New York: Oxford University Press, 2006); [with William Craig Krause:] Federico
Moreno Torroba: A Musical Life in Three Acts (“Currents in Latin American and
Iberian Music,” Oxford & New York: Oxford University Press, 2013). Other
notable publications by Clark include: Isaac Albéniz: Research and Information
Guide (“Routledge Music Bibliographies,” New York & London: Routledge (Taylor
& Francis), 1998; 2nd edition, 2015); [Clark, ed.], From Tejano to Tango: Essays
on Latin American Popular Music (“Perspectives in Global Pop,” New York &
Abingdon: Routledge, 2002), and [co-edited with Robin Moore:], Musics of Latin
America (New York: W. W. Norton & Co., 2012).
4 Segovia’s first recording was a wax cylinder engraved in a studio in Havana in
1923, with music by Tárrega and Turina; his first phonograph recordings date to
1927, when Celedonio was fourteen. Alberto López Poveda, Andrés Segovia: Vida y
obra (Jaén: Universidad de Jaén, 2009), II, 1098.
5 Los Angeles was probably the most lively classical guitar community in the U.S.,
with the possible exception of New York. In the 1950s and ’60s, L.A. was the seat
of Vahdah Olcott Bickford’s American Guitar Society and home to classical guitar
aficionados such as Ronald Purcell, Frederick Noad, Howard Heitmeyer, Theodore
Norman, and the luthier José Oribe. Residents or frequent visitors included studio
musicians Jack Marshall and the aforementioned Tedesco and Mottola, while the
Hollywood film industry was known to employ Sabicas, Laurindo Almeida, and
Vicente Gómez (who also gave guitar lessons to Ricky Nelson), not to mention
Mario Castelnuovo-Tedesco, who was at this time living in Beverly Hills, scoring
major motion pictures and composing some of his best guitar music.
6 Allen Morris has pointed out that the Romeros were the first professional guitar
quartet; obviously, they were not the first example of four guitarists playing together.
Guitar trios were not unusual in the early nineteenth century, but there is almost no
extant repertory for four guitars from that period. Early ensembles usually included
one or more terz-guitars, and sometimes quart-, quint-, or prim-guitars, and often a
bass guitar as well. The Romeros’ guitar quartet always consisted of four normalsized instruments in standard tuning—a compromise that limited the collective
tessitura but probably encouraged imitation. Heinrich Albert’s guitar quartet in
Munich in the early twentieth century was at least semi-professional, depending
on how one defines the word, but it consisted almost entirely of harp guitars. Allan
Morris, “Heinrich Albert and the First Guitar Quartet [in Munich Around 1909],”
Guitar and Lute Issues website (orphee.com, 2003 [no longer online]); republished
on Mando Island website www.mandoisland.com/?p=886], 2010. Also see Gregg
Miner, “Heinrich Albert and the World’s First Harp Guitar Quartet,” at website
www.harpguitars.net/players/month-player,7-04.htm,2004.
A more likely source of the Romeros’ inspiration was the rondalla, a band
of street musicians popular in Spain and throughout the Spanish empire from
South America to the Philippines. By the late nineteenth century, a typical rondalla
consisted of bandurría(s), Spanish lute(s), and guitars, as well as tambourines,
castanets, and other percussion. A bandurría is a cittern with a very short neck with
metal frets and six double courses of metal strings tuned in fourths (from G m). The
traditional laúd is organologically similar but has a larger body and a longer neck
(facilitating access to higher positions); it is tuned an octave lower than a bandurría.
Celedonio’s brother “Uncle Pepe” played guitar in such an ensemble. Similar string
bands were popular in many countries, including mandolin orchestras in Italy,
German Zupforchestern, and American folk ensembles of mandolin, banjo and
guitar. Some of the estudiantinas (bands of Spanish “students”) traveled abroad and
became internationally famous. Both Torroba and Rodrigo composed or arranged
music for rondalla; see, for example: Federico Moreno Torroba, “Luisa Fernanda”:
Mazurka y habanera del soldadito, for 2 bandurrías, 2 lutes, & guitar (Madrid: Union
musical española, 1932, p.n. 17206; Joaquín Rodrigo, Estudiantina: Pasacalle y
Coplilla, for 2 bandurrías, 2 lutes, and 2 guitars (Madrid: Union musical española,
1962, p.n. 1989).
The most famous such ensemble was probably the Cuarteto de laúdes
Aguilar—much like a string quartet except that the strings were plucked rather
than bowed. It consisted of Ezequiel and José Aguilar on laudínes (soprano lutes),
Elisa Aguilar on a (viola-sized) laúd, and Francisco (“Paco”) Aguilar on a grand
laúd (a custom laudón with double courses and the tessitura of a cello). Note that
the Aguilars, like the Romeros, were all members of the same family. Included in
their repertory were a number of Joaquín Turina arrangements and compositions
such as “Fiesta mora en Tanger” (Album de viaje, Op. 15, No. 5), published for
piano in 1916 and arranged for lute quartet in 1924, and “Desfile de soldados de
plomo,” from Niñerias, Op. 21 (serie 1), arranged by Turina in 1925. Turina’s Dos
danzas sobre temas populares españoles, Op. 41, were composed or arranged for the
Aguilars in 1926, then published for piano the following year. Turina’s masterpiece,
La Oración del torero, Op. 34, was originally conceived for the Aguilars in 1925
and then reworked by the composer into his lush String Quartet No. 2, Op. 34
(1926). Turina’s Recuerdos de la antiqua España, Op. 48, was his last work for lute

quartet; the manuscript is dated 1930. Celedonio Romero was a friend of Turina
and was well aware of this music; in 1995, the Romeros recorded the Oración in an
arrangement by Pepe based on the Aguilar version.
7 Clark includes several useful appendices but regrettably omits a list of Celedonio’s
compositions and transcriptions. The catalog of the UME Archive in Spain
lists seventeen entries; of course it does not include editions from other Spanish
publishers, publishers outside of Spain, unpublished works, or arrangements and
orchestrations of previously published works. Yolanda Acker, María de los Ángeles
Alfonso, Judith Ortega, and Belén Pérez Castillo, eds., Archivo histórico de la
Union Musical Española: Partituras, métodos, libretos y libros ([Madrid]: Catálogos
de los fundos musicales de la Sociedad General de Autores Editores – Instituto
Complutense de Ciencias Musicales / III, n.d. [1993?]), 195–196.
8 An anthology of Celedonio Romero’s selected poetry was privately published:
Poemas, prosas, pensamientos y cantares (Del Mar, California: n.p., 1995).
9 In the prestigious Robert Lehman Collection at the Metropolitan Museum of
Art in New York City, there is a landscape painted by Pepe Romero when he was
a teenager in Santa Barbara. Richard R. Brettell, Paul Hayes Tucker, & Natalie H.
Lee, eds., The Robert Lehman Collection, Vol. III: Nineteenth- and Twentieth-Century
Paintings (New York: Metropolitan Museum of Art & Princeton University Press,
2008), Catalog No. 128.

Ian Gammie.

Nineteenth-Century Guitar Songs: An
Idiosyncratic Survey.
St Albans Herts: Corda Music
Publications, 2017.
www.cordamusic.co.uk

Who were the most popular,
prolific, best-selling guitarists of
the period 1790–1840? Most
modern guitarists might think of
Carulli, Giuliani, or Sor; those who
consider chamber music would probably suggest Leonhard
von Call, Joseph Küffner, and Carulli. But the correct
answer may well be Alberti, Ducray, Gatayes, Lemoine,
Meissonnier, or Vimeux. One of the least studied aspects
of the history of the guitar is the enormous production of
vocal music with guitar accompaniment dating from the
last decades of the Ancien Régime to the mid-nineteenth
century. Thousands of guitar songs and airs were published
in Europe and America. Those that have survived are now
scattered throughout the private and public libraries of
the world. The music ranges from broadsides and ballads,
comic tunes from vaudevilles, arias from popular operas,
and political parodies based on well-known melodies,
to arrangements or original compositions by the most
celebrated composers of the age. Obviously, the quality of
the music varies greatly. Many of the composers supplied
their own accompaniments for guitar, while others (or
their publishers) employed arrangers. Some of the bestknown guitarists of the time, such as Carulli, Carcassi,
and Lhoyer, augmented their incomes in this fashion.
Often the accompaniments are rudimentary but some
require accomplished performers; the guitar methods of
the period are filled with arpeggio patterns ideally suited to
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embellishing first-position chords.
In the early nineteenth century vocal sheet music was
often printed in octavo size, especially in France and Italy,
while English vocal music was usually printed in folio;
vocal music from the German states might be either, or
was sometimes in “landscape” format. It was customary for
collectors to have their printed music bound into volumes
that could be stored on bookshelves, although unbound
music of course also survives. Typically, a bound volume
would contain about fifty songs, although some volumes
are much smaller and some much larger. In the British
Library, one bound volume at shelf number B.362 contains
250 songs; B.362.a has another 198 songs; and B.362.b
contains 201—a total of thousands of pages of music, all in
just three volumes dating to the late eighteenth century (c.
1775–1795).
There are notable collections of guitar songs in the
British Library and the Bibliothèque nationale française—
known for years as the BL and BN respectively. The
remarkable Daniel Fryklund collection in the Musikmuseet
in Stockholm has sixty-seven bound volumes of songs.
Many modern scholars (Peter Danner, Brian Jeffery,
Thomas Heck, Kenneth Sparr, Ábel Nágytothy-Toth, Eric
Stenstadvold, Stefan Hackl, Matanya Ophee, Douglas
Back, John McCormick, etc.) have dipped into this mass of
materials, publishing select examples, but no comprehensive
overview of this vast repertory—a daunting project—
has been attempted to date. Ian Gammie’s encyclopedic
Nineteenth-Century Guitar Songs: An Idiosyncratic Survey
makes no such claim, and the author is careful to emphasize
that he considers it a “work in progress,” but this is an
enormously useful and impressive beginning.
Gammie is a scholar and musician who performs and
records on a number of early stringed instruments, most
notably the viola da gamba (with the English Consort of
Viols) and guitar (with the Windsor Box & Fir Co). He
is also the owner of Corda Music Publications, which has
a large and attractive catalog of music for and with guitar.
In his Introduction to Nineteenth-Century Guitar Songs
he explains that the book is a compilation of research
notes that he has made over the last several decades while
searching for performance repertory. On the assumption
that “some of this information might be useful to others,”
he decided to fill in as many gaps in the information as
possible, primarily drawing on the monumental 26,000page British Library Catalog of Printed Music, but also a
variety of other sources. The result is a sort of encyclopedia
of the men and women (composers, lyricists, guitar
arrangers, publishers, etc.) who created this vast repertory.
The golden age of guitar songs can be dated back to the
1760s, and it did not end abruptly in 1900, so, in spite of
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the title, Gammie did not strictly limit his information to the
nineteenth century. The entries are arranged in alphabetical
order and contain much rare biographical information (the
BL CPM [Catalogue of Printed Music] has none) as well as
lists of known works, mostly drawn from the BL CPM. This
information occupies about two hundred A-4 pages. They are
followed by around fifty pages of appendices, including many
interesting illustrations and musical examples, plus a useful
index.
Browsing through this book provides a fascinating
overview of the variety of music extant in guitar-song format
while introducing the reader to a new and largely unfamiliar
universe of guitar personalities. Many of the biographies are
preliminary and will no doubt be revised and augmented over
time, but they are useful nonetheless. For example, Gammie
unmasks a number of composers who used pseudonyms,
and he helpfully sorts out fathers and brothers and uncles
who shared a surname (so we can better distinguish among
the Merchis, Meissonniers, and Methfessels). Best of all,
we meet—often for the first time—the people who created
the songs, people such as Francesco Alberti, who arranged
dozens (hundreds?) of songs for guitar in the 1780s and ’90s
and probably composed a few himself. We meet prolific
songsmiths like Joseph-Denis Doche, Auguste-Mathieu
Panseron, or Loïsa Puget (said to have composed over 300
romances), and are reminded that famous singers often
accompanied themselves on guitar, including the celebrated
Spanish tenor Manuel García or the immortal Thomas Moore
(on whose music Gammie is a noted expert).
There are a few obvious omissions, such as the great
Swedish songsmith Carl Michael Bellman (he played a cittern
rather than a guitar, but Gammie does include some music
for the English “guittar”—which was a cittern, too). Gammie
sometimes includes people who are not known to have
composed for voice and guitar at all, but such an exception
is more of a bonus rather than a flaw. Some of the entries are
surprising or intriguing, such as Sir Arthur Sullivan’s “Golden
Days” with a guitar accompaniment arranged by Mme
Pratten (1888), or two songs by the great Tosti arranged by
Mme Pelzer (who was, of course, the same Mme Pratten,
using her maiden name). Many entries clearly deserve serious
further study, such as the composers Johannes Amon and
J. H. C. Bornhardt, or the large extant eighteenth-century
repertory with the English “guittar” (much of which was
outside the chronological scope of this study). Also, to judge
by the contemporaneous popularity of their arias, a number
of operas by the likes of Grétry, Méhul, and Dalaÿrac deserve
consideration for revivals.
There are about fifty pages of illustrations that
demonstrate the æsthetic evolution of print music from the
cramped letterpress editions of the eighteenth century to the

flowing calligraphic covers of the early nineteenth century,
the striking lithograph illustrations of the 1840s, and so on.
A chronological study of the same material would reveal
even more. For example, in the scores one can observe the
music for five-course guitars in the 1780s giving way to the
six-course “lyre” around 1800. The lyrics also evolved in
time, from the little sextodecimo aristocratic songbooks of
the Ancien régime, with their well-scrubbed shepherds and
(invariably beautiful) millers’ daughters, to revolutionary
anthems such as the Marseillaise, the Carmagnole, or Ça
ira, to the full flowering of Romanticism. The great poets
of the day often provided their lyrics to chansons, Lieder,
and romances while the great singers were credited for
popularizing the same music (“as sung by Mlle X in the
vaudeville Y …”). The political history of France is recorded
in the tax stamps, which indicate that the appropriate fees
had been paid to the Republic (1793–1804), the Emperor
(1804–1814), or the King, greatly facilitating approximate
dating when, as was too often the case, the published music
contained little useful information and no plate numbers.
As Gammie notes, this is a repertory capable of
providing much pleasure to modern musicians: “The
medium was hugely popular in the past. … [F]or every
more substantial guitar solo written between 1800 and
1900, guitar songs composed or arranged in the same
period probably outnumber them more than ten to one.
So there’s no shortage of material. And even if many of the
pieces are somewhat inconsequential or facile, for every
twenty turkeys there is usually at least one golden goose.”
He modestly relates that he “came to this information
primarily as a guitar player, not as an academic researcher, so
any musicological shortcomings are entirely my own. I have
tried to be an amateur in the best sense of the word.” He has
certainly succeeded, and his shortcomings are few.
The catalog of Gammie’s Corda Music Publications
contains a few of the works that are listed in 19th-Century
Guitar Songs: An Idiosyncratic Survey, and his recordings of
Goethe songs and the music of Tom Moore demonstrate
some of the high-quality repertory that awaits adventurous
guitarists and singers. For anyone who wants to envision the
full scope of the guitar music that captured the European
and American imagination two hundred years ago, and for
performers looking to explore attractive new repertory, this
book is not just helpful; it is indispensable.
—Richard Long

ROMANCE from the comic opera Blaise et Babet, ou Le Suite des
trois fermiers (1783). Lyrics by Monvel [pseud. of Jacques-Marie
Boutet , 1745-1812], music composed by Nicolas Dezède (c.
1740-1792), with a five-course guitar accompaniment by Ducray
(perhaps François-Guillaume Ducray-Dumenil, 1761-1819).
Published in Etrennes chantantes … dediés aux dames (Paris,
1787). The engraver was one Couloubrier.

Concluding note: The following [three] illustrations provide a sense of
how these songs looked when they were originally published.
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COUPLETS, from the comic opera Le Poète et le musicien, ou Je cherche un sujet, sung by M. Moreau (almost certainly Jean-André
Moreau, 1768-1828), with lyrics by Louis-Emmanuel Dupaty (1775-1851), and music by the celebrated composer Nicolas-Marie
Dalayrac, 1753-1809 [before the Revolution, he was Emmanuel d’Alaÿrac], (Paris: Mme Duhan & Cie., c. 1811-14). This was Dalayrac’s
last opera, completed in 1809. Dupaty, his frequent collaborator, added a free-verse Prologue dedicated to the composer for the
work’s posthumous premier in 1811. In spite of his prolificity, almost nothing is known of the guitar arranger, Lami (fl. 1805-1820).
The tax stamp on this copy is from the Département du Seine (First Empire), so it dates to no later than mid-1814.
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Le Troubadour Ambulant: Journal de Guitare… a title page (Paris: Pacini,
1821-22). Antonio Francesco Gaetano Saverio Pacini (1778-1866) was a
successful publisher in Paris whose friends and clients included Paganini
and Rossini. He published a great deal of guitar music at the peak of the
guitaromanie of the 1820s, including works by Carulli and Sor. He also
issued several monthly guitar music periodicals; Le Troubadour Ambulant
was published in 1817-1828 and carries royal (post-1814) tax stamps.
Subscribers received a cahier of five pieces each month.

guitarfoundation.org Soundboard Scholar No. 5

39

