeared in 2008 in the updated Mozzani book by Intelisano and Frignani (the instrument belonging to Lorenzo Frignani). It also has a 1923 label with “year 1, n.6,” and, while nearly identical to the catalog specimen has a lower cutaway that hits the neck below the unmarked 17 fret rather than above it. You can make 
	th

	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	  
	The tuning continues the 9-string's descending D-C-B with A and G (written as GABCD / EADGBE left-to-right or low-to-high). The extra two strings necessitate a lengthier bass headstock, while retaining a similar three-dimensional carved joining piece. I just love how Maccaferri curved the flare to the left on the 9-string and to the right on the 11-string. The rare Type 2b photograph below is also just curving to the right, but note its extremely delicate carving (along with overall different arm/bass head 
	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	There are now three surviving examples of the Type 2b now known. Two (both owned by Lorenzo Frignani) are shown here side-by-side. The second looks identical, with the same lower cutaway and missing 17 dot marker, but is missing the stamp on the top and has no label. The backs are subtly different with beautiful woods. The third specimen is owned by Giovanni Intelisano. 
	th

	Figure
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Harp Guitar Type 2c 
	This fascinating 11-string instrument looks identical to the "standard" model above - until it is seen in perspective (below), which shows that it is a giant-sized version! Maccaferri dubs it a "chitarrone" (not to be confused with the much earlier lute of the same name), but it is really a 9-course quinta bassa. This quint-bass is tuned to the same relative intervals as the standard 9-string harp guitar, except that everything is tuned down a fifth. This yields a high string of A, and a lowest sub-bass pit
	Heinrich Albert & the World's First Harp Guitar Quartet
	. What a truly awe-inspiring instrument this must have been! 

	Figure
	Figure
	Here are the three "Type 2" models shown to scale as presented in Maccaferri’s own catalog: Quint-bass, 11-course, 9-course. The scale length appears to be an inch or so longer on the 11-string, and a few inches longer on the quint. 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Let’s now turn to the two catalogs and examine the listings for these three models. 
	1926 Rovinazzi Catalog Entries 
	Figure
	 
	The 1926 Rovinazzi catalog includes both German and Italian descriptions of the three instruments, though they take some deciphering.  Original prices are given in lira ("L"). 
	N. 1 is the quint-bass; a "contra-guitar for accompaniment" is how they chose to translate "Chitarrone mezza-lira" into German. Incidentally, the term “mezza-lira” – meaning “half-lyre” – was introduced by Mozzani for his single-arm harp guitar designs. (I’ve stated many times how I find calling it a “half-lyre” is an oxymoron, akin to calling myself a “two-legged quadruped.”) This entry mentions the adjustable neck and ebony fingerboard, while the Italian entry lists a "carved bottom" (convex back). The ov
	Figure
	N. 2 is the 11-string (5 sub-basses), which measures .98 x .42 m (38.6" x 16.5"). 
	N. 3 is the 9-string "for the soloist," measuring .96 x .41 m (37.8" x 16.1"). 
	The Italian entry mixes up the last two – the handwritten "5" should have been done on the above entry – the larger instrument selling for an extra 30 lira. 
	 
	 
	c. 1927 Maccaferri Catalog Entries 
	 
	Figure
	N. 1: Maccaferri's own catalog again uses the name "Chitarrone" and identifies it as a "quinta bassa." He also supplies the tuning: the neck is tuned a fifth below standard (lowest string is A), with the 3 sub-basses descending G-F-E.  
	N. 2 and N. 3 are the hollow arm 11- and 9-string harp guitars. It is interesting that although they are listed as having 24 frets – with the corresponding high E notated on the staff – the actual specimens shown in the catalog only have 20 frets. So do the extant instruments and the specimens seen in the photos of Maccaferri. It seems strange that he had been playing his mentor Mozzani's instruments with 24 frets, yet did not incorporate this feature for his own first instruments – despite the claims in hi
	 
	Figure
	N. 5, a "common form" 9-string that sold for considerably less, is clearly the theorboed model shown next (Type 3). 
	 
	Harp Guitar Type 3 
	 
	Figure
	Nothing is known of the 9-course theorbo-style Maccaferri harp guitar, except for this single image in the c.1927 catalog.   
	It has the same 20 frets (or is there an extra one?) and is distinctive in that it is the only Maccaferri harp guitar known without a cutaway!  
	The unsupported, carved extension was undoubtedly wonderful looking, if similarly fragile! 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Harp Guitar Type 4 
	                 
	Figure
	Figure
	As discussed in my 2007 
	Harp Guitar of the Month
	Harp Guitar of the Month

	, this one is a mystery!  It is known only from these two cryptic photos of a young Julian Bream taken in 1947. Agonizingly, in neither photo do we get enough details. François Charle agrees that this was made sometime between Maccaferri’s Mozzani period and his Selmer period – beyond that we have no idea. It was obtained from Selmer's London office as allegedly "Maccaferri's personal performance instrument" (aren’t they all?). It is now known to have had "two soundboards, a tone reflector," and a "beautifu

	Figure
	I highly recommend reading my separate article, and then the entire fascinating story of Bream’s history with this instrument – specifically the feud between his father and a very vocal member of London’s Philharmonic Society of Guitarists – in Stuart Button’s book Julian Bream: The Foundations of a Musical Career. 
	It still boggles my mind that a one-of-a-kind Maccaferri harp guitar once owned by Julian Bream has disappeared from the face of the earth! 
	Harp Guitar Type 5 
	Figure
	Our next “interim” Maccaferri model is incredible (I own it, so should know), and once again, we can’t say exactly when it was built, A reasonable “c.1928” or c.1933 are both possibilities (see “Mystery Maccaferris” below).  
	It is distinctive in every way – from its “squashed egg shape” (as luthier Fred Carlson described it), to the unusual upper treble bout cutaway, to the complex headstocks, to the rosewood back and sides (two sets – one outside, one inside!), to the four, rather than three, sub-bass strings, and to the Mozzani-style 6-point neck adjustment system. Not to mention what could very well be the first appearance of the famous “D” soundhole – through which can be seen the second, internal spruce soundboard and “flo
	If any historical instrument begged to be disassembled and analyzed, it is this one. 
	And so, we did! 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	The instrument had been originally restored by Marco Roccia (1902-1987).   Now, in order to address a few new cracks inside, I gave the go ahead for my restorer, Bill Fiorella of Littleflower Guitarworks, to remove the back and have another go. I was anxious to study what was obviously an early experiment for the famous Selmer patented internal reflector. 
	Figure
	Indeed, what we discovered was another guitar inside! It was just flipped upside down. Here you can see a second spruce soundboard that is attached to its own Brazilian rosewood sides. This inner soundbox is affixed to the outer soundboard, which acts at the “back” for the inner chamber. This inner body is separated from the outer body by a gap of a half inch or so around its perimeter and from the true back, which is hot bent, Mozzani-style, with a significant dome. The spruce half-clamshell “resonator” or
	 
	Figure
	In the corner of the inner body’s sidewall, there is a long narrow slot, providing a deliberate airway from this chamber to the arm cavity, which has its own front soundhole. Did Maccaferri imagine himself as some sort of mad scientist of airflow dynamics?!  
	Figure
	Sadly, the end result of all this time-consuming experimenting and logistics is that the instrument is no louder to the player or audience than any garden variety 6-string classical guitar. 
	Towards the bottom of this photo, you see part of the rosewood back remaining. Maccaferri did a straight seam here, perhaps because he didn’t have a long enough piece. We can now see the inside of the painted arm, which looks like more Brazilian rosewood. 
	Note how in the previous photo that Maccaferri chose to stain the inside of the rosewood back black where it would be seen through the crescent soundhole. Rather than use the arm soundhole as a design element, as Mozzani famously did, his student must have liked the idea of hiding it with his black-on-black illusion. 
	The three holes in the thin neck block are for accessing the adjustment bolts for the neck. The neck itself is much like Mozzani’s – wide, flat and thin, and amazingly comfortable to play. 
	Still curious about the design and construction of this instrument, I took it to our 9th Harp Guitar Gathering in Connecticut, where John Thomas set up another of his famous guitar X-ray sessions at his Quinnipiac University’s Department of Diagnostic Imaging – this time for giant harp guitars! 
	 
	Remember: anything that appears white is metal, other wood elements are colored depending on their thickness.  
	Remember: anything that appears white is metal, other wood elements are colored depending on their thickness.  
	The six wood screws that are hidden under ebony buttons that attach the heads to the horizontal supports coming off the bass arm can be clearly seen. I believe the three screws that form a long vertical triangle on the 6-string head (which is separate from the bass head) act like Mozzani’s 3-bolt system, where the top screw would adjust overall neck angle and the bottom two would adjust bass & treble twist. 
	The additional plates around the bone nut remain a mystery, as do the two little screws pointed up. 
	In the side view, an additional short screw is seen coming in from the back; I can’t figure out its location or purpose either! 
	Figure

	Figure
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	Figure
	 
	 
	 
	 
	 
	 
	 
	And then, there’s this mess. Remember how the access holes are placed a near-45-degree angle, the side view shows the screws that must come from both directions to lock these down while allowing for neck movement through all three holes. Mozzani’s system seen in the diagram from his harp guitar booklet seems cleaner, but Maccaferri may be using the same simple engineering. 
	 
	Figure
	Figure
	 
	 
	 
	Figure
	 
	 
	Figure
	And finally, the body within the body… 
	 
	Figure
	Originally, the model was known from the Maccaferri photograph shown, which François Charle dates to the late 1920s (or could it be 1933? See “Mystery Maccaferris below). The extant specimen has a fascinating story, shared by James Westbrook, employed as a guitar expert by Bonhams at the time. It was one of three harp guitars owned by Maccaferri’s great friend, plectrum guitarist Louis Gallo, consigned to Bonhams of London in the late 1990s. The late collector Scott Chinery won the auction, but never collec
	Figure
	The photo below shows the instrument in the Bonhams catalog, complete with added inappropriate Selmer tailpiece. The next images show the instrument restored to its original configuration after the Bonhams auction. (This configuration will be discussed once more under Mystery Maccaferris…just in case we are all wrong!) 
	The Bonhams catalog stated that "the vendor purchased this instrument from Maccaferri in New York, who told him it was made by Mozzani”(!) Presumably the manufacture date of 1928 was provided by the consignor also – whether as true provenance, or a casual guess, we may never know. The first statement sounds reasonable, and added weight to the original assumption that it was the exact same instrument played by Maccaferri in the photo (discussed further below). All agree that the second claim is highly unlike
	Figure
	Nevertheless, I think it is worth paying closer attention to the alleged Mozzani provenance, especially as the consignor was quite likely familiar with its story from owner Louis Gallo. We all concur that it was made sometime in the late 1920s between Maccaferri’s Mozzani period and his Selmer period – but when exactly? While to my eye, it appears to be a later design, there is simply no way to know when and where it came from. Maccaferri set up his own shop in 1923 in Cento, home of Mozzani's workshop/scho
	Figure
	 
	Figure
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Figure
	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	Originally, everyone assumed that there was just one of these guitars made, and that the extant specimen which surfaced in 1990 was, in fact, the very instrument Maccaferri is seen with in his late 1920s photo. In fact, I went so far as to duplicate as closely as I could Maccaferri’s pose with it to compare (including my faux-Italian suit). Certainly, the instrument is very unusual and distinctive, another personal experiment of Maccaferri's. And yet there are obvious discrepancies between the two. But can 
	Figure
	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Let’s start with the head. You can see that mine extends and contains the screw cover plugs. Maccaferri’s runs straight across with nothing there – which is certainly possible, but not logical for him. I am now considering a scenario where a darkroom technician matted or brushed out that area that almost seems to fade away into nothing. Perhaps because there was some visual artifact in the background they needed to get rid of? Perhaps examining the original would yield a better answer; to me, it’s not impos
	A second and better possibility for the head question is that mine shows signs of extensive rework; in any event, something strange has taken place. The X-rays can’t help us here, so let’s look at my photos, while considering these observations. (I literally couldn’t see some of this in person, but had to carefully photograph, then magnify and apply various Photoshop filters to accentuate these features.) 
	I conjecture that we are looking at a "period" modification of the original late-'twenties photographed instrument by Maccaferri himself – i.e.: soon after it was built, with the same wood, stain, materials, etc. I was told by John Monteleone that Maccaferri was known to be an excellent engineer, designer and machinist, and was thus able to create any required custom hardware for his inventions. Here, I think he may have decided to install (or re-do, if there originally were any) adjustment points to the he
	 
	Figure
	The red lines represent my proposed seams of new scarfed-in overlays. Next is the same image shown without my lines and highly contrasted. 
	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Other angles: 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Figure
	 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Are there any other discrepancies? Possibly. I chalk up the different “shape” of Maccaferri’s bridge to light glare on the right side, so discount that (and of course, bridges are easily replaced, but I don’t think this one was). The bottom bone “button nut” for the first sub-bass string does not appear to be in the same position (but again, could have been re-worked?). Finally, what we see through Maccaferri’s soundhole does not seem to emulate what mine has. Here’s how the clamshell protrudes through the 
	Figure
	 
	 
	 
	 
	 
	 
	 
	 
	 
	You can see the two corners of the clamshell at these angles; the top edge of it is hidden above, behind the fretboard. What’s slightly confusing here is that Maccaferri has a very thin tall brace on the “audience side” of the inner soundboard, and it is angled rather than running along the edge of the inner D-hole. Thus, the view from straight on through the soundhole yields this below. True, Maccaferri’s instrument may be at a different angle, yet has a line though that inner shadow that is odd in any sce
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	Harp Guitar Type 6 
	A single photograph of this fascinating instrument was discovered in February, 2008 within the personal file cabinets of Mario Maccaferri. Special thanks to the Maccaferri family and researcher Jeremy Tubbs for sharing this important find with us. 
	There are several interesting features so it is hard to know where to begin! It appears to be a smaller body instrument with a more traditional classical-style shape and round soundhole, albeit with the Maccaferri cutaway. Note the strange protrusion on the cutaway – a subtle extension serving as a leg rest? The extra section attached to the upper bass bout and neck appears to be an additional small resonating chamber complete with a tiny sound hole! It has Maccaferri's preferred 24 frets for the high strin
	Dating this one is a little easier, as we can assume it was built within the 1932-1933 timeframe of Maccaferri's Selmer relationship. 
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	Harp Guitar Type 7 
	Figure
	We finally reach the last of our Maccaferri harp guitar types: the famed Selmer Concert Harpe model. The “concert” designation refers to it being a nylon string classical guitar. There are currently four known extant instruments out of at least five sequential serial numbers. I suspect all were originally identical production instruments. The Selmer harp guitar seen in photos of Maccaferri may represent an additional specimen – perhaps a prototype. Or is it #275 discussed below? It depends on what we can re
	The Selmer harp guitars are well illustrated and described in Francois Charle’s wonderful book. Key elements are the D-shaped soundhole and the internal resonating chamber – virtually the same idea (but a vast improvement on) the Type 5 experiment seen above. 
	Upon the start of his deal with Selmer in France, Maccaferri (then in London) decided to patent this latest version of his internal resonator. The English patent was filed on April 9, 1931 but not granted until July 11, 1932. This number – 373,333 – appears on the headstock of all four specimens. He later also filed in France and the U.S., the latter copying the illustration from the first patent:  
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	The side view diagram is particularly illuminating, as it shows how the smaller inner soundbox – energized by the strings via the bridge – is tasked with producing essentially all the tone and volume, directing it out the large D-shaped soundhole. The air cavity behind it may contribute something, but as Maccaferri explained, the original purpose of this design was to isolate the guitar’s “body” from the back, which is dampened by the player cradling it (others experimented with adding additional isolated “
	Figure
	These partial views of original and reproduction Selmers from Charle’s book show the concept nicely: 
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	Maccaferri’s various fragile carved head designs were here simplified into one that was again intended to give the visual illusion of a continuous piece of architecture, but, as before, the head and neck float separately on the harp frame. The three sub-bass tuners are again contained within their own separate wooden insert. But there is still that one last fragile extension, just begging for breakage (which we will, in fact, see below…twice!). 
	Figure
	Maccaferri continued his tradition of using a separate piece for the front (top) of the arm, now known on the Selmers to be a piece of solid ebony. For the Selmers, he chose to return to the dramatic Mozzani- like arm soundhole of his very first harp guitar model, though continued to visually hide it with his deliberate black-on-black effect. Indeed, in certain photos, it is almost impossible to make out! His bass headstock and tuner array  is now much simpler, and is unconnected to the 6-string head.  
	Finally, he refined his body shape so that the cutaway, proportions, arm and head became streamlined and quite stylized, just as the  Selmer jazz guitars would  come to define “modern.” 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	As a historian and scholar, I believe the provenance of rare and valuable instruments should always be archived whenever possible, and that includes ownership. Along with dated photos and other notes, one can often back-trace repairs, modifications and other features. Knowing of no requests for anonymity, here’s what I know of the four extant Type 7 Maccaferri Selmer harp guitars: 
	Serial # 275 appeared in the same late 1990s Bonhams auction (catalog photo at right) as my Type 5 harp guitar, and was formerly owned by Maccaferri’s friend Louis Gallo. As seen in the original listing, it had several top cracks, a broken head extension and missing fingerboard extension, leaving the 21 partial fret. Both broken areas appear to have already been smoothed off to appear “finished.” Won, but unclaimed by Scott Chinery, it sold in the following Bonhams auction to the late legendary John Pearse.
	st

	Figure
	Figure
	Serial #276 has not yet been discovered, to my knowledge. #277 and #278 both famously appeared in the Charle book, with their ownership anonymous.  
	Figure
	Figure
	In 2008, #277 (left) changed hands through the Vichy auction, after being photographed by Sinier de Ridder. It looks to be all original and intact. 
	 #278 (right) similarly looks to be in fantastic condition, and was acquired also in 2008) by the Cite de la Musique museum in Paris, where it will presumably remain for future study.  
	 
	#279 came to my attention in 2013 and has an interesting story. Like virtually every surviving Maccaferri out there, it was said to be “Maccaferri’s personal guitar,” which we must always take with a grain of salt. Undeniably, it must have passed through his hands. As of this writing, this Selmer is 
	for sale
	for sale

	 in Italy. 

	Figure
	Figure
	 
	The story was culled from correspondence with the instrument’s owner (Reinaldo Franchiolo), the luthier who did the restoration (Lukas Milani), and a friend of the luthier (Massimo Milan, who took most of the images). 
	According to the owner, it was “given as a gift” by Mario Maccaferri to his friend, the world-renowned pastry chef P. J. Franchiolo, in 1939 while both men were living in Paris – just before escaping as the German troops were arriving. Franchiolo’s son Reinaldo eventually inherited the instrument upon discovering it in an old garage. He decided to have Vicenza, Italy luthier Lukas Milani restore it, Lukas spending five months on the project, explaining how he used a strictly philological restoring process u
	 
	Figure
	   
	Figure
	Like #275, the tip of the bass headstock was broken off; at right is Milani’s restored piece. 
	While many have seen the insides of Selmer 6-string guitars, here’s a look at the harp guitar’s specific construction features: 
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	  The inside of the arm box shows the solid ebony piece used for the front (soundboard) side. 
	 
	Figure
	 
	Figure
	Above: The curious inner workings of the head-to-harp frame attachment that allowed for adjustment. 
	 
	Figure
	Above: It’s also difficult to tell here how the neck is adjusted through the three holes in the back (seen earlier). The seating area of the neck was not photographed. But here you can see the thin, purple-stained reflector baffle glued to the sides. 
	Below: A matching-stain flat piece holding the large label is glued to the inner soundboard, to mate against the curved baffle and show through the D-hole. 
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	More before, during and after images of the restoration taken by Lukas Milani can be seen on his 
	YouTube video
	YouTube video

	. 

	The total figure of Selmer harp guitars built is still unknown – Charle told me that he has personally seen five specimens and puts total Selmer harp guitar numbers at "about one dozen." He further explained that things are clouded by the fact that identical serial numbers were used for 4-string tenor Selmer guitars! Listed in the Selmer notebooks (as reported by Charle in his Appendix) are 4-strings #275, 276 and 277, with dates of 4/14/33 (for the first) and 3/24/33 (for the last two). As Francois Charle 
	 
	Certainly, five to a hypothetical dozen production harp guitars is a small number, proving that while Maccaferri continued to promote 9-string harp guitars during his entire performing career, their popularity had dramatically waned by this time. I’ve never seen a photograph of any other guitarist with the Selmer harp guitar, and since at least two of those surviving were purportedly “the one Maccaferri played,” it’s likely that many of them just ended up with him.  
	 
	However, in the three known photos of Maccaferri with a Selmer, his appears to be the same instrument – curiously, a 21-fret version, as opposed to the 24-fret production model, with the headstock seemingly unstamped (i.e.: bare). As the faint stamp is somewhat difficult to capture in photographs, it is impossible to say if it is there or not in these images. If the headstock stamp is indeed missing, then this would indicate to me that this was his sole, unstamped “personal Selmer” – though why he would lim
	 
	The only other possible candidate for the one appearing in Maccaferri’s photos is #275 – and that’s only if you believe that, 1) The headstock stamp is present in all three Maccaferri photos – we just can’t see it, and 2) # 275’s 21-fret fingerboard is original, and not a 24-fret extension broken off and cleanly repaired. It should be noted that the stamp is clearly visible in all photos of #275. My guess would be that Maccaferri played an unstamped first example of the Selmer harp guitar. 
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	  Maccaferri’s 21-fret Selmer 
	Mystery Maccaferri Harp Guitars 
	Besides all the previous instruments, which are frustrating to date, but at least exist in photographic records, there are additional mystery Maccaferris of which no photographic evidence seems to exist. Did the instruments, in fact, ever exist? 
	The Selmer book states that Maccaferri harp guitars "exceptionally might have six (sub-bass strings)." Asked about these purported instruments, François Charle replied "I don't have any proof for a 6-(sub-bass)-string Selmer Maccaferri harp (guitar), I was just told about (them). I only really saw five 3-(sub-bass) string Maccaferri Selmer harp (guitars)." My suspicion is that these 6 + 6 harp guitars never existed, Charle's source perhaps describing the 5 + 6 c.1927 catalog version. 
	The next mystery Maccaferri harp guitar is/are actually three harp guitars. Meaning, they are three contradictory, individually-described instruments, but I believe we’re really after just one – and in fact, one we already know: the curious Type 6 above. In fact, had Jeremy Tubbs not discovered and then shared the rare photo of the Type 6 that proved the existence of a Maccaferri with seven strings on the neck, we’d still be scratching our heads today. Ironically, the evidence of the seven-strings-on-neck c
	• "Mario Maccaferri: Interview" by George Clinton, Guitar: the magazine for all guitarists, Jan, 1976 
	• "Mario Maccaferri: Interview" by George Clinton, Guitar: the magazine for all guitarists, Jan, 1976 
	• "Mario Maccaferri: Interview" by George Clinton, Guitar: the magazine for all guitarists, Jan, 1976 

	• "Living Legend" by Dick Boak, Acoustic Guitar magazine, March/April 1992 
	• "Living Legend" by Dick Boak, Acoustic Guitar magazine, March/April 1992 

	• “: The Guitars of Mario Maccaferri
	• “: The Guitars of Mario Maccaferri
	Maccaferri History
	,” by Michael Wright, Vintage Guitar online article (originally Vintage Guitar March & April 1995 issues) 


	• Guitar Stories Volume 2 by Michael Wright, 2000 
	• Guitar Stories Volume 2 by Michael Wright, 2000 


	The pertinent particulars are these: 
	Clinton: Quoting Mario Maccaferri: “I had used one with seven strings but I preferred the nine…” Later, (quote 2) “…the seven strings, incidentally, were on the neck.  I found it very difficult and had to go back to the six strings…”.  And finally, (quote 3) “…mine were floating strings beyond seven.” 
	Boak: Boak stated that, during his London period, Maccaferri "became fascinated by his latest creation, a harp guitar with seven playing strings on the neck and five bass strings for accompaniment, and he performed with that instrument for some time after its completion." 
	Wright (who read the two previous articles): In his 1995 VG articles, he mentioned a "harp-guitar with seven strings on the fingerboard and an additional five unfretted bass strings." In the 2000 VG book, Wright reported a 9-course harp guitar, with seven strings on the neck and two additional bass strings. (Wright later told me that he believes the latter to be the accurate version.) 
	First, to clarify what Maccaferri was describing in his Clinton interview: I have not provided the context in which the quotes were given because, frankly, it is missing in the original article as well. Clinton did a rather poor job of presenting the quotes, without any clarification, linearity, or surrounding logic. Quote 1 is simply a casual, incomplete statement – Maccaferri omitting reference to floating strings, and then including them in the “count” of his 9-string (3+6) standard harp guitar (the “nin
	Boak’s quote gives us the same 7-on-the-neck harp guitar with 5 sub-basses specified, remembered by Maccaferri as being in his London period. 
	Wright originally repeated Boak’s 5+7 harp guitar description three years after Boak. Five years later, Wright changed his description to a 9-string, 2+7 harp guitar. He subsequently informed me that the book would be the more accurate, and that the information likely came from either discussion with Maccaferri's widow Maria or from material she showed him. As he had access to Maccaferri’s files (the same files in which Tubbs would later discover and copy the Type 7 photograph), Wright could have even glimp
	Readers may make of this what they will. I find it simple – one of just two scenarios: a 12-course (5+7) harp guitar, built and played in Maccaferri’s London period (circa 1929, but unclear) or the 10-course (3+7) Type 7 harp guitar we have a picture of. I would bet on the latter; for one thing, the instrument is right there in front of us. Maccaferri built it and was likely its sole user. He just either never mentioned it to anyone – or never described it accurately. In this scenario, Maccaferri simply mis
	A final mystery Maccaferri confounds things even further. This was a “10-string guitar…that was shaped like an ‘L’ …(made)… “in about ’33…(that) had tubes (pipes) on the bottom like an organ that would resound every note.” (!)  
	Maccaferri described this fascinating experiment – which he gave a concert on – in his February 1986 Guitar Player interview with George Gruhn and Dan Forte. He was describing it as having taken place after his Selmer contract, as a continuation of his effort to eliminate wolf notes on the guitar – something he believes the internal soundbox eliminated on gut-strung classical guitars. This bizarre experiment was to further control the “sound equilibrium” with “these tubes.”  
	The “L-shaped, 10-string guitar” obviously brings to mind two instruments above: the Type 5 and the Type 6. Remembering that we are still circa-dating both of those in a flexible work-in-progress timeline, let’s take another look: 
	 
	Obviously, my Type 5 (left) shows no indication of having “organ pipes” attached. We have no back or bottom photos of the Type 6 (right), so we could be missing clues on that instrument.  
	Figure
	Figure
	If I were to pick the instrument with the most pronounced “L” shape, it would have to be the squashed, wider Type 5. It is also interesting that this one had a Selmer tailpiece attached in the Bonhams auction photo. Why? 
	The organ pipe 10-string may have retained a resonator (part of Maccaferri’s wolf note reduction) or eliminated it with the intent of the pipes doing the same thing differently. So that doesn’t point to either one of these choices over the other (the small round soundhole of the Type 6 would seem to indicate that it has no resonator). 
	 Could either of these instruments been the model on which the organ pipe 10-string was built? It seems too coincidental that there would be still another 10-string harp guitar besides these two experiments - yet we can’t exclude the possibility, especially as it would presumably have pipes sticking out of it! 
	I admit that I am stumped by this one!  
	 Future Discoveries: 
	We know from the images that at least one of each of the designs from the c.1927 Maccaferri catalog must have been built, and happily, examples of the Type 2a and 2b have now been found to survive in wonderful condition. 
	We now know that a 3 + 7 Selmer-labelled instrument was built, and possibly a 5 + 7 experimental instrument, along with some sort of outrageous 10-string harp guitar with added organ pipe-style tubes. 
	  Perhaps over time, anonymous, undiscovered owners of some of these rarities will come forward. Keep your fingers crossed, and keep checking back – Harpguitars.net will be around for some time and chances increase every year that Internet searches will put us in contact! 
	Maccaferri's Predecessors and Followers  
	Figure
	Everyone has by now become aware of the huge popularity of Maccaferri's distinctive Selmer guitars – along with Selmer models made after his tenure – made famous by Django Reinhardt and others. These instruments – both D-hole and oval-hole models – were widely copied, and continue to be copied even today (probably even more so today).  
	What about harp guitars? Maccaferri was of course directly influenced by Mozzani, who was directly influenced by the Viennese luthier Friedrich Schenk. Did anyone follow Maccaferri? I have only found one harp guitar that bears a resemblance – this c.1940 catalog instrument at left by Antoine 
	Di Mauro. It looks like a beautiful carved top cutaway jazz guitar with a D-hole, pickguard and three sub-bass strings positioned quite far to the left. The catalog date is unknown, but we know this appeared well after Maccaferri’s Selmer period. 

	There is, however, a curious form of Italian harp guitar introduced before Maccaferri’s 1923 designs with similarities enough to cause me to wonder if Maccaferri might have been inspired equally by those – combining their style and shape with the Mozzani aesthetic to create his own new designs. 
	The key maker of these modern-looking instruments was the 
	Giulietti family
	Giulietti family

	: father and two sons who all played and built instruments in Milan. The earliest known example is the specimen at right by Tullio (the father), dated December 15, 1918. The Giulietti instruments below with sloped “cutaways” were all built before the end of the 1920s. In his 1986 Guitar Player interview, Maccaferri states that he was the first to offer a cutaway (a natural outgrowth of the Mozzani lyre guitar’s higher fret access), so perhaps he had not seen the Milan instruments (or considered them true si

	Figure
	                     
	Figure
	Figure
	Figure
	No modern Maccaferri harp guitar copies have been attempted in any of his styles, beyond the fantasy “What if?” harp-ukulele I commissioned from renowned Gypsy guitar builder Michael Dunn in 2010 (left). 
	Finally, in 2020 Benoît Meulle-Stef (who has built many Mozzani-inspired instruments) designed a Maccaferri-inspired model of his own, which is nearly completed (right). 
	 
	     
	Figure
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	The Maestro Plays His Mentor's 
	 
	Figure
	Mario Maccaferri, age 16 in 1916, with a Mozzani harp guitar. 
	Until Mario Maccaferri got the itch to create his own designs around 1923, he played 9-string harp guitars designed by his teacher Luigi Mozzani. Maccaferri had become Mozzani’s guitar student and lutherie apprentice at age eleven, and so may have had a hand in building the Mozzani instruments seen here. 
	         
	Figure
	 
	    
	    Circa 1920 with another Mozzani. 
	Figure
	 
	Figure
	 
	 
	 
	 
	George Clinton captioned the photo at left “at the time of his concert at the Conservatory in Milan, 1926.” His age certainly looks about right, but why wouldn’t he be using one of his own harp guitars for his concert? 
	George Clinton captioned the photo at left “at the time of his concert at the Conservatory in Milan, 1926.” His age certainly looks about right, but why wouldn’t he be using one of his own harp guitars for his concert? 
	Figure

	 
	 
	 
	 
	Here, he plays the same Mozzani during the same period. This very distinctive instrument (I’ve never seen another with that flower petal pattern around the soundhole) has survived, in the collection of Lorenzo Frignani, displayed at the September 2019 Acoustic Guitar Village exhibit in Cremona, Italy in an outstanding exhibit he put together (mostly with his own collection) with Francesco Taranto. 
	Here, he plays the same Mozzani during the same period. This very distinctive instrument (I’ve never seen another with that flower petal pattern around the soundhole) has survived, in the collection of Lorenzo Frignani, displayed at the September 2019 Acoustic Guitar Village exhibit in Cremona, Italy in an outstanding exhibit he put together (mostly with his own collection) with Francesco Taranto. 
	Following images are also from the exhibit, and include the two Type 2b Maccaferri’s shown above, along with other Mozzanis and other Italian guitars. 
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	It should come as no surprise that Mario Maccaferri had an “up close and personal” relationship with the Mozzani harp guitars he helped build, and certainly played, during his tenure there. I’m fascinated by the story of Maccaferri returning to Italy in 1951 for the liquidation sale of his mentor’s workshop inventory, and coming home with five harp guitars, all of which survive today (I have to pinch myself to remember that I actually own one of these). 
	Figure
	According to John Monteleone, Maccaferri acquired these five Mozzani harp guitars in the 1951 liquidation sale of the Mozzani workshop/school, which closed in 1947.  Michael Wright had believed that they were acquired on a return visit to Italy while Mozzani was still alive (which would have been pre-1943). The inventory of the sale listed seven chitarra-lyra (no styles or models distinguished), so it seems clear that Maccaferri indeed purchased five of these seven.  Monteleone remembers them being stacked 
	A short 1983 article in Classical Guitar Magazine (right and next page) describes a visit to Maccaferri's where four of the instruments had recently been restored.  It’s unclear when these instruments were built at the Mozzani workshop; did Maccaferri's himself have a hand in their construction? I recall hearing that no, these were later instruments – although he had built identical models himself, and knew every detail of their construction.  According to Monteleone, Maccaferri acknowledged that the clever
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	After Maccaferri’s death in 1993, the five Mozzani harp guitars were sold to collector Scott Chinery by Mario's widow. Here are all five in color from Michael Wright’s 2000 book Guitar Stories Volume Two.  
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	Upon Chinery's passing in 2002, the Mozzanis were dispersed. Finding good homes for Chinery’s legendary collection does not seem to have a consideration, and the majority of his guitars disappeared into the four winds. Strangely, two Mozzanis I later examined (#2 & 3 above) were in a terrible state, with cracks, flaws, and some strange finish issues.  Chinery reportedly requested to have some of the originally bare tops varnished.  
	Again, it behooves serious scholars of these instruments to keep tabs on rare models, and I’ve kept track of these as much as I could. From what I’ve learned, Chinery’s collection was purchased about 2003 and immediately liquidated by one Michael Indelicato, split up among eight or so cash-rich friends, virtually none commonly known to the public as guitar collectors or dealers. I know certain instruments changed hands many times. Some eventually ended up at Bernunzio’s, some with Michael Catterino at the H
	As for the Mozzanis, the two on the right remain incognito; twenty years later, I’ve no idea where they went. (Note that one is actually a 6-string, with no added sub-basses.) 
	The instrument at left was first sold to YouTube guitar teacher Steve Stine, who flipped it to a wonderful gentleman collector who would become a friend: Jim Forderer (who sold me the Maccaferri, as discussed above). He shared it with the public at his many displays at the GAL and La Guitarra California guitar shows, before passing on to me shortly before his passing. It is a true treasure. 
	The above center instrument was at E Guitars when I visited, along with the smaller Schenk-style chitarra-lyra to its left. Both were inexpensive and yet I passed on them, due to condition. My friend in Brussels, Benoît Meulle-Stef of BMS Guitars acquired the center specimen and enjoyed it for a while (he’s built several Mozzani-inspired modern harp guitars), then sold it to a private party in New York, where it soon landed at Retrofret (available as of this writing).  
	Figure
	Figure
	The small terz-size instrument eventually made its way to the permanent collection of the Metropolitan Museum of Art, on display when I visited in 2019, as seen at right. 
	A final coda to the story of Maccaferri’s collection of Mozzani harp guitars is the wonderful photo record left of Maccaferri playing these very instruments (all but the Eagle Wing). Three of them were taken by his wife Maria at their home soon after their arrival in New York, with one (in color) taken later by John Monteleone in 1982. Anyone who owns one of these instruments should be doubly proud of its history! 
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	In my case, I have the extra benefit of having a record of Maccaferri’s own modification. 
	Figure
	Figure
	He must not have liked the original friction tuners for the three sub-basses, so plugged the holes and installed his own geared tuners. 
	To have not just a Mozzani possibly built by the master himself, but owned and tweaked by his best pupil, Mario Maccaferri is about as good as it gets in the world of collecting harp guitars. 
	 
	 
	 
	 
	Left and below: 
	Before and After: The beautiful carved-back Mozzani Art Nouveau model with original sub-bass extension, later modified by Maccaferri. 
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	Appendices 
	Instrument Specifications 
	Table
	TR
	Artifact
	Dimensions 
	Dimensions 

	Type 2b (Frignani) 
	Type 2b (Frignani) 

	Type 5 (Miner) 
	Type 5 (Miner) 

	Type 7 (Selmer book) 
	Type 7 (Selmer book) 


	TR
	Artifact
	mm 
	mm 

	inches 
	inches 

	mm 
	mm 

	inches 
	inches 

	mm 
	mm 

	inches 
	inches 


	TR
	Artifact
	A 
	A 

	Width of upper bout 
	Width of upper bout 

	309 
	309 

	12.17 
	12.17 

	356 
	356 

	14.00 
	14.00 

	  
	  

	  
	  


	TR
	Artifact
	B 
	B 

	Width of waist 
	Width of waist 

	254 
	254 

	10.00 
	10.00 

	345 
	345 

	13.60 
	13.60 

	  
	  

	  
	  


	TR
	Artifact
	C 
	C 

	Width of lower bout 
	Width of lower bout 

	418 
	418 

	16.46 
	16.46 

	416 
	416 

	16.38 
	16.38 

	400 
	400 

	15.75 
	15.75 


	TR
	Artifact
	D 
	D 

	Length of body 
	Length of body 

	479 
	479 

	18.86 
	18.86 

	457 
	457 

	18.00 
	18.00 

	475 
	475 

	18.70 
	18.70 


	TR
	Artifact
	E 
	E 

	Body depth tail 
	Body depth tail 

	100 
	100 

	3.94 
	3.94 

	100 
	100 

	3.94 
	3.94 

	  
	  

	  
	  


	TR
	Artifact
	F 
	F 

	Body depth lower bout 
	Body depth lower bout 

	95 
	95 

	3.74 
	3.74 

	114 
	114 

	4.50 
	4.50 

	105 
	105 

	4.13 
	4.13 


	TR
	Artifact
	G 
	G 

	Body depth waist 
	Body depth waist 

	92 
	92 

	3.62 
	3.62 

	89 
	89 

	3.50 
	3.50 

	  
	  

	  
	  


	TR
	Artifact
	H 
	H 

	Body depth upper bout 
	Body depth upper bout 

	77 
	77 

	3.03 
	3.03 

	86 
	86 

	3.40 
	3.40 

	  
	  

	  
	  


	TR
	Artifact
	I 
	I 

	Body depth heel 
	Body depth heel 

	62 
	62 

	2.44 
	2.44 

	86 
	86 

	3.38 
	3.38 

	  
	  

	  
	  


	TR
	Artifact
	J 
	J 

	Neck depth heel 
	Neck depth heel 

	19 
	19 

	0.75 
	0.75 

	18 
	18 

	0.70 
	0.70 

	  
	  

	  
	  


	TR
	Artifact
	K 
	K 

	Neck depth nut 
	Neck depth nut 

	18.5 
	18.5 

	0.73 
	0.73 

	18 
	18 

	0.70 
	0.70 

	  
	  

	  
	  


	TR
	Artifact
	L 
	L 

	Head depth tip 
	Head depth tip 

	18 
	18 

	0.71 
	0.71 

	18 
	18 

	0.70 
	0.70 

	  
	  

	  
	  


	TR
	Artifact
	M 
	M 

	Length of head 
	Length of head 

	172.5 
	172.5 

	6.79 
	6.79 

	175 
	175 

	6.88 
	6.88 

	470 
	470 

	18.50 
	18.50 


	TR
	Artifact
	N 
	N 

	Body neck joint to soundhole 
	Body neck joint to soundhole 

	140 
	140 

	5.51 
	5.51 

	44 
	44 

	1.75 
	1.75 

	  
	  

	  
	  


	TR
	Artifact
	O 
	O 

	Overall length 
	Overall length 

	965 
	965 

	37.99 
	37.99 

	962 
	962 

	37.88 
	37.88 

	950 
	950 

	37.40 
	37.40 


	TR
	Artifact
	P 
	P 

	Scale length 
	Scale length 

	630 
	630 

	24.80 
	24.80 

	616 
	616 

	24.25 
	24.25 

	620 
	620 

	24.41 
	24.41 


	TR
	Artifact
	Q 
	Q 

	String spacing at bridge 
	String spacing at bridge 

	112 
	112 

	4.41 
	4.41 

	102 
	102 

	4.00 
	4.00 

	  
	  

	  
	  


	TR
	Artifact
	R 
	R 

	Soundhole width 
	Soundhole width 

	95.5 
	95.5 

	3.76 
	3.76 

	160 
	160 

	6.31 
	6.31 

	155 
	155 

	6.10 
	6.10 


	TR
	Artifact
	R 
	R 

	Soundhole height 
	Soundhole height 

	95.5 
	95.5 

	3.76 
	3.76 

	76 
	76 

	3.00 
	3.00 

	70 
	70 

	2.76 
	2.76 


	TR
	Artifact
	S 
	S 

	Body Bridge edge to tail 
	Body Bridge edge to tail 

	138 
	138 

	5.43 
	5.43 

	127 
	127 

	5.00 
	5.00 

	  
	  

	  
	  


	TR
	Artifact
	T 
	T 

	Head width max 
	Head width max 

	55 
	55 

	2.17 
	2.17 

	64 
	64 

	2.50 
	2.50 

	  
	  

	  
	  


	TR
	Artifact
	U 
	U 

	Neck width at nut 
	Neck width at nut 

	49 
	49 

	1.93 
	1.93 

	51 
	51 

	2.00 
	2.00 

	51 
	51 

	2.01 
	2.01 


	TR
	Artifact
	V 
	V 

	Neck width at body 
	Neck width at body 

	57 
	57 

	2.24 
	2.24 

	60 
	60 

	2.38 
	2.38 

	61 
	61 

	2.40 
	2.40 


	TR
	Artifact
	W 
	W 

	Neck length body-to-nut 
	Neck length body-to-nut 

	316 
	316 

	12.44 
	12.44 

	318 
	318 

	12.50 
	12.50 

	  
	  

	  
	  


	TR
	Artifact
	X 
	X 

	Bridge length 
	Bridge length 

	225 
	225 

	8.86 
	8.86 

	254 
	254 

	10.00 
	10.00 

	225 
	225 

	8.86 
	8.86 


	TR
	Artifact
	Y 
	Y 

	Bridge depth 
	Bridge depth 

	29 
	29 

	1.14 
	1.14 

	30 
	30 

	1.19 
	1.19 

	  
	  

	  
	  


	TR
	Artifact
	Z 
	Z 

	Bridge height 
	Bridge height 

	6 
	6 

	0.24 
	0.24 

	9 
	9 

	0.34 
	0.34 

	  
	  

	  
	  


	TR
	Artifact
	a 
	a 

	Head angle 
	Head angle 

	11 
	11 

	0.43 
	0.43 

	minimal 
	minimal 

	  
	  

	  
	  



	 
	The 1926 Rovinazzi Catalog 
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	 Note below that Maccaferri’s Type 2a is illustrated on a Mozzani page.  
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	The c. 1927/1928 Maccaferri Catalog 
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	The Harp Guitars of Luigi Mozzani (link to Internet page)
	The Harp Guitars of Luigi Mozzani (link to Internet page)
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	Maccaferri’s U. S. Patent for the Selmer Soundbox 
	Maccaferri’s U. S. Patent for the Selmer Soundbox 
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	2015 Interview with John Monteleone by Daniel Wheeldon (link to Internet article)
	2015 Interview with John Monteleone by Daniel Wheeldon (link to Internet article)
	2015 Interview with John Monteleone by Daniel Wheeldon (link to Internet article)

	 

	A wonderful 3-part AMIS blog series of Daniel Wheeldon’s interview with John Monteleone, who had a long and fascinating friendship with Mario in in his last decade. His stories and memories are full of surprises and paint an even richer picture of Maccaferri. I did note one significant paragraph in the interview that seems to be misremembered and misstated – implying that the resonator and D-hole guitar was in response to being asked to create a jazz guitar for Selmer. However, the D-holes were originally g
	  
	Figure
	Link

	Mario Maccaferri and John Monteleone working on Mario’s new classical guitar 
	 
	 
	Harp Guitars and…Django?! 
	Figure
	Contrary to popular belief, Maccaferri himself never met Reinhardt, and in fact, was largely unaware of Django's music, being immersed in the classical repertoire and not Django’s Gypsy jazz. The steel-string Selmer guitars were the Company's idea, not Maccaferri's, who remained a gut/nylon-string player his entire life. How about Django? Was he aware of the behind-the-scenes creator of his favorite guitars, or remotely interested in the harp guitar?  It's doubtful. And yet Django was probably no stranger t
	 
	Figure
	According to Michael Dregni in Django Reinhardt and the Illustrated History of Gypsy Jazz, Django's father – Jean Eugene Weiss – led an "Orchestre" made up of his brothers, one of whom who holds an unknown hollow-arm harp guitar (at right; Jean is sitting at piano at right). A young Django and his mother re-connected with his father at this time, so it's tempting to imagine the youngster picking up that unusual guitar after putting down his own banjo. 
	Figure
	 
	 
	 
	Perhaps more intriguing in the Django story is Jean "Poulette" Castro, known among his fellow Paris Romany as "Le Grand Gitan."  Dregni states that Poulette taught young Gypsy players - including Django - the art of playing steel-string guitars with a plectrum, with the hand loose and free off the soundboard.  And yet, Poulette is seen at left with a harp guitar with 2 or 3 floating basses.   Did someone hand him a "prop" harp guitar for this publicity shot?...or did he play it?  Dregni doesn't know either,
	Perhaps more intriguing in the Django story is Jean "Poulette" Castro, known among his fellow Paris Romany as "Le Grand Gitan."  Dregni states that Poulette taught young Gypsy players - including Django - the art of playing steel-string guitars with a plectrum, with the hand loose and free off the soundboard.  And yet, Poulette is seen at left with a harp guitar with 2 or 3 floating basses.   Did someone hand him a "prop" harp guitar for this publicity shot?...or did he play it?  Dregni doesn't know either,
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