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Abstract 

In February 1820 Fernando Sor revealed his guitar works to be the product of a “system”, 

which he explained in his Méthode pour la Guitare in 1830, also announcing his treatise On 

Harmony Applied to the Guitar. Sor’s “system” may be imagined as an infinitely extensible 

grammar for guitar, based on the alfabeto principle subjected to thoroughbass conventions. 

His exploration of the harmonic resources and scordature of the new six-string guitar began 

in 1796, generating exemplars that he continued to develop in his later works. The application 

of thoroughbass conventions to alfabeto chords by Santiago de Murcia in his 1714 Resumen 

de Acompañar la Parte Con La Guitarra, was a precedent for Sor’s “system”. Bordones on 

the fourth and fifth courses are a defining characteristic of the Spanish guitar, traceable to the 

vihuela de cinco ordenes of Miguel de Fuenllana in 1554 and continued by Murcia to satisfy 

the ‘rigorous’ polyphonic style of the Spanish harp, organ and vihuela continuo. After 1750, 

the exclusion of the harp from the church led to the development of a seven-course continuo 

guitar (later the six-course guitar) as the Spanish concomitant of the archlute in Italian opera, 

which used Murcia’s treatise for its grammar. Unaware of this tradition, Sor composed many 

works for six-string guitar in Spain, including his Grande Sonata [Op. 22], first advertised in 

June 1807. When the war in Spain drove him into exile, performing and publishing became 

his profession. Notation in Sor’s “system” is critically important, as voice leading and note 

durations are sophisticated indications of his intentions and fingering. The textual authority of 

Sor’s editions increases when his authorial control over publication is likely, therefore 

biographical information about his proximity to engravers must be correlated with 

bibliographical data and an analytical study of his notational principles. Italians like Carulli, 

Giuliani, and others operated a paradigm using the guitar’s three bass strings as harp-like 

diatonic basses, which they combined with violin scales and arpeggios. When Sor introduced 

his Spanish chord-based paradigm into Paris and London he caused a conflict that would only 

be resolved in the following generation. 
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Introduction 

In his Méthode pour la Guitare of 1830,1 Fernando Sor mentions a treatise he intended to 

publish, “…On Harmony Applied to the Guitar”.2 He was a man just turned fifty. This 

treatise was never published and no manuscript has yet been found. Contemporaries of Sor 

might have imagined that his carefully notated compositions, newly available in a revised 

collected edition by Antoine Meissonnier, more than adequately demonstrated the application 

of his principles of harmony on the guitar, but coming up against the music itself, they may 

also have found it opaque and difficult. Every student confronting Sor has experienced this 

difficulty at one stage or another.  

Sor’s harmonic discourse cannot be described as extending the boundaries of the 

discipline, especially if the parameters are defined in terms of disembodied abstract rules and 

conventions that are disconnected from the technique of particular instruments. Sor did 

expand harmony on the guitar, however, setting new parameters for the composition and 

notation of solo guitar music, first in Spain and later throughout Europe. He wanted to show 

that the guitar was an instrument capable of profound musical expression, with music that 

was grammatically correct and conventionally notated, while still remaining natural and 

idiomatic to play. Possibly his greatest contribution is the engraved notation he developed to 

express his music, which has set the standard for guitar notation ever since. We cannot know 

what Sor would have written in his treatise, but I believe he would have concentrated on the 

application of familiar harmonic conventions to the guitar. In his Méthode…, he says: 

To pretend that everything imaginable in music can be performed on an instrument, is, in 
my opinion, not at all to know the instrument. The Pianoforte, offering so many 
resources, could not render the effect of my twenty-fourth study for the guitar [Douze 
Etudes Op. 29, No. 24] without changing its texture, …It should not therefore surprise, if 
I have not sought rules for things I consider to be not within the domain of the guitar: let 
another writer make them, let him astonish; so much the better if he finds the means to 
not sacrifice to the things of this kind, what the instrument possesses of more 
advantageous and agreeable nature. As for me, I have not felt the strength, nor wished to 
break with that which I could not find it proper to acquire, until after being quite certain 
of possessing a mastery over everything in the style that I judged to be peculiar to the 
guitar.3 

                                                 
1 Fernando Sor, Méthode pour la Guitare, Paris: l’Auteur, 1830. English translation Fernando Sor, Fernando Sor’s Method 
for the Spanish Guitar, translated Arnold Merrick, London: Cocks and Co., ca. 1832. For bibliographical details see Brian 
Jeffery, Fernando Sor Composer and Guitarist, London: Tecla, revised 1994, p. 187. 
2 Sor, Method…, translated Merrick, p. 36, line 26; « …au traité que je me propose de publier : De l'Harmonie appliquée à la 
Guitare. » Sor, Méthode…, 1830, p. 62. 
3 Sor, Method…, translated Merrick, p. 32, lines 12–18, slightly altered by me. The original is: « …Prétendre que sur un 
instrument on puisse exécuter tout ce qui est imaginable en musique, c'est, à mon avis, ne point connaître l'instrument. Le 
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Sor’s music is beautifully crafted, carefully notated, and technically idiomatic, so why is 

there still such a high level of incredulity about it? The main barrier facing readers of Sor’s 

music then and now is whether his music can be played on the guitar at all. His music gives 

rise to many questions and many guitarists today reject it out of hand. John Williams, for 

example, recorded Sor studies (under the influence of Segovia, I expect) but never recorded 

Sor’s concert works, instead preferring Giuliani’s ensemble music and his concerto from that 

period. Sor’s music was a problem in his time, and remains one today. How should his music 

be read? What are the right notes? Is it possible to play the notes as written? Do his editions 

really indicate what he intended? Has the music been editorially corrupted by his publishers? 

Was Sor’s music the product of an anachronistic technique used by no-one else? Or should 

we postulate his conception of the guitar as the genesis of a new, more modern, conception of 

the instrument?  

I believe that such questions are representative of a widespread, subliminal, disquiet 

regarding the textual aspects of Sor’s œuvre. Can we trust the earliest editions? This is a 

problem born of our time, obsessed as we are with historically informed performances of the 

music of the past. In Sor’s time, no such concerns were mentioned; many simply thought him 

a charlatan, who deceived the public and tormented his fellow guitarists with impossible and 

unnecessary difficulties. How do we know this? Because Sor himself constantly parries 

attacks of just this kind. As I will attempt to show, Sor found himself at the centre of a bigger 

historical narrative, aspects of which he understood and addressed in his Méthode…; and 

others that he utterly failed to grasp, responding instead to personal sleights and slurs, and a 

barrage of unwarranted insult, as anyone in his position might. When Sor arrived in Paris in 

1813 he was a radical outsider, with a revolutionary concept of the guitar, in a world 

dominated by an Italian school, chiefly represented in Paris by Ferdinando Carulli, and in 

Vienna by Mauro Giuliani. This was not a rivalry of individuals playing the same instrument, 

it was a clash of schools. The guitarists of the dominant Italian school, having fanned out 

across Europe, suddenly found themselves confronted by a Spaniard in Paris who was 

advocating a new of way of playing and composing for the guitar. I attempt to show this was 

not just the work of Fernando Sor as an isolated genius, rather that it was indicative of a 

Spanish school of guitar playing, with an illustrious history, that could be traced to the 

                                                                                                                                                        
piano-forte, qui offre tant de ressources, ne pourrait rendre l'effet de mon étude vingt-quatrième pour guitare sans en changer 
la texture, …On ne doit donc pas s'étonner que je n'aie point cherché des règles pour des choses que je crois ne pas être du 
domaine de la guitare: qu'un autre les fasse, qu'il étonne; tant mieux, s'il trouve le moyen de ne point sacrifier à ces sortes de 
choses ce que l'instrument a de plus avantageux et de plus agréable. Quant à moi, je ne m'en sentais pas la force, et je n'ai 
voulu couper de ce que je ne pouvais trouver à propos d'acquérir, qu'après être bien sûr de posséder tout ce qui est dans le 
genre que j'ai cru particulier à la guitare. » Sor, Méthode…, 1830, p. 53.  
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polyphonic music of sixteenth century vihuelistas. Sor was therefore an important contributor 

to an ancient and rigorous Spanish tradition of playing and composing for the guitar. 

In 1977, Brian Jeffery published his biography, Fernando Sor: Composer and Guitarist, 

and shortly after that, his facsimile edition of Sor’s guitar music. 4 A facsimile edition is only 

authoritative if the composer has conferred a special authority on the source edition in some 

historically demonstrable way, making it analogous to a facsimile of Bach’s manuscript of 

the violin sonatas and partitas, for example. In Sor’s case, we have no manuscripts upon 

which we can draw to enable us to establish whether the earliest printed editions were in this 

way authoritative or not. All Jeffery’s facsimiles have done is remove the many editorial 

layers added by subsequent editors like Napoleon Coste, Andrés Segovia, Narciso Yepes, and 

countless others, from Ruggiero Chiesa and Regino Sainz de la Maza onward. These editors 

share a common view that there is something wrong with the texts of Sor’s music, for which 

‘manifest errors’ the only solution is to edit the music into a form that suits the editors. In 

recent years, this has included the dubious ‘authority’ of a parade of editions published in 

Sor’s lifetime by Simrock, Peters and others, without recognising that these editions contain 

the unexamined opinions of more anonymous editors with no connection to Sor whatsoever.  

Sor’s technique was so harmonically complex, and his notation so dense and difficult, 

that he generated a degree of alienation that most players experience trying to understand 

what he meant. Antoine Meissonnier probably had a similar experience, and on the basis of 

that, edited Sor’s opera 3, 9 and 23, to produce the corrupt editions that cast doubt on 

everything he subsequently published. I will show that although this suspicion is unfounded, 

it opened the door to the wholesale modification of Sor texts on the pretext that all of the 

Meissonnier editions were corrupt. The bibliographical foundation for this view needs to be 

critically re-examined. The publication by Jeffery of the facsimile editions raises important 

questions. Why did Sor sign some of his editions and not others? How authoritative were his 

editions? What were the publishing arrangements under which they were produced? When 

and where were his works composed? Where did he learn the guitar? Did he possess a ‘lute-

like’ technique? What were his influences? What lay at the root of his quarrel with the guitar 

establishment in Paris? It became increasingly evident to me in writing this thesis, that the 

bibliographical apparatus supporting the Sor editions needed radical re-examination. Properly 

dated, acceptable and stable texts of Sor’s guitar editions had become even more elusive after 

                                                 
4 Brian Jeffery, Fernando Sor Composer and Guitarist, London: Tecla, 1977; and Fernando Sor: Complete Works for 
Guitar, 5 volumes, New York: Shattinger, 1977. This facsimile edition was subsequently withdrawn. 
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the publication of the facsimile editions. What we lack is a proper understanding of Sor’s 

notation, his technique, and his general conception of the guitar.  

Sor has left us with much more information about himself than we have for almost any of 

his contemporaries. I have come to the view that the main problem is our failure to read his 

musical and literary texts properly. His Méthode pour la Guitare, read in conjunction with his 

memoirs, offers both the history and the theory which, if read in conjunction with his music, 

offer us the very real possibility of establishing the ‘stable texts’ that still elude us. The 

various critical editions published in the wake of Jeffery’s facsimile editions, as well as the 

collections of works or individual editions purportedly offering such ‘scholarly’ machinery as 

comparative sources, are premature, since we still do not have a thorough understanding of 

Sor’s notational conventions, his implied fingerings and his system of applying harmony to 

the guitar. It is my view that this is the key to many of the editorial dilemmas that plague 

modern editors and performers.  

Sor spent his life in exile attempting to put together stable texts of his works, publishing 

retrospective editions revising and refining his Spanish period works, always with a view to 

making them as perfect as possible for posterity. This is probably true of any composer. In 

Sor’s case, notation was central to the harmonic language he was designing for the guitar, 

which consisted of little semiotic units of harmonic meaning, organised by key and harmonic 

progression, with specific fingering that was coded into the notation by implication. These 

semiotic units, applied to the guitar, were used in multiple different contexts, in entirely 

separate works, like lexical phrases in language, closely resembling what Robert O. 

Gjerdingen describes as “…Exemplars …sometimes called prototypes or archetypes…”,5 

developed for keyboard partimenti. The trouble with conservatori partimenti used for the 

keyboard is that they do not readily fit the guitar, which caused Sor to design such exemplars 

himself. Over his lifetime, new ideas occurred to him, but he still continued to re-use old 

exemplars from his earliest minuets in later works. These exemplars become an important 

tool in assessing Sor’s texts, providing us with alternative contexts for a particular archetype 

in apparently unrelated compositions. Therefore, in playing a piece in E major by Sor, we 

need to study the archetypal units of harmonic meaning he used in his other works composed 

in that key, if we are to understand how Sor used the guitar in that key. Sor thought in 

chords—not in scales—so his transitions from one chord to another generate special technical 

problems on the guitar. To ignore the harmonic archetypes in Sor’s other works is to 

                                                 
5 Robert O. Gjerdingen, ‘Partimento, que me veux-tu?’ Journal of Music Theory, vol. 51, no. 1, Spring 2007, pp. 85–135, at 
pp. 98–102. 
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disregard his technical language on the guitar. In accordance with thoroughbass tradition, his 

partimenti archetypes were also concerned with the bass and inner voices, and the application 

of solfeggi principles to his melodies. Sor addresses these problems in his notation by 

showing what is to be held and what is to be left. Fingerings are consigned to implication, but 

show that he used holding, sliding, preparation, extension and contraction to ease difficulties 

in these transitions on the guitar. Sor expected every performer to possess these techniques 

and to bring them to their readings of his music. All this took was careful reading of the text. 

This was a problem then, and is still one today. It seems we need new editions to explicitly 

provide the notational indicators that Sor left to implication in his quest for scores cleansed of 

all fingering. 

The problem of constructing stable texts from Sor editions is hampered by the layers of 

editing that has been imposed on most of his works on the basis that they were unidiomatic or 

illogical. The solution would appear to be clean, signed, dated, and expressly authorised, 

manuscript copies, but this is unnecessary given that many of his printed editions were 

conceived as holograph scores, that only have the problem of simple error to deal with. When 

Sor broke with Meissonnier in about 1828, his arrangement with Pacini left him in control of 

the texts of opera 34 to 63 of his works, becoming his own proof-reader and editor. This 

multiplied simple errors in his texts but, from a bibliographical point of view, left us with 

editions that are analogous to fully authorised manuscript copies. This does not apply to the 

Meissonnier editions, opera 1 to 33, which Sor scholars have long suspected of containing 

layers of editing that undermine the textual authority of these editions. The textual status of 

these editions is, for this reason, a central focus of this thesis. Sor’s system of harmony 

applied to the guitar offers an additional tool in the quest for a stable text in the Meissonnier 

and Castro editions. The question with which I began this study was: “Can the Meissonnier 

editions be trusted at all?” My answer is: “Yes—most of them.” 

My thesis consists of this introduction, and sixteen continuously numbered chapters, 

organised into six parts and ending with a brief conclusion. In Part I, ‘Sources and 

Biography’, there are two chapters. Chapter 1, ‘Overview of the Sources’, is a preliminary 

discussion of Sor’s music, his essays, memoirs and his method, and the facsimile editions of 

his music. An increasingly large body of work has developed in recent years; this will not be 

examined in an overarching summary. Instead, I take a fresh look at all of the documents 

close to Sor, and try to solve some of the problems that have arisen. In Chapter 2, 

‘Adjustments to Sor’s Biography’, problems in Sor’s biography are examined, paying special 

attention to the dates he was in various places. The origins of Sor’s works and the authority of 
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his editions are closely linked to problems of biography since, in the absence of autograph 

manuscripts, his location at any particular time has a direct bearing on whether he was in a 

position to supervise an edition or not. I attempt to address lacunae in Jeffery’s biography and 

integrate the contribution of Josep Mangado y Artigas, while paying careful attention to Sor’s 

memoires. Sor was a remarkable man whose idealism led him into his problematic political 

associations with the French, which saw him driven into exile at the age of thirty five, with a 

baby daughter and without the support of a wife. I have re-examined his travels within Spain 

and dated his departure more accurately. I discuss his arrival in France and his establishment 

of an international career in middle age. The reasons for, and the dating of, Sor’s sudden 

departure for England have been re-examined, as have the dates of his subsequent journey to 

Russia and his final return to Paris. These biographical details have a direct bearing on the 

authority of Meissonnier’s editions and the supervisory control that Sor was capable of 

exercising over them. 

Part II, ‘Sor in London’, contains three chapters examining the reasons for his success 

there in contrast to his subdued reception in Paris. Chapter 3, ‘A Theory Announced’, deals 

with a description Sor gave of his work after a concert in London, which appeared in a review 

in the periodical press saying: “…This unrivalled perfection we find, upon inquiry, to be the 

result of a system at once simple and efficient, the fruit of matured experience, and of a 

diligent inquiry into the nature and the capabilities of the instrument.”6 This review appeared 

in the Repository of Arts…, and is quoted in extenso in Jeffery’s biography, but appears to 

have been all but completely ignored by scholars since. What did Sor mean by a “system” 

that was “simple and efficient”? The answer to this question is at the centre of this thesis. 

Surprisingly, the answer to that question was given by Sor in the Introduction to his Méthode 

pour la Guitare of 1830. I am mystified as to why this has never raised a scholarly eyebrow. 

To set the stage for this discussion, I make a detailed examination of the printing errors in 

Sor’s Six Divertimentos 4th Set [Op. 13], No. 3, where I discuss his notation in detail, 

demonstrate the idea of implied fingerings, and show the importance of a careful reading of 

his scores. Chapter 4, ‘London Venues and Organisations’, is the second chapter in Part II, in 

which I look at Sor’s resounding success in the fringe Argyll Rooms concerts, and the 

reasons his performances suddenly cease after he played his Fantasia Concertante at the 

Philharmonic Society. The role of concert venues in the history of the guitar has been 

profound, and the subsequent decline of the guitar over the nineteenth century can probably 

be dated from that Philharmonic Society concert. An important but unnoticed review of the 

                                                 
6 Jeffery, Fernando Sor…, 1994, p. 62. 
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concert on 2 May 1817, called Lady Langham’s déjeune, may have been arranged by Sor in 

response to this slight. I also examine Sor’s business associations to throw some light on his 

sudden departure for Paris with Félicité Hullin. Chapter 5, ‘Sor’s London Concerts’, is the 

third chapter in Part II, in which I re-examine Sor’s known concerts to argue that mere dates 

are insufficient and that we need to build up a fuller picture of the context surrounding these 

concerts, in order to understand what he achieved and what that meant at the time. One of the 

difficulties facing performers of Sor’s music is identification of an appropriate style. While it 

is clear Sor was the product of Spanish tradition, he was also strongly influenced by Italian 

opera and the great singers Girolamo Crescentini and Manuel del Pópulo Vicente García 

(both of whom Sor probably knew in Spain). The singers Angelica Catalani (whom Sor 

imitated in his Op. 16 set of variations on ‘Nel cor piu non mi sento’) and Mariano Rodríguez 

de Ledesma (who, like Sor, also composed Arietts) also appear to have influenced him. Sor 

was thoroughly familiar with Italian opera, and was himself a singer, schooled in the 

improvisatory ornament and extemporised embellishment of the bel canto style and applied 

freely to all melodies. This is an important element in Sor’s overall style, especially in his 

compositions that rely on variation. I end this chapter with a tentative list of the guitar works 

that Sor may have performed in his London concerts. 

In Part III, ‘The Guitar in Spain’, I examine the guitar tradition into which Sor was born. 

In Chapter 6, ‘The Origins of the Guitar’, I argue that the wider historical narrative, which we 

have all apparently come to accept, needs to be revised to account for the crucial role played 

by Spain in the development of the modern guitar. It is only in Spain that the guitar can trace 

an unbroken link back to the vihuela. The equally venerable discipline of alfabeto, which is a 

key component in Sor’s “system”, is discussed as a prelude to my submission that, in Spain, 

the guitar was played as a polyphonic instrument from the outset and right up until the time 

of Guerau and Murcia. Thoroughbass, which is the second element in Sor’s theory of 

harmony, is a discourse with a long association with the guitar. The stringing of the Baroque 

guitar in Spain is also important to my hypothesis, requiring the examination of the known 

instruments and the various national traditions of re-entrant stringing. This is particularly 

important in Spain, where rigorous voice-leading rules in the Spanish continuo were applied 

equally to the organ, harp and guitar. This grammar was codified for the guitar by Santiago 

de Murcia, whose contribution is examined in Chapter 7, ‘Murcia and the Eighteenth-Century 

Guitar’. I argue that Sor’s theory was anticipated by Murcia and challenge scholarly opinion 

that Murcia’s studies of French guitar music meant that he strung his instrument with a re-

entrant fifth course in the French tradition. In my careful examination of his transcriptions I 
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show that he used bordones on both the fourth and fifth courses to give a bass voice to the 

guitar. His death in Madrid in 1739 places Murcia firmly at the centre of the Spanish guitar 

tradition, and his pupils (at present unknown), may even have been alive when Sor was born. 

Murcia’s system of harmony applied to the guitar in the Resumen de Acompañar la Parte 

Con La Guitarra of 1714 shows the same careful voice leading and concern for correct 

grammar that is characteristic of Sor’s system, while using the same combination of alfabeto 

and figured bass. Chapter 8, ‘The Continuo Guitar’, examines the transitional period in Spain 

after Murcia, where little guitar music in Spain appears to have survived. This is probably a 

consequence of the use of the guitar for improvised thoroughbass accompaniment over a 

bass. Why was it only the guitarists in Spain who felt the need to add additional bass strings 

to the guitar? The answer is connected to the demise of the Spanish Baroque harp and the 

traditional use of bordones on the guitar in Spain. Having both fourth and fifth courses in the 

bass made it easier for guitarists in Spain to recognise the utility of a sixth or seventh course. 

The limitations of the diatonically tuned archlute faced with the demand for modulation to 

more remote keys in the emerging classical style were good reasons for adding chromatically 

fretted basses to the guitar. The seven courses initially added to the guitar were probably 

aimed at replacing the harp and competing with the archlute, while using a grammar of this 

new instrument extrapolated from Murcia’s textbook. The generation before Sor was 

dominated by the organist and guitarist Miguel García and his pupils, and it was from his 

circle that modern guitar technique would be codified by the greatest Spanish guitarist of 

Sor’s generation, Dionisio Aguado. Sor was not a member of this school. 

In Part IV, ‘Early Publications and Copyright’, three chapters are devoted to the available 

evidence of Sor’s publishing activities inside Spain before his music came to the attention of 

the world. Chapter 9, ‘Publishing in Spain’, points out that, despite engraving being in its 

infancy, copisterías provided a service copying music with all the hallmarks of a publishing 

industry, advertising in newspapers and supplying music to all parts of Spain by mail order. I 

have found very important listings in the Gaceta de Madrid mentioning works by Sor that 

have not to my knowledge been noticed. This unambiguous evidence dates and identifies 

important works by Sor in Spain. His emergence as a guitarist and composer in Spain can 

also be shown to have been relatively gradual. In Chapter 10, ‘Salvador Castro de Gistau’, I 

analyse the work of Castro, a Spaniard living in Paris who is known as the first publisher of 

Sor’s works. For too long the dating of the Castro editions has been subject to doubt, with 

general acceptance of the date fixed by Brian Jeffery at about 1810. I look at all Castro’s 

editions of Sor’s music, paying special attention to the dating of his imprint addresses, and 
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his recycling of plates for his Journal de Musique Étrangère. In Chapter 11, ‘Sor and 

Copyright: Laws and Regulations’, I look at the legal aspects of Sor’s entry into the world of 

publishing in Paris before he left for London. Many questions about Sor’s control over his 

publications can be related to copyright law in jurisdictions where his music was published.  

In Part V, ‘The Paris and London Editions’, Sor is living in exile with his daughter trying 

to make a living from performing and publishing. In Chapter 12, ‘Sor’s Publishing in Paris 

and London’, I discuss his arrival in Paris and his publication of a number of editions on his 

own account, all autographed on every known copy. Why were none of the Meissonnier 

editions ever autographed in a similar way? On what basis did Sor arrange his commercial 

relationships with his publishers? Did his signature constitute some kind of special 

authorisation of an edition? I answer that when Sor entered into his relationship with Antoine 

Meissonnier, on the eve of his departure for London, he negotiated special conditions for the 

copying of his London editions sent to Meissonnier for re-publication in Paris. Sor’s 

supervision of the source editions obviously determines the authority (or lack thereof) of the 

Meissonnier editions. I also examine the dating of the Meissonnier editions, using the article 

by Erik Stenstadvold to date his imprint addresses, while correlating these addresses with the 

catalogue published in Sor’s 2me Fantaisie Op. 4 (plate 49=4), listing Meissonnier’s plate 

numbers and enabling me to construct a tentative framework for them. In Chapter 13, ‘Dating 

Meissonnier’s Sor Plates’, I use this framework to show that Meissonnier engraved his plates 

in groups, which is confirmed by the house-styles of his plates. All Sor’s Meissonnier 

editions are examined and, where possible, dated, most importantly pointing out that 

Meissonnier was the first to publish a collected edition of Sor’s works that may have been 

one of the first collected editions of any composer to be published. I show that the first 

Collection Complète was not authorised by Sor but that the second one was, having been 

revised by him, with major changes to some editions and minor alterations (mainly adding 

fingering) to others, thus effectively authorising the Meissonnier editions. The breakdown of 

the relationship between Sor and Meissonnier left Sor independently publishing his music in 

an association with Pacini. These editions are not examined in detail as there is no problem 

with their textual authority, given they were all signed, supervised and edited by Sor himself, 

at least until he became too sick to do so. They present the usual problems of misprints, 

omissions and mistakes, but none of the difficulties of editorial meddling, unauthorised 

alterations and other corruptions of the text of which Meissonnier is suspected. 

Part VI, ‘Sor’s Theory of Harmony’, looks at how Sor applied his ‘system’ to the guitar. 

In Chapter 14, ‘Sor’s ‘System’ in Guitar History’, I argue that Sor’s method of playing and 
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composing was a paradigm shift in the way guitars were played and in how music for it 

should be composed. In Chapter 15, ‘Sor’s Theory Applied’, all the pieces Sor composed in 

B♭ major are compared, to show the internal correspondences in each, pointing out 

problematic editions in which Sor had little if any control over the final product. While the 

Castro editions were largely quite reliable, there are mistakes that can be corrected after 

reference to other Sor editions. Sor republished a number of his early works at a later stage 

and, where the Meissonnier editions of these works exist, these are usually to be preferred. I 

therefore advocate corrections by analogy, based on harmonic progressions and fingerings 

that are used in other contexts. Chapter 16, ‘Sor’s Fingering and Technique’, is the final 

chapter in this thesis. Much has been said about Sor being a retrospective guitarist whose 

techniques were derived from the lute. Cited in this regard are his preference for thumb index 

scales, the planting of the little finger on the body of the guitar, and his rejection of nails. I 

dispute this. There is much that is extremely modern in Sor’s technique, for example his use 

of slides, the preparation of fingers in chord playing, the articulation of inner voices and his 

use of colouristic techniques (such as étouffe), none of which were used as extensively by 

Italian guitarists. I also look at the musical forms Sor used and examine problems arising in a 

number of his works. 

The guitar I grew up playing was an instrument shorn of history. Segovia had told us that 

before the modern time, now defined loosely as his debut in 1909, that the guitar had little 

repertoire worth speaking of. His laudable aims, set out retrospectively in 1980 (on a record 

in my collection), expressing himself as follows:  

From my youthful years I dreamed of raising the guitar from the sad artistic level in 
which it lay. …Since then I have dedicated my life to four essential tasks: [1.] …To 
separate the guitar from mindless folklore-type entertainment. … [2.]…To endow it with 
a repertoire of high quality… Three names stand out in the modern history of the guitar: 
they are Sor, Giuliani and Tárrega… I have also dedicated myself to capturing delightful 
works written for the vihuela and lute… [3.] To make the beauty of the guitar known to 
the philharmonic public of the entire world… [4.] …[I]nfluencing the authorities at 
conservatories, academies and universities to include the guitar in their instruction 
programs on the same basis as the violin, cello, piano, etc.…7 

Segovia made transcriptions of the lute, vihuela, and ‘Baroque’ repertoire in a manner that 

suited his technique and his guitar, which he conceived as a universal instrument capable of 

playing any music, new or old. By 1980 the ‘early music’ movement was challenging this 

view. Segovia’s transcriptions use the techniques and aesthetics of the modern guitar not 

really those of a vihuela or a ‘baroque’ guitar as it has been revived. I argue that the modern 

                                                 
7 Andrés Segovia, The Guitar and I, vinyl record. MCA Records, Universal City, [Burbank] California: 1980. MCA-2535. 
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guitar (uniquely, and specifically, in the Spanish tradition) nevertheless has a history that 

traces itself back to the vihuela of nearly five hundred years ago, which can be traced to the 

more prevalent use of a ‘Baroque’ guitar strung with bass strings in Spain.8 Playing the guitar 

as a harmonic instrument demands the use of the thumb, in opposition to the fingers, in a way 

that determines our technique and always has. Sor developed this to new heights, elevating 

the guitar into an independent concert instrument long before Segovia. The guitar is an 

ancient instrument in a living tradition in Spain, with origins back to the music of the 

vihuelista Miguel de Fuenllana, passed on by Joan Carles-Amat and transmitted by unknown 

guitarists to Francisco Guerau, who probably taught Santiago de Murcia, whose pupils, in 

turn, taught Miguel García, who taught Dionisio Aguado. 

Fernando Sor’s chord paradigm was in conflict with the equally valid melodic paradigm 

born in the conservatori of Naples. Sor encountered this alternative paradigm in Paris. The 

beauty and bravura of Giuliani’s guitar music—properly played today (I suggest) by Claudio 

Maccari and Paolo Pugliese—is based on a technique that was never matched by Sor. On the 

other hand, Giuliani never matched Sor’s harmonic technique either. Stylistically, Sor was 

thoroughly at home in the style of Italian bel canto rubato and improvised embellishment that 

he acquired from Italian opera. The technique Giuliani and Carulli crafted to suit this same 

style was fundamentally an old-fashioned technical paradigm derived, as Sor commented, 

from an inherently melodic technique that required the basses to be provided by unstopped 

theorboed strings. In Italy this tradition had begun at the turn of the seventeenth century, with 

players of the archlute, like Piccinini, and survived until the late eighteenth century. Modern 

guitar technique is a conflation of these two paradigms. Sor’s struggle, as chronicled in his 

method and his memoirs, has been long recognised but the place of his ‘system of harmony 

applied to the guitar’, and his contribution to the formulation of a new paradigm for the 

modern guitar, has not.  

There is much that I believe to be wrong in the general history of the guitar, impelling me 

to offer different explanations. Sor’s music needs to be presented in an edition that is a 

monument to his conception of the instrument, for which we need to learn to read him 

properly. The history of the guitar starts in Spain in a strand of history culminating in the 

modern guitar. The Italians and the French who dominated the Baroque guitar always 

acknowledged it as Spanish. Santiago de Murcia deserves a new story for his codification of 

                                                 
8 This prevalence is confirmed by Gaspar Sanz in his “Regla Primera de encordar la guitarra…” in his Instrucción de música 
sobre la guitarra española, Zaragoza: Herederos de Diego Dormer, 1697, facsimile published by Minkoff, Geneva: 1976, p. 
1.  
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the contrapuntal rules of thoroughbass based alfabeto chords. Sor reconceived this material in 

his exemplars bequeathing his fully-voiced texture on modern guitar music and teaching us 

how to notate it.  

The guitar Sor played was smaller than the modern guitar but the music he wrote for it 

demanded the highest virtuosity. He used a guitar with a fretboard—not one with frets on the 

body (as demonstrated in his Op. 20 variations). He played on gut strings without nails giving 

him a more subtle articulation of melodic detail and internal voicing. Sor’s technical solutions 

are often more difficult to play on a modern guitar but given that he tried to embrace the new, 

he would no doubt have expected his music to be transformed to suit the modern instrument. 

He would not have accepted solutions that fell foul of the principles of harmony, counterpoint 

and good taste. The way Sor is played on the modern guitar is generally dull, flat, and boring. 

I am sure, were he to hear our modern performances, that he would be left asking three 

questions: “Where are all the embellishments?”, “Where is the expression?” and “What 

happened to the rubato?”. 



 

 



 

 



PART I 

SOURCES AND BIOGRAPHY 



 



 

1. Overview of the Sources 

The guitar music of Fernando Sor consists of printed editions published during his lifetime, a 

handful of manuscript copies from Spanish copisterías, and an autograph manuscript (not 

available for study), in the possession of Pepe Romero. In addition, Sor wrote a Méthode 

pour la Guitare, a few introductions to his works and an autobiographical manuscript with 

the title ‘Mémoires de Sor’ (now lost) from which the editors Adolphe Ledhuy and Henri 

Bertini, and the illustrator Louis Adam, published selections in an entry entitled ‘Sor’ in their 

1834 Encyclopédie pittoresque de la Musique. Ledhuy quoted passages verbatim from Sor’s 

manuscript, placing his extracts in quotation marks. In this thesis these passages are therefore 

cited as from the manuscript by Sor entitled ‘Mémoires de Sor’. Paraphrases by Ledhuy in 

the third-person are cited as ‘Mémoires de Sor’ paraphrased by Ledhuy. Passages by Ledhuy 

himself are cited by the Encyclopédie entry title, for example ‘Sor’. Ledhuy, Bertini and 

Adam also published a scholarly article by Sor entitled ‘Le Bolero’ sometime before 1835.1  

In 1977, Brian Jeffery published a biography with a “Catalogue of Works”,2 and in the 

same year a facsimile of Fernando Sor’s works, which he later withdrew and replaced with 

his 1982 facsimile edition.3 These editions were followed by ‘complete’ editions of Sor’s 

songs and, in 2001, a ‘critical edition’ of his guitar works.4 These resulted in a proliferation 

of new editions of Sor’s guitar music seeking to ‘correct’ misprints and supply fingering, but 

without any of the critical apparatus necessary to address the bibliographical difficulties in 

the relatively authoritative editions published in Sor’s lifetime. This was recognised by 

Mijndert Jape, who, shortly after Jeffery’s editions were published, sought to address these 

problems in a proper critical edition entitled Fernando Sor: Opera Omnia for the Spanish 

Guitar.5 Jape was unable to complete this project and volume five appeared in 1980, volume 

                                                 
1 Full details of these works will be given when they are discussed in detail below. 
2 In Brian Jeffery, Fernando Sor: Composer and Guitarist, London: Tecla, 1977. 
3 Brian Jeffery, Fernando Sor: Complete Works for Guitar, 5 volumes, New York: Shattinger, 1977, of which many copies 
are nevertheless still available in libraries. Brian Jeffery, Fernando Sor: The Complete Works for Guitar in Facsimiles of the 
Original Editions, 9 vols., London: Tecla, 1982. 
4 Brian Jeffery, Fernando Sor: The New Complete Works re-engraved in eleven volumes, first edition, London: Tecla, 2001.  
5 Mijndert Jape, Fernando Sor: Opera Omnia for the Spanish Guitar, Volume 5, Nijmegen: Van Teeseling, 1980; Volume 8, 
Nijmegen: Van Teeseling, 1982, and Volume 9, Nijmegen: Van Teeseling, 1985. 
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eight in 1982, and volume nine in 1985. In his general introduction, and based on the Sor 

editions then available to him,6 he spelt out the problems as he saw them at that time: 

Sor’s output has come down to us in multiple sources of the same composition. 
Moreover the printed editions contain mistakes and notational inaccuracies. Hence, the 
weakness of these facsimile editions lies in, on the one hand, the reproduction of only 
one uncorrected source and on the other, the absence of a critical apparatus to pinpoint 
differences between and shortcomings in the sources, and to justify the solutions 
adopted.7  

Jape hoped that by comparing “…all currently available sources… [his critical edition would 

result in a] …reliable text, provided with a critical commentary”.8 The “sources” mentioned 

by him are almost exclusively printed editions, which he considered contemporary editions of 

equal authority, offering competing views of an ideal original text that was, presumably, only 

to be found in now lost autograph manuscripts.  

In this thesis I will show that the surviving editions of Sor’s guitar music which were 

published under his control or with his knowledge, show differing levels of authorial control, 

some with greater authority than others. The editions of Salvador Castro de Gistau in Paris, 

which appeared while Sor was in Spain, were probably not supervised by him at all and he 

may not even have sought their publication; his English editions show that he exercised a 

high level of control over the final product; while those of his main publisher in France, Jean-

Antoine Meissonnier, were mainly under the control of their author. Meissonnier published a 

few corrupt editions, some of which Sor later managed to compel him to re-engrave or to re-

issue in corrected editions. It is my view that Sor, in his thoroughly supervised printed 

editions, negotiated the notational principles for his guitar music with his engravers, making 

changes while the engraving was in progress that resulted in him valuing these editions more 

highly than the autograph manuscripts on which they were based. This may go some way 

towards explaining the total lack of surviving autograph manuscripts of any of his editions. 

I also intend to show that Jape ought not to have considered the competing contemporary 

editions of Sor’s music to be of equal authority. Similarly, Matanya Ophee and Richard 

Savino, in their edition of the Sor studies, which they claim to be “…from the source which 

in the opinion of the editor is closest to the composer”,9 only increase the bibliographical 

                                                 
6 Frederick Noad, Fernando Sor. Op 1–20, New York: Guitar Foundation of America, Golden Press, ca. 1976, based on the 
facsimile of Fernando Sor, Collection complète des œuvres de Ferdinando Sor pour la guitare, Paris: Meissonnier, ca. 1825, 
facsimile Geneva: Minkoff, 1978, and Jeffery, Sor Complete Works…, Shattinger, 1977. 
7 Jape, Opera Omnia…, vol. 9, 1985, p. viii.  
8 Jape, Opera Omnia…, vol. 5, 1980, p. viii. 
9 Matanya Ophee, Richard Savino, Jan de Kloe, and Michael Macmeeken, Fernando Sor: The Complete Studies for Guitar, 
Heidelberg: Chanterelle, 1996 revised 1997. ‘Introduction’ by Matanya Ophee, ‘Playing Suggestions’ by Richard Savino and 
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confusion by applying their preferences to Sor’s London editions, the Meissonnier editions 

and the Simrock reprints of those editions indiscriminately, as if all were of comparable 

authority. They compound the problem by even extending this to the Napoleon Coste edition 

of the studies10 (published after Sor’s death), on the basis that he was a pupil of Sor. As 

justification for this editorial approach, the editors cite Coste’s supplement claiming that his 

edition was “…fingered according to the traditions of the author [Sor] by N. Coste…”.11 

Since he was certainly not a beginner in 1830 when he arrived in Paris “…a budding 

virtuoso…” aged twenty four,12 it is unlikely that he studied elementary pieces with the 

composer. He was simply one of the first to take his editorial pen to Sor’s music. Andres 

Segovia and Regino Sainz de la Maza, whose editions were also consulted by Ophee and 

Savino, are even more bibliographically remote.  

Jape was correct, thirty years ago, to recognise the critical apparatus then available as 

insufficient for a proper understanding of Sor’s guitar works. Very little has changed since. It 

is widely accepted that the supervision and control Sor exercised over the production of his 

editions is an important indicator of their relative authority, but it is widely accepted that this 

cannot be established with any certainty. I am hoping to remedy this. Editorial control by the 

composer in the production of an edition or in the copying of a manuscript by a copistería, is 

an essential precondition in the construction of the critical apparatus we need to establish 

which editions ought to be used as the basis of an authoritative text, seeing that the earliest 

edition is not necessarily the most authoritative. Sor developed a system of harmony and 

applied it to all his guitar music perfecting it over many years in conjunction with his 

engravers, while at the same time developing the principles upon which the engraving of 

guitar music came to depend. These two overarching principles provide critically justifiable 

information extrinsic to the basic texts as they appears in what purport to be the most 

authoritative editions, these principles must be applied in readings of any of his editions as a 

precondition to establishing a possible fundamental text. A proper set of criteria is needed 

before a critical text of any of his guitar works is proposed. Only after such a text has been 

                                                                                                                                                        
also by him, in consultation with Jan de Kloe and Michael Macmeeken, the section marked ‘Commentry’. In  the section 
titled “Read Me First”, p. 4. 
10 Napoleon Coste, Méthode complète pour la guitare par Ferdinand Sor: rédigée et augmentée de nombreux exemples et 
leçons, suivis d’une notice sur la 7e corde, Paris : Schonenberger, [Jeffery, 1994, estimates ca. 1845]. Coste attibutes this to 
Sor. Copy in the Rischel and Birket-Smith Collection, R&B-S Nos. 789 and 790, Det Kongelige Bibliotek, Copenhagen. 
11 « …doigtees d’apres les traditions de l’auteur par N. Coste » title to the 26 “etudes supplement in Coste Méthode de 
Guitare…, ca. 1851. Translated Ophee in the Introduction to Ophee and Savino, Fernando Sor…Complete Studies…, p. 9. 
12 Simon Wynberg, The Guitar Works of Napoleon Coste, in 9 volumes, Monaco: Chanterelle, 1981, Introduction, not 
paginated. 
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established might we begin to understand Sor’s origins and contribution to the history of the 

modern guitar as it emerged at the end of the eighteenth century. 

A general re-evaluation of everything to do with Sor is currently underway: biographical 

and historical narratives about the guitar in Cataluña have been updated by Josep María 

Mangado and others; the bibliographical dating of the addresses of Antoine Meissonnier 

requiring a re-evaluation of the Jeffery catalogue has been undertaken by Erik Stenstadvold13; 

and numerous scholars have begun to examine Sor’s music in its historical context as we see 

in the scholarly papers edited by Luis Gásser.14 Guitar technique in France has been 

examined by Danielle Ribouillault15 providing a context for the opposition Sor felt he 

suffered in Paris. Deficiencies in the bibliographical and critical apparatus surrounding Sor’s 

works require me first to re-examine the bibliographical evidence and make a close reading 

of all the available texts, before addressing Sor’s theory of harmony applied to the guitar. 

DOCUMENTS FROM SOR’S TIME 
The Encyclopédie pittoresque de la Musique,16 edited by Adolphe Ledhuy and Henri Bertini 

with illustrations by Hippolyte Adam, contains two articles associated directly with Fernando 

Sor that are the most important biographical sources we have about his life. I need to examine 

this source in detail because misunderstandings have arisen about its authority and because I 

am able to refine aspects of its dating. The first article connected to Sor is a scholarly 

historical entry with an autobiographical component entitled ‘Le Bolero’17 that was written 

by Sor himself with a by-line acknowledging his authorship. The source manuscript has not 

been found. A facsimile of this article was published in Brian Jeffery, Fernando Sor: 

Seguidillas for voice and guitar or piano.18 The second article is an autobiographical entry 

entitled ‘Sor’,19 without by-line or acknowledgement of authorship, that was edited either by 

                                                 
13 Erik Stenstadvold, ‘Bibliographical Study of Antoine Meissonnier's Periodicals for Voice and Guitar, 1811-27’, Notes, 
vol. 58/1, September 2001, pp. 11–33. 
14 Luis Gásser, editor of the book Estudios sobre Fernando Sor/Sor Studies, Madrid: Ediciones del ICCMU, 2002. 
15 Danielle Ribouillault, ‘La Technique de Guitare en France dans la première moitié du 19e siècle’, doctoral thesis, 
Sorbonne, 1980. 
16 Adolphe Ledhuy and Henri Bertini (editors), Encyclopédie pittoresque de la Musique, Paris: H. Delloye, 1835. Issues 
began appearing in 1833 and the title page credits its contributors described as “a Society of Artists and Gentlemen of 
Letters” under the direction of Adolphe Ledhuy and Henri Bertini the articles were illustrated by Hippolyte Adam. The copy 
in the Bibliothèque nationale de France is at Shelf number 4º Vm. 66(1). 
17 Encyclopaedia entry ‘Le Bolero’ by Fernando Sor in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraisons 
11, 12 and 13, pp. 88b–97a. Facsimile in Brian Jeffery, Fernando Sor: Seguidillas for voice and guitar or piano London: 
Tecla, 1976, reprinted with minor corrections, 1983, pp. 52–61. 
18 Facsimile in Jeffery, Seguidillas…, 1976, pp. 52–61. 
19 Encyclopaedia entry ‘Sor’ in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraisons 40, 41, 42 and 43, pp. 
154b–167a. 
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Ledhuy or Bertini. Within the text of this entry is a citation by the editors of a source 

manuscript indicating it was taken from a manuscript entitled “Mémoires de Sor”20 now lost. 

A facsimile of this article appears in Jeffery’s Fernando Sor Composer and Guitarist.21 It has 

not been established that Ledhuy was responsible for editing this manuscript into the third 

person or for the selection of direct quotations from it, but it can be assumed that the editorial 

tasks were shared by the editors according to their expertise and interests so that as a 

guitarist, Ledhuy would have been responsible for the texts from Sor and Aguado, while as a 

pianist, Bertini would have edited those on Cramer or Mozart. Ledhuy also wrote a piece “à 

son ami F. Sor” for the Encyclopédie pittoresque entitled “Etude Pour la Guitare Par Adolphe 

Le Dhuy. …”.22 Quoted passages in the ‘Sor’ article are cited as taken from the ‘Mémoires de 

Sor’ edited by Ledhuy. 

The Ledhuy Encyclopaedia 
The Encyclopédie pittoresque exists in a copy in Paris23 with a title page dated 1835. It was a 

co-operative encyclopaedia under the editorial control of Ledhuy and Bertini. In addition to 

the articles (not arranged alphabetically)that it contained, there were illustrations and musical 

examples that were described as “vignettes and lithographs”.24 The word “pittoresque” 

suggests the encyclopaedia was intended to be ‘picturesque’ rather than merely ‘illustrated’, 

the ‘Ornée’ in the title (‘Ornamented’), ascribed to the work of Hippolyte Adam. The title 

page attributes editorial and authorial responsibility as follows:  

Encyclopédie pittoresque de la musique …Rédigée par une Société d’Artistes et 
d’Hommes de Lettres sous la direction de Mm. Adolphe Ledhuy et Henri Bertini, et 
Ornée de Planches et de Figures Dessinées par Hippolyte Adam… Paris. H. Delloye…, 
1835.25  

                                                 
20 ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835,  p. 155b. 
21 Jeffery. Fernando Sor…, 1977, pp. 117–142; second edition, 1994, pp. 117–144.  
22 Adolphe Ledhuy, Etude Pour la Guitare, in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraison 47. This 
piece in the difficult key of C minor shows little influence apart from the key, it is possible Ledhuy was a pupil of Sor. 
23 Bibliothèque nationale de France, shelf number 4º Vm. 66(1). 
24 ‘Avis au Relieur’ or ‘Note to the Bookbinder’ in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraison 52, p. 
204. The word ‘vignette’ in this context probably refers to a small ornamental illustration usually without a border and 
fading into the background.  
25 The full title page of the first volume of the copy held in the Bibliothèque nationale de France in Paris (Shelf number 4º 
Vm 66) reads as follows: “ENCYCLOPÉDIE PITTORESQUE / DE / LA MUSIQUE / CONTENANT / L’Histoire de la 
Musique ancienne et moderne, la Biographie et le Portrait des Artistes célèbres, la Description et la figure des instrumens les 
plus curieux, l'Analyse des meilleures Méthodes d'enseignement, des morceaux de Musique vocale et instrumentale de toutes 
les Écoles, les Airs nationaux de tous les pays, avec texte et traduction; la Description des Danses en usage chez tous les 
peuples, accompagnée de musique, dessins, figures et costumes; l’Historique de tous les Théâtres lyriques, avec des vues 
intérieures ou extérieures de chaque salle; des Œuvres inédites des grands Maîtres; un Choix de Musique militaire; des 
Chants religieux de toutes les nations; des articles critiques sur les productions musicales de toutes les époques; / RÉDIGÉE 
/ PAR UNE SOCIÉTÉ D’ARTISTES ET D’HOMMES DE LETTRES / SOUS LA DIRECTION / DE MM. ADOLPHE 
LEDHUY ET HENRI BERTINI, / ET ORNÉE DE PLANCHES ET DE FIGURES / DESSINÉES PAR HIPPOLYTE 
ADAM. / TOME PREMIER. PARIS. / H. DELLOYE, ÉDITEUR DE LA FRANCE PITTORESQUE, / PLACE DE LA 
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This shortened title might be translated as:  

Picturesque Encyclopaedia of Music… edited [written or drawn up] by a Society of 
Artists and Gentlemen of Letters under the direction of Mssrs. Adolphe Ledhuy and 
Henri Bertini, and Ornamented with Plates and Figures Drawn by Hippolyte Adam, 
Paris: H. Delloye…, 1835. 

It is immediately obvious that authorial responsibility was assigned to contributors who were 

mainly not named in the text, but who appear to have been organised into a more or less 

formal “Society of Artists and Gentlemen of Letters”. This society was “under the direction” 

of “Ledhuy and Bertini”, with the art work provided by Adam.  

Ledhuy, Bertini and Adam were not the only ones to use this co-operative arrangement, 

which seems to have been some kind of tax-dodge. A similar arrangement is used in a book I 

have not seen with a title that reads: “Le Havre et son arrondissement. Par une société 

d'artistes et d'hommes de lettres. Sous la direction de M. J. Morlent. Havre, Morlent, 1840”.26 

There is some evidence that Ledhuy and Bertini’s “Artists and Gentlemen of Letters” were 

organised into some kind of more or less formal association. This is indicated in the “Letter 

to Professors and Amateurs dated 20 December 1833” headed “Les Directeurs de 

l'Encyclopédie pittoresque de la Musique” and addressed in general to: “…les Professeurs et 

les Amateurs”, signed by: “Les Directeurs A. Ledhuy. H. Bertini. H. Adam.”27 It is clear that 

their own contributions were insufficient, and in their letter the Directors attempt to broaden 

the pool of available writers by writing:  

The editing of the Encyclopaedia is not exclusively reserved for the artists and for the 
men of letters who founded it, and we welcome with enthusiasm all communications that 
could add to its interest.28 

The exact arrangement between the directors and the contributors is not clear. The letter 

mentions contributions as a service to humanity or to the wider musical community,29 

suggesting that contributors probably did not receive a fee or a share in the profits. 

                                                                                                                                                        
BOURSE, RUE DES FII.LES-SAINT-THOMAS, 13; HAUTECOEUR-MARTINET, RUE DU COQ-SAINT-HONORÉ, 
15; HOCQUART, RUE SAINT-JACQUES, 94. / 1835.”  
26 At the date of access of this website a book was being offered for sale by the Librairie Historique F. Teissedre in Paris 
<http://www.franceantiq.fr/slam/teissedre/Cat.asp?idTable=Teissedre0904&classe=1>, accessed September 2005.  
27 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Appended Documents, leaf 1v. ‘LES DIRECTEURS DE 
L’ENCYCLOPÉDIE PITTORESQUE A MM. LES PROFESSEURS ET LES AMATEURS’, Letter to Professors and 
Amateurs dated 20 December 1833, Shelf number 4º Vm. 66(1).  
28 “La rédaction de l'Encyclopédie n'est point exclusivement réservée aux artistes et aux hommes de lettres qui l'ont fondée, 
et nous accueillerons avec empressement toutes les communications qui pourraient ajouter à son intérêt.” Ledhuy and 
Bertini, Encyclopédie pittoresque…, 1835, ‘Letter to Professors and Amateurs dated 20 December 1833’. 
29 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, ‘Letter to Professors and Amateurs dated 20 December 1833’. 



O v e r v i e w  o f  t h e  S o u r c e s  23

The plan appears to have been to solicit articles from amateur and professional musicians 

and print separate Sheets [Feuilles] in quarto, published in 52 weekly Parts [Livraisons]30 that 

were to appear every Saturday or fortnightly for 26 weeks, paid in advance. Four printed 

pages that are appended to the 1835 Paris copy31 give us some idea of the origins of the 

Encyclopédie pittoresque. It is possible these pages were originally two folded documents, 

but this cannot be confirmed from the microfilm copy. Some of the pages do show recto and 

verso sides of the same leaf. I will therefore now describe the three appended leaves. The first 

leaf consists of a blank page with a handwritten [librarian’s] note on the recto side and a letter 

to Professors and Amateurs dated 20 December 1833 on the verso:  

1. Leaf 1r is a blank page with a note in pen, possibly by a librarian, that reads: 

“Encyclopédie pittoresque de la musique Livraisons 8e à 19e Lithographie de Mantour 

[sic? Rignour]”;32 

2. Leaf 1v is a circular letter dated Paris, 20 December 1833 from the Directors of the 

Encyclopédie pittoresque de la Musique, A. Ledhuy, H. Bertini and H. Adam, to 

unnamed Professors and Amateurs.33 This letter was probably intended for inclusion 

with the sixth Livraison that was due to appear on the following day (21 December). It 

begins with an “M” (for M[onsieur], M[adame] or M[ademoiselle]) followed by a space 

for the name of the addressee to be written. The text indicates that publication was 

underway and the letter reports on its interim success and appeals for further written 

contributions.34 

The second leaf is a title page that has a list of contents of the Encyclopédie on the recto side, 

dated 1834, with the verso as a blank page: 

1. Leaf 2r consists of a title page with a list of contents dated 1834, headed “1re Année”. 

The contents of the first eight Livraisons are shown giving the Livraison number, 

                                                 
30 Jeffery translates both feuilles and livraisons as ‘instalments’ (1994, p. 106). The word ‘Feuilles’ means: 1. ‘leaf’, 2. 
‘sheet’ (of paper), 3. ‘newspaper’ or ‘journal’, …etc.; and ‘Livraison’ means ‘delivery’, or in relation to books: ‘number’ or 
‘part’. Ledhuy and Bertini allocate Arabic numerals to Feuilles (sheets or leaves) and Roman numerals to Livraisons 
(instalments, numbers or parts). The Arabic numerals in the signatures at the foot of the first of every eight-page section are 
numbered as sheets (Feuilles) until Livraison 21, after which one signature serves for the Feuille and Livraison. I have 
decided to retain the French terms used by Ledhuy and Bertini rather than translate them. 
31 These pages without numbers consist of 3 leaves bound into the end of the single volume containing the Livraisons of the 
Encyclopédie pittoresque de la Musique at shelf number 4º Vm. 66(1) in the Bibliothèque nationale de France. 
32 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Appended Documents, leaf. 1r, ‘Handwritten note with no date’. 
33 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, ‘Letter to Professors and Amateurs dated 20 December 1833’. 
34 “A month has scarcely passed, and the most brilliant success has surpassed our expectations.” [“Un mois s'est à peine 
écoulé, et le succès le plus éclatant a dépassé nos prévisions.”] in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, 
‘Letter to Professors and Amateurs dated 20 December 1833’. 
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publication date and a summary of the contents.35 The first Livraison is given as 

appearing on 16 November, with the subsequent Livraisons appearing on 23 and 30 

November, 6, 14, 21 and 28 December and 4 January. No year is specified. Five 

volumes in quarto printed by Rignour were envisaged, with the 52 Livraisons appearing 

on Saturdays to begin on 16 November. If we assume the date of the letter to be in the 

same year as the first issue, the year would be 1834.36 However, since 16 November 

1834 fell on a Sunday and 16 November 1833 fell on a Saturday, the first seven 

Livraisons must have appeared in 1833.37 The leaf must therefore have been published 

early in 1834 for the eighth Livraison to have appeared on 4 January 1834. 

2. Leaf 2v is a blank page.38 

The third leaf has a title page dated 1833 on the recto side, with a printed page, containing the 

heading “Prospectus”, on the verso side: 

1. Leaf 3r shows a title page dated 1833, which is earlier than the “Title page with list of 

Contents” dated 1834. This title page envisages three volumes in quarto; the printer is 

not indicated and there is no specific indication of the contents of the Livraisons.39 It 

promises 52 Livraisons issued weekly, on a Saturday, but instead proposes a starting 

date of 23 November, one week later than the 1834 title page. 

2. Leaf 3v is a page entitled “Prospectus” printed by P. Baudoin, rue Mignon, N. 2, with 

no date. The date 1833 is provided on the recto page.40 The prospectus justifies the 

work, explaining its merits as an illustrated encyclopaedia, aimed at placing the science 

of music within the reach of everyone. It claims to inexpensively provide a theoretical 

essay, a piece of music, a biography with an accompanying portrait or vignette, and a 

description with accompanying figures devoted to some exotic musical instrument. 

The 1835 title page of the Encyclopédie pittoresque refers to Volume 1. The earlier examples 

of the title pages, which were really prospectuses, shows that three volumes were planned in 

                                                 
35 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Appended Documents, leaf. 2r. ‘Title page with list of Contents 
dated 1834’. 
36 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Appended Documents, leaf. 2r. ‘Title page with list of Contents 
dated 1834’. 
37 VMaxCalendar Applet <http://www.geocities.com/SiliconValley/Lakes/8620/vmaxcalendar.html>, for the perpetual 
calendar, accessed: 16 November 2005. 
38 Blank page verso of ‘Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Appended Documents, leaf. 2r. ‘Title page 
with list of Contents dated 1834’. 
39 ‘Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Appended Documents, leaf. 3r, ‘Title page with list of Contents 
dated 1833’. 
40 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, ‘Appended Documents, leaf 3v. ‘Prospectus with no date’. 
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1833 and that by 1834 this had grown to a projected five volumes.41 Whatever the ambitions 

of the directors were, only one volume is known to have ever been published.42  

The format of the Encyclopédie is quarto, with each sheet folded twice in eight-page 

sections, with a signature at the bottom of the first page of every eight that reads: “Tome 

[Volume] 1”, with the relevant Feuilles number (Sheet number) in an Arabic numeral. At 

Feuilles 19, the page numbers suddenly jump from page 144 to page 69. This is because the 

editors decided to change the numbering at that moment by paginating pages of text only. 

The resulting confusion was addressed after Livraison 52, which had the final page of the text 

and three additional pages containing a subject index,43 a table of contents in Feuilles (sheet) 

order44 and a notice to the bookbinder with a solution to the pagination problem.45 From 

Livraison 19 on, there are suddenly four pages of text and four pages of music, vignettes or 

lithographs. These are probably formed from two half-sheets, with the signature now 

appearing on the first of every four pages of text. From Feuilles 21 onwards the signature is 

as follows:  

Tome 1er.  XXI Lon.  21. [Volume 1. Livraison XXI. [Feuilles] 21.] 

In the Paris copy, the music, vignette and lithograph from Livraison 19 on are mistakenly 

bound together at the end of the volume. This is a mistake since every first page of the four 

pages of music had an illustration included with the delivery, indicated by a signature number 

of the Livraison to which the four pages of music or illustrations belong.  

All the citations of this work that I have seen follow Jeffery in giving a publication date 

of 1835 that corresponds to the final title page included in the Paris copy. It is probably from 

this title page that Jeffery decided that: “Its 52 instalments appeared in 1835 until petty 

bureaucratic difficulties brought it to an end…”.46 The information in the appended pages 

included with the Paris copy show that although the title page is dated 1835 this does not 

mean its “…52 instalments appeared in 1835…”, as Jeffery states. Publication of the 52 

Livraisons of the Encyclopédie pittoresque began on 16 November 1833 and the final 

                                                 
41 The 1834 title page reads: “5 vols. in–4º [Quarto], in two columns, printed by Rignour” [“5 vol. in–4o, à deur colonnes, 
imprimés par Rignour”]. See Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Appended Documents, leaf. 2r. ‘Title 
page with list of Contents dated 1834’. In 1833 the similar title page envisages 3 volumes. See Ledhuy and Bertini, 
Encyclopédie pittoresque…, 1835, Appended Documents, leaf. 3r, ‘Title page with list of Contents dated 1833’. 
42 Jeffery, Fernando Sor…, 1994, p. 106. 
43 ‘Table Alphabétique’ in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraison 52, p. 202.  
44 ‘Table Générale des Matières par Ordre de Feuilles’ in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraison 
52, p. 203. 
45 ‘Avis au Relieur’ in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraison 52, p. 204.  
46 Jeffery, Fernando Sor…, 1994, p. 106. 
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Livraison was due on 8 November 1834. If it was right on schedule, that would have been the 

date of the final Livraison.  

The problem faced by both the publishers (and the tax officials) must have been: what 

date should appear on the title page of an edition published by instalments? And what 

attribution of authorship should be on a work written by members of an association or 

society? Should it carry the date of the first issue when it is still not complete or should it 

carry the completion date sometime after the final instalment appeared? And who was the 

author? This dilemma probably explains the statement in the notice to the bookbinder about 

the “…vexations of the stamp duty office having halted the publication of the Encyclopédie 

by instalments…”47 and probably also explains the 1835 title page. The 1835 title page could 

not have been released in advance when the first Livraison was issued on 16 November 1833, 

compelling Ledhuy and Bertini to issue the four (or eight) preliminary pages to be bound into 

the existing copy at a later date48 to comply with the legal requirements of the stamp duty 

office. This would explain the title page printed after the event with an 1835 date after 

Livraisons scheduled for 16 November 1833 and 8 November 1834. 

The Encyclopédie pittoresque was not the only edition to be published by Ledhuy in 

instalments. In a similar fashion, he later published a successful series entitled:  

Petite Encyclopédie Instrumentale[:] Collection Complète Tablatures & Gammes ou 
Méthodes Abrégée en Tableaux Synoptiques, Rédigée par Adolphe Le Dhuy. …[with a 
contents list showing the numbers and instruments for which a sheet was issued] … 
Paris, Chez Schonenberger, Editeur, Boulevart Poissonnière, 10 Leipzig, Chez Breitkopf 
Et Hartel. Propriété Des Editeurs. [Stamped: “Schonenberger Boulevard Poissonnière, 
10.49 

In this case, by folding each folio into two, he produced four pages that were issued with a 

common title page on the front and a double page spread in the middle. This consisted of: a 

short description of each instrument; its fingering; range; the major and minor scales; some 

exercises; notes on the notation and transposition etc. Numbers 1–30 were edited by Le Dhuy 

(as he appears to have spelled his name), who had learned to accept full editorial 

                                                 
47 Jeffery, Fernando Sor…, 1994, p. 106 quotation from Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, ‘Avis au 
Relieur’, Livraison 52, p. 204. 
48 The copy in Paris has 2 preliminary leaves of 4 blank pages, followed by 2 leaves consisting of a half-title page and its 
verso, with the printer’s address; and a full title page dated 1835 and its verso, which is blank. Ledhuy and Bertini were 
issuing 8 pages per week and could have issued a final set of 8 pages containing the 1835 title and preliminary pages.  
49 Petite Encyclopédie Instrumentale[:] Collection Complète Tablatures and Gammes ou Méthodes Abrégée en Tableaux 
Synoptiques ed. A. Le Dhuy, Paris : Schonenberger. Copy in the Bibliothèque nationale de France, Feuilles 1–30, shelf 
number A. 241. 
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responsibility for the publication. A change of editor saw numbers 31–42 continued by M. 

Blumer.50  

Jeffery gives 1835 as the date for the Encyclopédie pittoresque copy in Paris. However, 

the appended pages show that the Livraisons appeared earlier than that. When the letter to 

Professors and Amateurs dated Friday 20 December 1833 was written, the first to fifth 

Livraisons had already appeared and the sixth Livraison was ready for release the following 

day (21 December 1833). Sor’s article ‘Le Bolero’ was scheduled for publication in three 

parts on 25 January and 1 and 8 February 1834. His edited biography entitled ‘Sor’ was 

scheduled for publication in four parts on 23 and 30 August, 6 and 13 September 1834.51 

Sor’s Contributions to the Encyclopédie Pittoresque 
Since this source was discovered, confusion appears to have arisen over the exact nature of 

the contributions made by Sor and the editorial contribution to the text of Ledhuy (or Bertini). 

Sor was one of the first of the Artists and Gentlemen of Letters to write an article for the 

Encyclopédie pittoresque, submitting ‘Le Bolero’ in 1834, for which he was credited with a 

by-line at the end of the article.52 This article would probably have been written to a 

prescribed length and been only lightly edited. The second kind of contribution is exemplified 

by the autobiographical article ‘Sor’, which was heavily edited to fit the format. Constraints 

of space appear to have forced Ledhuy to cut Sor’s manuscript entitled ‘Memoires de Sor’, by 

using direct quotes between reported speech summaries in the third person for the entry. In 

the text of the article Ledhuy makes his editorial contribution explicit in paragraph eight, in 

which he introduces the quotation and gives its source in his editorial voice as follows: 

“Some details on the celebrated convent of Montserrat will undoubtedly interest our readers. 

We will take them verbatim from the Mémoires de Sor.”53 Ledhuy, referring to himself as 

“We” (including Bertini and Adam), quotes “verbatim” from a manuscript memoir by Sor, 

which (in his editorial voice) he says he has in his possession. He also gives the manuscript a 

title: “Mémoires de Sor”. Ledhuy therefore had a manuscript autobiography by Sor that must 

have been longer than the extracts quoted verbatim by him in his Encyclopédie. In the article 

Ledhuy also reverts to the third person in speaking for Sor, for example: “Upon his arrival at 
                                                 
50 The series was continued in a later edition by M. Blumer, copy at shelf number Vm8 1657, with reprints of Le Dhuy’s 
numbers 1-30 and adding numbers 31-42. 
51 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, the entry ‘Sor’ at Livraisons 40, 41, 42 and 43 containing extracts 
from the ‘Mémoires de Sor’ and paraphrases of that source. 
52 Sor, ‘Le Bolero’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 97a.  
53 « Quelques détails sur le célèbre couvent du Montserrat ne peuvent manquer d'intéresser nos lecteurs. Nous les 
empruntons textuellement aux Mémoires de Sor ». ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 
155b. 
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Montserrat, Sor showed a desire to go to the church, where they were singing the 

Complines.”54 This suggests a passage written by Sor but abbreviated by Ledhuy in the third 

person. 

The use of the third person never suggests that Ledhuy was personally responsible for the 

information, it merely truncates material from Sor’s memoirs for publication. In the passages 

in the third person, often contain extracts in direct speech from the ‘Mémoires de Sor’. 

Passages from the manuscript are quoted directly and at length, always with quotation marks 

before each paragraph; for example, the passage: “Upon hearing the first verse of the psalm 

Cum invocarem, I [Sor] was struck with wonder…”55 is continued a further 51 paragraphs. 

The context always makes the source of the information clear to the reader. Ledhuy is 

scrupulous in placing French quotation marks “« …»” at the start and end of each paragraph.  

Editorial conventions today require more detailed citation for a manuscript than was used 

by Ledhuy: a description of the document and its source, and if published, where, when and 

by whom. Quoted paragraphs are indented from the main body of the text with a reduced type 

size, and so on. The absence of italicised titles, footnotes, detailed verifiable references and 

other formalities cannot be taken, in 1834, to mean that Ledhuy’s ‘Sor’ article was somehow 

unreliable or speculative. While it is incumbent on us to check claims made in the article for 

errors, falsehoods and exaggerations, the blame for errors of fact in the verbatim passages 

from the ‘Mémoires de Sor’ lies with Sor. There is no evidence the ‘Mémoires de Sor’ was 

ever published, but there is good evidence such a manuscript existed, since Adolphe Ledhuy 

explicitly acknowledges this as do his extensive direct and indirect quotations. Stylistically, 

the quotations read like a memoir containing many personal anecdotes and reminiscences that 

have nothing to do with historical research. The veracity of what remains of this personal 

memoirs has been confirmed by researchers ever since. The Encyclopédie pittoresque 

depended on contributions solicited from famous musicians like Sor.  

Another neglected aspect of the article is the contribution of Hippolyte Adam. Sor must 

have liaised with Ledhuy over the text, and Adam over the illustrations and figures in the ‘Le 

Bolero’ article and the portrait accompanying the ‘Sor’ article. The latter contains a view of 

the monastery possibly taken from some other source, but the picture of the surplices worn by 

the pupils at Montserrat must have been done in consultation with him. More importantly, the 

                                                 
54 « A son arrivée à Montserrat, Sor témoigna le désir d'aller à l'église, où l'on chantait les complies. ». ‘Mémoires de Sor’, 
paraphrased by Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 155b. 
55 « A l'audition du premier verset du psaume Cum invocarem, je fus frappé d'étonnement. … ». Fernando Sor, ‘Mémoires 
de Sor’ quotation in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 155b.  
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lithographic portrait by Adam, marked “Lith. Rue de Richlieu. 92”, suggests Sor posed for a 

portrait at this address before 30 August 1834 when the biographical article was scheduled to 

appear.56 This sketch portrait, showing him as an older man with a receding hairline, does not 

appear to have been taken from the usual painting or drawing by Innocent-Louis Goubeau or 

from one of the lithographs derived from that work.57 This is the last surviving sketch of Sor 

before his death in 1839 and it is very important for that reason.  

Misunderstandings of Ledhuy’s Role in Modern Sources 
Since Jeffery published his facsimiles of these sources, the view seems to have arisen that the 

‘Sor’ article was an historical account independently researched by Adolphe Ledhuy as 

biographer and historian. Ledhuy knew Sor, but he was not an editor who did independent 

historical research given that his Encyclopédie relied on the contributions of artists like Sor 

and the matters mentioned in this article could have been known only by him. Jeffery’s 

cautious descriptions of this source in 1977 appear to have constructed doubts where none 

should exist:  

In 1835 the Encyclopédie pittoresque de la musique of A. Ledhuy and H. Bertini was 
published in Paris in 52 instalments. Sor contributed to it an article, ‘Le Bolero’, and it 
was almost certainly he who wrote the article ‘Sor’ devoted to himself. …The 
biographical article on Sor occupies over 24 pages, of which just over half are text and 
the remainder drawings and music. About eight pages are devoted to memories of his 
childhood at Montserrat; this part is in the first person, in quotation marks and said to be 
textually extracted from his Memoirs. The rest is written in the third person, but in such 
precise detail that it was surely Sor who wrote it.58 

There is no evidence to suggest the article was “biographical” rather than “autobiographical”. 

Why is it “almost certainly” and “surely” Sor who wrote it? Jeffery’s phrase “…said to be 

textually extracted from his Memoirs…” seems to come from Ledhuy’s words in the ‘Sor’ 

article: “Nous les empruntons textuellement aux Mémoires de Sor…”, which should be read: 

“We will take them verbatim [or word for word] from the Mémoires de Sor”59 (the evidence 

of Ledhuy referencing his source). Describing Ledhuy as a historian rather than an editor has 

no justification and does not represent, I suspect, even Jeffery’s own views. 

                                                 
56 Illustrations for Livraison 41 of the article ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, bound at 
the back of the copy in Paris after the text and reproduced in Jeffery, Fernando Sor…, 1994, pp. 133–135. 
57 Reproduced in Jeffery, Fernando Sor…, 1994, pp. 44–45 and his notes p. 188. 
58 Jeffery, Fernando Sor…, 1977, p. 104. 
59 Definition in “TEXTUELLEMENT… adv. ‘verbatim’; word for word.” as it appears in A. Spiers, and revised G. P. 
Quackenbos, , Spiers and Surenne’s French and English Pronouncing Dictionary. Newly composed from the French 
Dictionaries of the French Academy: Laveaux, Boiste, Bescherelle, Landais, etc. and from the English dictionaries of 
Johnson, Webster, Worcester, Richardson, etc., New York: D. Appleton, 1852. The Preface begins: “The plan of this 
dictionary was conceived and matured fourteen years since, in 1835”, at p. vii; the definition is at p. 608. 



C h a p t e r  1  30 

Josep María Mangado y Artigas is mistaken in La Guitarra en Cataluña and ‘Fernando 

Sor: Aportaciones biográficas’,60 where Ledhuy is seen as a biographer, independent of Sor, 

researching the historical facts, expressing his own opinions and occasionally getting it 

wrong, as historians sometimes do. Mangado, for example, accuses Ledhuy of not following 

a proper chronology,61 in the paragraph discussing the events surrounding the arrival of the 

Archbishop d’Auch at Montserrat on 10 August 1791 and in the two paragraphs discussing 

the violinist Sunyer who took the habit on 30 September 1793.62 This criticism is unfair. Sor 

discusses Sunyer in one breath and the arrival of the Archbishop in another. When he 

mentions Sunyer, it is in the context of Sor’s own violin playing with which Sunyer helped 

him on his arrival at Montserrat. In this context Sor then explains that when Sunyer took the 

habit he competed for the vacant position of Leader of the Montserrat Orchestra. Secondly, 

Sor describes making a speech in French on the arrival of the Archbishop after the French 

Revolution and mentions later learning French from him. These events are organised by 

subject, not by chronology, for that reason creating a chronological overlap. Mangado’s 

difficulty lies with the missing paragraphs filling out the detail, which were probably cut 

from the manuscript memoir by Ledhuy.  

Marc Van de Cruys writes: “As is generally known, the part concerning Sor’s years in 

Montserrat was written by himself…”,63 implying that the rest of the article was not written 

by Sor and must have been written by Ledhuy. This is wrong. Thomas Heck also expresses 

the following view on Ledhuy:  

Sor’s memoirs of his youth were reworked into French (in the third person) to form a 
biography for the unusual volume entitled Encyclopédie pittoresque de la Musique, vol. 
1 (Paris, 1835) [Footnote:] Not arranged alphabetically, but rather as a gazette, this 
“encyclopedia” seems to have been compiled on behalf of, and for the benefit of, the 
persons who grace its pages.64 

First, Sor’s ‘Mémoires’ were not only “of his youth”, they cover his whole life until some 

time before 23 August 1834, when the article was scheduled to be published. The extensive 

first-person quotations from his time at Montserrat reflect the personal interests of Ledhuy as 

                                                 
60 Josep María Mangado y Artigas, La Guitarra en Cataluña, 1769–1939 Con especial referencia a los guitarristas José 
Ferrer (1835–1916), Sor, Brocá, Viñas, Bosch, Costa, Más, y otros, London: Tecla, 1998; and the article ‘Fernando Sor: 
Aportaciones biográficas’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 15–61.  
61 Josep Mangado, ‘Fernando Sor: Aportaciones Biográficas’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 
24, footnote 35. 
62 The paragraph about Sunyer is in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 163a. The one 
about the Archbishop d’Auch is at p. 163a. 
63 In Marc Van de Cruys, ‘Concerning two ballets by Sor’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 
footnote 19, p. 222. 
64 Thomas F. Heck, Mauro Giuliani: Virtuoso Guitarist and Composer, Columbus, Ohio: Editions Orphée, 1995, p. 21. 
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editor. Secondly, it is not an incontrovertible fact that Sor’s memoirs “were reworked into 

French”—presumably from Spanish or Catalan. The only evidence suggesting the original 

was in Spanish or Catalan is an occasional Spanish word within the French text. This can be 

explained by Sor using a Spanish equivalent to draw attention to differences like “retards de 

tierce (ligadura de cuarta) et celui d'octave (ligadura de novena)”.65It is not known whether 

Ledhuy spoke Spanish well enough to translate the article. A much more likely explanation is 

that it was written in French, like Sor’s Méthode. Finally, Heck’s statement that the 

Encyclopédie was published “on behalf of, and for the benefit of, the persons who grace its 

pages” is trivial: There are biographies of composers (like Haydn) who did not “benefit”, and 

articles on subjects like the Paris Conservatoire and exotic subjects like Hebrew music, the 

Spanish Bolero or Chinese musical instruments are also included. The biography of one of 

the greatest guitarists of the age probably reflects the special interests of Adolphe Ledhuy, 

who was a guitarist himself.  

The “Sor’ article cannot be seen as analogous to that by Sor’s near contemporary at 

Montserrat, Balthasar Saldoni. Ramón Sobrino, discussing the overture to the ballet Hercule 

et Omphale, says: “…considerada por Ledhuy como la mejor obra de Sor…” (“…regarded by 

Ledhuy as the best work of Sor…”).66 Now I would like to make a plea for us to all to try to 

understand this properly: Ledhuy very likely knew nothing at all about Sor’s ballet and even 

less about Sor’s life. Ledhuy never speaks as an historian. He is not critically evaluating Sor’s 

compositions, nor is he exercising his historical judgment. It is therefore wrong to state, as 

Sobrino does in a footnote, that “Ledhuy afirma que en este periodo, Sor compone, entre 

otras obras, dos sinfonías” (“Ledhuy affirms that in this period, Sor composed, among other 

works, two symphonies…”).67 Ledhuy “affirms” nothing. Without the ‘Mémoires de Sor’ in 

his hands he would not have had any idea of what Sor had composed or might have done at 

any time, he was reading and editing an autobiographical manuscript. Verification of the 

‘Sor’ article is important, but errors of fact in that article mostly cannot be laid at the door of 

Ledhuy.  

Of the 84 paragraphs in the ‘Sor’ article, 28 are in the third person and include short 

quotations in direct speech that only Sor could have provided; 51 paragraphs are direct 

quotations from the ‘Mémoires de Sor’; the final 3 paragraphs evaluating his contribution 

                                                 
65 ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 162b, paragraph 50. 
66 Ramón Sobrino, ‘Tres sinfonías de Fernando Sor’, in Gassér, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 275–
284, at p. 275.  
67 Sobrino, ‘Tres sinfonías…’, in Gassér, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 275, note 3. 
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may be by Ledhuy himself, but were probably approved by Sor. Therefore 79 of the 84 

paragraphs are by Sor himself or are summarised versions given by him to Ledhuy:  

Voice Paragraph no. Total Author Source 
3rd Person 1–9 9 Sor ed. Ledhuy Summary of ‘Mémoires de Sor’ by Ledhuy 

1st Person 10–61 51 Sor ‘Mémoires de Sor’ 

3rd Person 62–81 19 Sor ed. Ledhuy Summary of ‘Mémoires de Sor’ by Ledhuy 

Editorial 82–84 3 Ledhuy (& Sor?) Editorial comment by Ledhuy (with Sor?) 

There is no evidence the ‘Sor’ article is biographical. It is an autobiographical manuscript 

(now lost) that originally had the title “Mémoires de Sor’ that was shortened by Ledhuy using 

editorial paraphrase. The first sentence in the article unfortunately adds to the general doubt 

by stating baldly: “Ferdinand Sor was born in Barcelona on the 17th of February 1780.”68 

Josep Mangado has conclusively established his date of birth as 13 February 1778,69 blaming 

Ledhuy for this error.70 The alternative explanation is that Sor furnished Ledhuy with the 

wrong date for some personal reason as suggested by Jeffery:  

Many years later, he [Sor] himself said that he was born on 17 February 1780… the 
reasons for the misstatement remain obscure, but may have had something to do with 
claiming a war pension in Paris in the latter part of his life or something of this nature.71 

If Ledhuy had merely been the editor then this wrong statement may make him a bad editor, 

but it does not make him an unreliable biographer. The better question is the one posed by 

Jeffery: Why would Sor tell Ledhuy such a thing? 

In addition to the ‘Mémoires de Sor’ manuscript there must also have existed an 

autograph manuscript of the ‘Le Bolero’ article. It is likely Ledhuy and Bertini would have 

understood the historical value of the documents used in the Encyclopédie pittoresque and 

must have kept the original manuscripts upon which it was based or returned them to their 

authors after use. It is at least possible that research into the estates of Ledhuy, Bertini or 

Adam may yet turn something up. 

                                                 
68 « Ferdinand Sor naquit à Barcelone le 17 février 1780. » ‘Mémoires de Sor’, paraphrased by Ledhuy in ‘Sor’, edited 
Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 154b. 
69 Mangado, ‘Fernando Sor: Aportaciones biográficas’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 20.  
70 Mangado, ‘Fernando Sor: Aportaciones biográficas’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, footnote 
17, p. 21.  
71 Note that this was Ledhuy speaking for Sor. ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, 
Encyclopédie pittoresque…, 1835; see Jeffery, Fernando Sor…, 1994, p. 1 and footnote 1, p. 28. 
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SOR’S WORKS FOR GUITAR 
Fernando Sor composed a substantial number of pieces for guitar that were published during 

his lifetime by numerous publishers, including himself. I am aware of only one surviving 

autograph manuscript: the recently found Fantaisie dedicated to Natalie Houzé, which is 

owned by Pepe Romero.72 Apart from this manuscript, the closest we get to a ‘primary’ 

source is a contemporary printed edition or one of the handful of manuscript copistería copies 

that have turned up in Spain. In general, the available sources are:  

1. The copistería manuscript copies found in Spain. 

2. The Salvador Castro de Gistau editions from copistería manuscripts acquired in Spain 

before Sor arrived in Paris; 

3. The editions published in Paris by Mme. Benoist and Ignace Pleyel before Antoine 

Meissonnier became Sor’s principal publisher; 

4. The editions published by Sor in London73 under a variety of publishing arrangements 

with a variety of publishers from early 1815 to September 1822 (at the earliest) or early 

1823 (at the latest), when Sor left for Russia.74 These publishers and printers are 

Clementi, L. Lavenue, Monzani & Hill, W. Milhouse, Rutter & McCarthy and the 

Regent’s [later Royal] Harmonic Institution; 

5. The editions published by Antoine Meissonnier can be categorised as: London editions 

re-published in Paris; re-published Paris editions by other publishers; editions made 

from manuscript sources (some of them autograph); editions published while Sor was 

in Russia; and the editions published after his return to Paris; 

6. The editions published by Sor himself in association with Antoine-François-Gaétan 

Pacini after he ended his relationship with Meissonnier “in summer 1828”.75  

7. In addition, lost editions of music by Sor are still turning up, such as the Clementi 

edition of Sor’s [Opus 12] Fantaisie pour le [sic] Guitarre Espagnole found in 

Dublin;76 and the recently discovered edition entitled La Despedida: Andante y 

                                                 
72 Fernando Sor, Fantaisie pour Guitare Seule Composée et dédiée à Son Elève Mademoiselle Houzé, edited Pepe Romero 
with an introduction by Richard M. Long, 1994, Tampa: Tuscany Publications, Guitaromanie Editions, 1995.  
73 See Jeffery, Fernando Sor…, 1994, p. 57–59. 
74 From Jeffery, Fernando Sor…, 1994, p. 35–39 (based on the letter to the Duc de Fleury dated Paris, January 14, 1815 
[misprint in caption to facsimile in Jeffery sic “…1814”]) and at p. 71 (based on the Royal Academy of Music list of 
Honourary Members late 1822, and Félicité Hullin’s dancing her examination in Paris, 21 September 1822, accompanied by 
Sor); and at p. 76 (based on Sor’s concert in Paris, reported in the Harmonicon of March 1823 as having taken place “early 
last month” (that is February 1823). 
75 See Jeffery, Fernando Sor…, 1994, p. 89 quoting Fétis. 
76 Fernando Sor, Fantaisie pour le [sic] Guitare Espagnole Composée et Dédiée à Mr. Fredk. Kalkbrenner [Op. 12], printed 
by Clementi and Co. 26, Cheapside, in the Huddleston Collection, Royal Irish Academy of Music, Dublin, no date. See 
Jeffery, Fernando Sor…, 1994, p. 62 and p. 154. Fernando Sor, Quatrième Fantaisie Composée et Dédiée à Monsieur 
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Allegretto para Guitarra sola77 found in Valladolid in Spain; and the songs and two 

previously unknown guitar works found by Kenneth Sparr in the Daniel Fryklund 

Collection.78 

The bibliographical problems of Sor’s Spanish period, and the publications of Castro and 

Meissonnier are examined in detail in Part IV and Part V of this thesis. 

Introductions, Prefaces and Notes by Sor 
The title pages of the published editions of Sor’s music provide interesting and important 

information; for example, in the work now known as opus 5, the title page says: “Six Petites 

Pièces / Très Faciles pour la Guitare / écrits selon la Méthode ordinaire. / Dédiées à son 

Epouse / PAR F. SOR. …”. This claims these pieces are “very easy” (an exaggeration) and 

are written in the ordinary way—a reference to Sor’s method of writing at pitch using F, C 

and G clefs on two staves in his Fantaisie dedicated to and published by Ignace Pleyel.79 The 

dedication to his wife raises historical questions, as no trace of her has yet been found. More 

substantial information appears in the editions where Sor provides introductions or prefaces: 

1. [Opus 7] “FANTAISIE / Pour la Guitare / Composée et Dédiée / A son Ami / JGNACE 

PLEYEL / Par / F. Sor…”, published by Pleyel and the Author with a page headed 

“Avertissement” (“Notice”) to explain Sor’s new pitch notation for the guitar. The opus 

number 7 was allocated by Meissonnier without Sor’s authorisation. 

2. Opus 29 “DOUZE ÉTUDES / Pour la Guitare / pour servir de suite aux douze 

premières / Dédiés à ses Elèves / PAR / FERDINAND SOR… / 2e. LIVRE 

D'ÉTUDES…”, published by A. Meissonnier with etudes numbered 13–24 and brief 

explanations of the technical purpose of numbers: 20; 21 and 23. The twelve previous 

etudes mentioned here refer to the two books entitled: “SIX STUDIO / FOR THE / 

Spanish Guitar / Dedicated to / His Pupils… Printed for the Author by W. Milhouse”, 

which were later numbered Op. 6 by Meissonnier. 

                                                                                                                                                        
Frédéric Kalkbrenner par son Ami Ferdinando Sor Op. 12, Paris: Meissonnier, plate 144, published later, facsimile in 
Jeffery, Sor Complete Works…, 1982, vol. 2. See Jeffery, The New Sor Complete Works, second edition, 2004, vol. 2, 
preliminary notes, p. viii. 
77 Published by Bartolomé Wirmbs, Madrid: Establecimiento de Grabado y Estampado de música, ca. 1824. Copy: in the 
Fundación Centro Etnográfico Joaquín Díaz, Urueña, Valladolid, see Jeffery, The New Complete Works, second edition, 
2004, vol. 3, pp. vii–ix. 
78 Kenneth Sparr, ‘An Unknown French Song by Fernando Sor in Sweden’, Soundboard, vol. 22/1, 1995, pp. 39–43; and 
‘Two Unknown Guitar Works by Fernando Sor’, An English version of ‘Due pezzi sconosciuti di Fernando Sor’ in il 
Fronimo, vol. 36/144, 2008, pp. 28-38, available at <http://www.tabulatura.com/>, accessed October 2009. 
79 Fernando Sor, Fantaisie pour la Guitare Composée et Dédiée A son Ami Ignace Pleyel Par F. Sor, Paris: Chez Pleyel and 
chez l’Auteur, in Bibliothèque nationale de France, Shelf number Vm7 3802, from the introductory ‘Avertissement’ by Sor 
that shows the application of this notation to the guitar. Facsimile in Jeffery, Sor Complete Works…, Tecla, 1982, vol. 1. 
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3. Opus 31 “Vingt Quatre / LEÇONS / Progressives / Pour la Guitare / Doigtées avec soin 

/ Dédiées / aux Elèves Commençants / PAR / FERDINAND SOR…”, published by 

Meissonnier in two books with brief explanations of their technical purpose at Leçons 

1, 6, 10 and 20. 

4. Opus 35 “VINGT QUATRE EXERCICES / Très Faciles / & Soigneusement Doigtés / 

POUR LA GUITARE / Composés / PAR / FERDINANDO SOR…” , published in two 

books by Pacini, with an introductory page headed: “Avertissement” (“Notice”). 

5. Opus 44 “VINGT~QUATRE / petites Pièces/ Progressives / pour la Guitare / pour 

servir de leçons / aux Elèves tout a fait Commençants / Composés et Dédiées / a Mr. 

Rolando / Par / Ferdinand Sor…” published jointly by Sor and Pacini, which has an 

introductory page headed “Avertissement” [“Notice”] that explains why Sor did not 

include these little progressive pieces in his Méthode pour la Guitare. 

6. A group of three ‘protest’ editions by Sor that are a sarcastic comment on the state of 

guitar composition and teaching in Paris and the demand for pathetically elementary 

guitar music, which Sor considered created music that was harmonically incorrect and 

incomplete: Opus 45 “Voyons si c'est çà. / Six / Petites PIÈCES Faciles / Pour la 

Guitare / dont le bût est de conduire graduellement à ce que / l'on est convenu d'appeler 

difficulté / Composées ET Dédiées / à celui qui aura le moins de patience, / PAR / 

FERDINAND SOR”, published Pacini and Sor, which has a description on the title 

page. Opus 48 “Est-ce bien ça? / Six / PIÈCES / Pour la Guitare / Composées ET 

Dédiées / à quelques amateurs / PAR / FERDINAND SOR…”, published by Pacini and 

the Sor, with a sarcastic explanatory letter by him headed “Messieurs” referring to the 

pressure he had been under, since 1814 in Paris, to compose very simple, easy works, a 

pressure that he first addressed in his Op. 45. This edition has ironic footnotes at 

number 1 and number 3 in the Menuet and in Variation 3. Opus 51 “à la bonne heure / 

SIX VALSES / Pour la Guitare / Composées / Selon le désir de quelques Amateurs / 

PAR / FERDINAND SOR…”, published by Pacini and Sor, which also has a letter 

headed: “Messieurs” in a similar vein. 

7. Opus 59 “Fantaisie Elégiaque, / POUR Guitare SEULE / à la mort de MADAME 

BESLAY, née Levavasseur, / Composée par / FERDINAND SOR…”, published Pacini 

and Sor, which has an introductory page headed: “Avertissement” (Notice), 

recommending the use of the Aguado Tripodison to hold the guitar. 

8. Opus 60 “INTRODUCTION / à l'Etude de la / Guitare / en vingt cinq leçons 

progressives / COMPOSÉES / et Soigneusement Doigtées / PAR / FERDINAND 
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SOR…” published Pacini and Sor with an introductory page headed: “Avertissement” 

and additional notes at numbers 1, 9, 18, 20 and in the footnote at no. 25.  

The above editions mainly contain information about the guitar and its technique.  

Autograph Manuscripts for Guitar 
The only autograph manuscript known to me of Sor’s solo guitar music is the recently found 

‘Fantaisie pour Guitare Seule Composée et dédiée à Son Elève Mademoiselle Houzé par 

Ferdinand Sor’, now in the private collection of Pepe Romero.80 The Houzé Fantaisie (as I 

shall refer to it) is held in copyright by Romero, who edited it for publication with the 

assistance of Richard M. Long who wrote the introduction that includes the following:  

The autograph manuscript, now in the possession of Pepe Romero, had been auctioned at 
Sotheby’s as part of a collection, said to be of Italian origin, which also included a 
number of autographed first editions of works by Sor; the collection was probably 
assembled in Sor’s lifetime, perhaps by Mlle Houzé herself. The previous owners of the 
collection have preferred to remain anonymous, so its provenance is uncertain.81 

In the sleeve notes to his compact disc recording of this work, Romero writes that the 

manuscript and other editions collected by Mlle. Houzé were purchased by him in the United 

States from “J. & J. Lubrano, a dealer in rare books and manuscripts…”.82 Romero, has 

tantalisingly, allowed a facsimile to be made of only the title page and the first page of the 

Andante Largo Introduction.  

Every detail of this manuscript is obviously of the greatest interest. The work has been 

newly set with fingering and corrections by Romero with the following assurances made by 

Richard Long in the Introduction: 

There is nothing to indicate that Mlle Houzé ever used the manuscript as a performing 
copy; it contains no fingering indications; all of the fingering in this edition has been 
provided by Pepe Romero. Sor’s musical notation indicates a great deal about his 
intentions; it has been scrupulously preserved with a few exceptions. Slurs not included 
in the original manuscript are indicated here by dotted slurs; the notation of accidentals 
has been modernized and occasionally corrected; the one flat in the key signature of the 
minor section of the Andantino (p. 7) was omitted in the original; the thematic phrase of 
the Allegretto vivace movement, notated by Sor as in example A below, has been re-
notated throughout as in example B.83  

The two stated changes to the upbeat to the Allegretto vivace in this edition are shown in the 

example below, taken from the introduction:  

                                                 
80 Sor, Fantaisie, dedicated to Natalie Houzé, edited Romero, 1995.  
81 Introduction by Richard Long in Sor, Fantaisie, dedicated to Natalie Houzé, edited Romero, 1995, p. 3. 
82 Pepe Romero, Noches de España, compact disc Philips 442 150-2, guitar, recorded Switzerland, July 1993, insert, p. 5. 
83 Introduction by Richard Long in Sor, Fantaisie dedicated to Natalie Houzé, edited Romero, 1995, p. 3. 
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Example 1. Sor, Fantaisie dedicated to Natalie Houzé, edited Romero, 1995, showing slurring differences. 

In Example A (above) there is no ligature between the acciaccatura and its main note d1. This 

is altered in Example B by deleting the slur from d1— c1 and moving it to the acciaccatura. 

The slur beneath the notes in the first full bar is moved from beneath the notes to above the 

notes without comment. The theme consists of two antecedent/consequent eight-bar phrases, 

with the motif occurring in pairs in the first four bars of each eight-bar phrase. The small-note 

quaver in the editorial at Examples A and B (above) has a single stroke through the tail, while 

the first occurrence of the motif pair, in the antecedent phrase, has two strokes:  

 

Example 2. Sor, Fantaisie for Natalie Houzé, edited Romero, 1995, Allegretto vivace , showing two-stroke 
grace notes. 

In the immediately following consequent phrase (third and fifth bars, below) the motifs have 

three strokes on each grace note:  

 

Example 3. Sor, Fantaisie for Natalie Houzé, edited Romero, 1995, bars 6–14, shows three-stroke grace notes. 
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This inconsistency continues with the next occurrence of the antecedent phrase which has 

three strokes on both grace notes and two strokes on the first grace note of the consequent 

phrase, and three on the second. Other indications in the Romero edition vacillate between 

two- and three-stroke small notes. The final occurrence of the motif pair omits the first grace 

note completely, which may be musically significant or may be an error. In Romero’s 

recording, he makes a musical feature of the omission for the return of the theme at this point, 

confirming that this is how it stood in the manuscript. The confusion over grace notes is 

important in Sor’s works because he uses small notes for both appoggiaturas and for 

acciaccaturas and it is important to try to distinguish between the two. This will be discussed 

below. Sor also appears to believe that in repeats, skeletal versions of the initial notes are 

sufficient (dotted quaver semiquaver figures later replaced by two quavers, for example). 

This is analogous to the modern convention of omitting fingering in a repeat. The missing 

final small note in the category shown in the example above may be of this kind and, if so, 

offers us an example of the difficulties he creates for a modern reader by applying this 

convention to the notes as well as to the fingering.  

Another discrepancy, which may or may not be significant, is the tied note in the bass 

voice beneath these motif pairs. As can be seen from the examples above, the D’s in the bass 

are not tied in either of the first two occurrences of the motif pair above, but in the example 

below, the bass notes are tied at every subsequent occurrence:  

 

Example 4. Sor, Fantaisie for Natalie Houzé, edited Romero, 1995, bars 136–150. Variations in the tied bass 
notes. 
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Without seeing the autograph manuscript it is hard to know exactly what Sor’s contribution to 

these differences was, making it difficult to take a principled editorial position on any of the 

issues raised by this edition. The final footnote in the introduction to the Romero edition fails 

to set the mind at rest, leaving us wondering just how much is “new and original” in this 

edition by saying:  

Although every effort has been made to preserve the artistic and historical authenticity of 
this edition, it contains new and original material and is protected by international 
copyright. This music is not in the public domain.84 

The Méthode pour la Guitare 
Sor himself published his Méthode pour la Guitare in Paris in two volumes in 1830.85 In the 

microfilm copy of the edition Sor presented to his friend Dionisio Aguado, which is now in 

the Biblioteca Nacional de España, Madrid,86 the second volume has the text of the Méthode 

pour la Guitare with a title page showing the work to be published by the Author in Paris, 

with rights sold to Simrock in Bonn and to Johanning and Wathmore in London. Sor’s 

address is “rue de Marivaux, no. 5, Paris” and the price is “36 francs”. His presentation note 

on the title page of the Exemples et figures volume reads: “Présenté par l’auteur á Son 

Excellent ami D. Aguado”. The first volume in the microfilm is the volume entitled Méthode 

pour la Guitare: Exemples et figures containing plates and musical examples. The Exemples 

et figures volume has seven lithographic plates numbered I–VIII (omitting plate number VI). 

The figures on each plate are nevertheless numbered consecutively from 1 to 24 with no 

break. The musical exemples appear on pages 6–50. Pages 6–16 contain exemples 1–48 

(omitting number 32, which seems to have been lost from the bottom of page 13). Pages 17–

18 contain six short exercises headed “Exercices pour les Tierces” numbered 1–6; pages 19–

21 have six exercises headed “Exercices pour les Sixtes” numbered 1–6 and page 22 has one 

unnumbered exercise, “Exercice pour les Tierces et les Sixtes”. Pages 23–28 follow on from 

the earlier musical examples and contain exemples 49–77. Page 29 is headed “Rapport des 

                                                 
84 Introduction by Richard Long in Sor, Fantaisie dedicated to Natalie Houzé, edited Romero, 1995, p. 3. 
85 Fernando Sor, Méthode pour la Guitare, Paris: l’Auteur, 1830. The Méthode pour la Guitare was published in Paris as 
“Propriété des Editeurs”, naming the Author in Paris; N. Simrock in Bonn (misspelled “N. Simrok”) and, by hand, as 
Johanning and Whatmore in London. I know of no edition with the imprint of Johanning and Whatmore, so it appears they 
sold the translation rights to R. Cocks and Co., who arranged for the work to be translated by Arnold Merrick. This edition 
appeared in 1832 as Method for the Spanish Guitar, translated by Merrick.  
86 Copy in the Biblioteca Nacional de España, Madrid: Shelf number M2654., written in ink in Sor’s hand on the title page of 
the Exemples et Figures volume this copy has: “Présenté par l’auteur á Son Excellent ami D. Aguado” and on the main title 
page in the same hand the publisher in London is filled in as: “Johanning et Wathmore” misspelled as “Johaning et 
Wathmore”. See Jeffery, Fernando Sor…, 1994, pp. 93–96. 
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Deux Clèfs”, translated by Arnold Merrick as “Relation of the Two Clefs”87; page 30 is a 

study in harmonics written in two ways: as played and as they sound. Pages 31–34 provide 

guitar accompaniments for ‘Lá ci darem la mano’ from Mozart’s Don Giovanni, Paisiello’s 

‘Nel cor piu non mi sento’, Cherubini’s Romance ‘Bon français Dieu te recompense’ and 

Sor’s Ariette ‘Lagrime mie d’affanno’ from Three Italian Arietts, sixth set. Pages 35–48 are a 

thoroughbass realisation for guitar of part of Haydn’s Creation, Page 49 contains exemples 

85–87, and page 50 has Sor’s adaptation of Hummel’s Trio ‘La Sentinelle’, for voice and 

ensemble, for which Giuliani wrote the guitar part for Variation 1.88 

The parallel German and French translation, published in Bonn by N. Simrock as plate 

number 2810”, has the title: “Méthode pour la Guitare [:] Guitarre-Schule von Ferdind. 

Sor”.89 Jeffery says this edition was available by June 1831.90 The French text is in the left-

hand column and German in the right and the examples and figures are placed at the end. The 

contents page in this edition does not give the heading “Conclusion” the same typographical 

status as the “Introduction” in the French edition, thus failing to recognise the work’s 

organisational structure. I have examined the copy in the Rischel and Birket-Smith Collection 

in the Royal Library in Copenhagen.91 The English translation by Arnold Merrick appeared 

under the title: “METHOD / FOR / THE SPANISH GUITAR, / BY / Ferdinand Sor. / 

TRANSLATED FROM THE ORIGINAL / BY / A. MERRICK. / London: / R. Cocks and 

Co., 20, Princes-Street, Hanover-Square”.92 Jeffery gives the publication date as 1832.93 

Some important changes were made by Merrick in this translation.  

The text of Sor’s edition of the Méthode pour la Guitare consists of 24 four-page 

sections (with sections 1 to 23 numbered on the first of every four pages). The contents page 

or “Table de Matières” shows that Sor conceived the text in five parts: “Introduction 

[Introduction], Première Partie [First Part], Deuxième Partie [Second Part], Troisième Partie 

[Third Part] and Conclusion [Conclusion]”.94The Contents page confirms this structure with 

the text shown in three Parts, preceded by an Introduction and ending with a Conclusion:  

                                                 
87 Fernando Sor, Method for the Spanish Guitar, translated Arnold Merrick, London: R. Cocks and Co. [ca. 1832] on Plate 
XXII. Copy of the original: Biblioteca Nacional de Madrid, Call number M/1333. Facsimile reprint, Fernando Sor. Method 
for the Spanish Guitar, New York: Da Capo, 1971. 
88 See Heck, Mauro Giuliani…, 1995, WoO, vocal–16 at p. 225 and his discussion of this on pp. 157–158. 
89 Fernando Sor, Méthode pour la Guitare — Guitarre-Schule von Ferdin.d Sor, no translator. Bonn: N. Simrock, [1831].  
90 Jeffery, Fernando Sor…, 1994, p. 187. The first edition was Jeffery, Fernando Sor…, 1977.  
91 Royal Library of Denmark, Copenhagen Rischel and Birket-Smith Collection, R&B-S No. 788.  
92 The title page of the Sor, Method…, translated Merrick, 1832, facsimile, Da Capo, 1971.  
93 Jeffery, Fernando Sor…, 1994, p. 187. 
94 Sor, Méthode…, 1830, contents page. 
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Figure 1. The contents page of the Sor, Méthode pour la Guitare, Paris: 1830, copy Biblioteca Nacional de 
España, Madrid, shelf number M2654. 

Sor’s First Part seems to be organised around the instrument itself, how to hold it and 

how to use the hands on the strings; the Second Part appears to be organised around the basic 

conception of the fretboard and how notes and fingerings should be applied to the guitar; the 

Third Part appears to be mainly concerned with how to think about the guitar, describing for 

example, Sor’s application of his theory of harmony, acquiring a knowledge of thirds and 

sixths and applying the principles of figured-bass accompaniment on the guitar.  
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Merrick completely failed to grasp the large-scale organisation of Sor’s Méthode…. His 

contents page is not a translation of Sor’s “Table de Matières”; it was entirely devised as a 

kind of general index to the figures and plates, listing interesting parts of the text and some of 

the subheadings. The overall structure shows no sign of Sor’s three main parts framed by an 

introduction and a conclusion: 

 

Figure 2. Sor’s “Table de Matières” translated Arnold Merrick Sor, Method for the Spanish Guitar, ca. 1832. 
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Sor’s headings, organised as they stand in the original French edition, are below 

compared to Merrick’s translation (shown between square brackets). The Merrick sub-

headings in the text follow Sor more closely and better show the structure in the Méthode…. 

MÉTHODE / POUR / LA GUITARE [SOR’S METHOD FOR THE GUITAR] 

INTRODUCTION [Introduction] 

PREMIÈRE PARTIE [PART I] 

 L'Instrument [The Instrument] 

 Position de l'instrument [Position Of The Instrument] 

 Main droite [Right Hand] 

 Main gauche [Left Hand] 

 Manière d'attaquer la corde [Manner Of Setting The Strings In Vibration] 

 Qualité du son [Quality of Tone]”. 

DEUXIÈME PARTIE [Starts on a new page; no PART 2 in Merrick] 

 Connaissance du manche [Knowledge of the Fingerboard] 

 Doigté sur la longueur de la corde [Fingering on the Length of the String] 

 Emploi des doigts de la main droit [Use of the Fingers of the Right Hand] 

 Doigté des deux mains [Fingering with Both Hands] 

 Du coude [Of the Elbow]. 

TROISIÈME PARTIE [no PART 3 in Merrick] 

 Des tierces, de leur nature et de leur doigté [Of Thirds their Nature and Fingering] 

 Des sixtes [Of Sixths] 

 Application de la théorie des tierces et des sixtes [Application of the Theory of Thirds 

and Sixths] 

 Doigté de la main gauche a l'égard de la mélodie [Fingering of the Left Hand in Regard 

to Melody] 

 Doigté de la main droite [Fingering for the Right Hand] 

 Des sons harmoniques [Of Harmonic Sounds] 

 Accompagnements [Accompaniments] 

 Analyse de l'accompagnement du fragment de l'Oratorio de Haydn (la Création) 

[Analysis of the Accompaniment of Part of Haydn’s Oratorio, The Creation] 

 Du doigt annulaire [On Fingering with the Ring Finger]. 

 [Conclusion (Merrick integrates this as an ordinary sub-section)] 

CONCLUSION. [This corresponds to the Introduction as a structural part of the whole.] 
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Note that despite the appearance of the words “Part I” on Merrick’s page 7, “Part 2”, which 

should have appeared before the sub-heading: “Knowledge of the Fingerboard” at p. 18, is 

omitted; and “Part 3”, at p. 24, before the sub-heading: “Of thirds, their nature and fingering”, 

is also omitted. This could not have been inadvertent since no typographical provisions were 

made for these subdivisions, like starting Part II and Part III on a new page, for example.  

Merrick’s contents page conceals the organisational structure of the original. This distorts 

Sor’s very serious intentions in his organisation of his Méthode…, unwittingly contributing to 

the subsequent reception of the work in the English-speaking world, as confused, rambling 

and disorganised. In general, Merrick’s translation may be criticised for changing Sor’s often 

unwieldy sentences by repunctuating them, occasionally replacing colons and semi-colons 

with full-stops, and so on, distorting the logical dependency of subsidiary sentences resulting 

in a loss of meaning. Not all of his translations can be relied upon. He reorganises the two 

separate volumes into a single volume with poorly redrawn figures integrated into the main 

text, which is in itself a good idea, with examples at the back in plates numbered I—XLII. 

Arnold Merrick is mentioned briefly by Jeffery in his Sor biography where he writes: 

“…in 1832 (to judge from the plate number) Cocks in London published an English 

translation by A. Merrick, the organist of Cirencester.”95 He gives no reference for this job 

description, but it appears on a postscript to a note about Philippo Verini on the letterhead of 

Wilfred M. Appleby reading: “M…Arnold Merrick, organist of Cirencester…”.96 In 1995, 

Pat Sewell listed an 1801 record: “Arnold Merrick of Cirencester; appointed organist” and 

1802 a record that reads: “Arnold Merrick, organist; resigned because the parish would not 

increase his salary to £50”. 97 There is also a record of “…Arnold Merrick of Cirencester in 

the County of Gloucester Gentleman (son and only surviving issue of Arnold and Elizabeth 

Merrick, both deceased)…”, made in his will, proved in London on 26 March 1850 by his 

widow Eleanor Merrick.98 He translated some important and influential books—suggesting 

organ playing was less his vocation than translation—which include:  

                                                 
95 Jeffery, Fernando Sor…, 1994, pp. 93 and 96. 
96 Wilfred M. Appleby, undated note signed by Appleby, Appleby Collection, Guildhall School of Music and Drama, ACC 
No. 02952. 
97 John Hobson Matthews, editor, The Cardiff Record: Being Materials for a History of the County Borough from the 
Earliest Times, transcribed Pat Sewell. <http://www.netcomuk.co.uk/~khsewell/psewell/>, accessed 8 November 2005. In 
the ‘Cardiff Records, Volume III, Chapter X, Parochial Records’, Vestry Book of Saint John's, Cardiff, Volume 1, p. 480, 
list modified 18 November 1995.  
98 Copy of last will and testament of Arnold Merrick from the National Archives, Public Record Office, catalogue reference 
11/2110, image 187 <http://www.nationalarchives.gov.uk/documentsonline/>, accessed 8 November 2005. 
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1. The Traité de chimie élémentaire, théorique et pratique, Paris, 1813,99 by Baron Louis 

Jacques Thénard, an internationally renowned as a chemist and member of the French 

Academy of Sciences. The translation appeared as “A Treatise on the general principles 

of Chemical Analysis by Baron Louis Jacques Thénard. Translated from the French by 

A. Merrick. London 1818”.100  

2. The Cours de composition musicale, ou Traité complet et raisonné d'harmonie pratique 

by Antoine Joseph Reicha, published in 1818 in Paris.101 The British Library has the 

1854 edition of the English translation: “…translated from the German by the late 

Arnold Merrick”, edited by John Bishop, and—according to the British Library—taken 

from: “Vol. 1 of "Reicha's Theoretical works by A. Merrick”…”.102 

3. The supplement to the violoncello method by Pierre Baillot and others entitled Méthode 

de violoncelle et de basse d’accompagnement ,103 was translated by Merrick for Cocks 

and Co. as: Exercises for the Violoncello, in all positions of the thumb; being a 

supplement to the method for that instrument by Baillot, Levasseur, Catel and Baudiot 

… To which is added a short introduction to harmony or thorough bass by the 

translater [sic], published in 1832,104 for the Paris Conservatoire. 

4. Choron’s French translation of Albrechtsberger’s Sämmtliche Schriften über 

Generalbass, Harmonie-Lehre und Tonsetzkunst,105 edited by his pupil Ignaz von 

Seyfried was translated into French by Choron, 106 and from the French into English by 

                                                 
99 The official website of the Institut de France Académie des sciences has: “Thenard (Louis, Jacques) 4 mai 1777–21 juin 
1857 Élu Membre de la 1ère Classe de l'Institut national des sciences et des arts le 29 janvier 1810 (section de chimie) 
Président de l'académie des sciences en 1823 Membre de l'Académie nationale de médicine”. <http://www.academie-
sciences.fr/membres/in_memoriam/in_memoriam_liste_alphabetique_T.htm>, accessed 8 November 2005. 
100 The British Library has a copy of this translation and the library record gives Merrick, Arnold as an added name with a 
link to other works translated by A. Merrick. 
101 The British Library catalogue: Antoine Joseph Reicha Cours de composition musicale, ou Traité complet et raisonné 
d'harmonie pratique, Paris: Chez Gambaro, [1818].  
102 London: R. Cocks and Co. Shelfmark g.314. Held by the British Library; and the Library of Congress. The full record 
reads: “Course of Musical Composition; or Complete and methodical treatise of practical harmony . translated . with the 
remarks of Carl Czerny, translated from the German by the late Arnold Merrick, and edited by John BishOp. London: Robert 
Cocks and Co, [1854] …Vol. 1 of “Reicha’s Theoretical works by A. Merrick. From the online catalogue of the British 
Library: <http://catalogue.bl.uk>, search term Reicha, A. + Merrick. I have been unable to trace any earlier edition.  
103 Pierre Marie François de Sales Baillot, Levasseur, Catel and Baudiot, Méthode de violoncelle et de basse 
d’accompagnement, Paris: Á l'Imprimerie du Conservatoire, [1804]. 
104 British Library catalogue: Baillot, Pierre Marie François de Sales. Exercises for the Violoncello, in all positions of the 
thumb; being a supplement to the method for that instrument by Baillot, Levasseur, Catel and Baudiot . Translated . by A. 
Merrick. To which is added a short introduction to harmony or thorough bass by the translater [sic] London : Printed by R. 
Cocks and Co, [1832]. 
105 Johann Georg Albrechtsberger Sämmtliche Schriften über Generalbass, Harmonie-Lehre und Tonsetzkunst, Vienna: 
Haslinger, 1809. 
106 Johann Georg Albrechtsberger, Méthodes d’harmonie et de composition. Nouvelle édition, mise en ordre et . Augmentée 
d’âpres l’enseignement de l’auteur, et formant la collection complète de ses œuvres de théorie musicale; par M. le chevalier 
de Seyfried, translated with notes by M. Choron, Paris: 1830. British Library catalogue.  
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Merrick as: Methods of Harmony, Figured Base, and Composition.107 The translator’s 

Preface is dated 18 October 1834 and the Preface to the second edition, is dated 3 

February 1844.  

The Albrechtsberger Methods of Harmony, Figured Base, and Composition was an important 

work on the very subjects Sor places at the core of his guitar method. In his translation of the 

Baillot Exercises for the Violoncello, at about the same time he must have translated Sor’s 

Méthode…, Merrick adds what he calls a “…short introduction to harmony or thorough 

base…” that is similarly footnoted by him throughout. As an organist from Cirencester it is 

unsurprising that his main interest appears to have been harmony and thoroughbass. His 

success as a translator is born out by his translation of Sor’s Méthode…, which remains still 

in print today.108 

SECONDARY SOURCES 
Sor scholarship has developed hugely in recent years. The most important recent contribution 

is the major collection of essays by various scholars in Estudios sobre Fernando Sor/Sor 

Studies, edited by Luis Gásser and published in 2002.109 In France, the 1980 thesis by 

Danielle Ribouillault has provided a broad overview of guitar techniques in France in the first 

half of the nineteenth century,110 which is important for the study of the reception of Sor in 

Paris. Brian Jeffery published his biography Fernando Sor Composer and Guitarist in 1977, 

with a second edition in 1994.111 His Catalogue of Works112 included at the end of this 

biography was the basis for his ‘complete’ and ‘facsimile’ editions published by Tecla 

Editions. The historical writings of Josep María Mangado y Artigas include his book La 

Guitarra en Cataluña, 1769–1939,113 from which the part on Sor is expanded in his article 

‘Fernando Sor: Aportaciones Biográficas’,114 drawing on his studies of the diaries of the 

Baron de Maldá. 

                                                 
107 Johann Georg Albrechtsberger, Methods of Harmony. Figured Base, and Composition , Adapted for Self Instruction by 
John George Albrechtsberger, Organist of the Imperial Court , and the Chapel-Master of the Cathedral of St. Stephen, in 
Vienna, Master of the Celebrated Beethoven, &c., &c., &c. Translated from the last German Edition as Augmented and 
Arranged by His Pupil the Chevalier Von Seyfried, with Remarks of M. Choron. Translated from the last Paris Edition by 
Arnold Merrick. London: Robert Cocks and Co. [1834]. 2 Volumes. Britsih Library catalogue. 
108 Sor, Method…, translated Merrick, ca. 1832, reprinted by Brian Jeffery as: Fernando Sor: Method for the Spanish Guitar, 
London: Tecla, 1995. 
109 Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002. 
110 Ribouillault, ‘La Technique de Guitare…’, thesis, 1980. 
111 Jeffery, Fernando Sor…, 1977, and the second edition Jeffery, Fernando Sor…, 1994. 
112 Jeffery, Fernando Sor…, 1977, pp. 145–185 and Jeffery, Fernando Sor…, 1994, pp. 147 –190. 
113 Mangado, La Guitarra en Cataluña…, 1998. 
114 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 15–61.  
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The Facsimiles and Critical Editions 
Frederick Noad’s facsimile edition Fernando Sor. Op 1 to 20, appeared in about 1976,115 

apparently based on the first edition of the Collection complète des œuvres de Ferdinando 

Sor pour la guitare, which I will show was probably published in Paris by Meissonnier early 

in the period between February 1822 and August 1824.116 A facsimile of this edition was 

published by Minkoff in 1978. Brian Jeffery’s biography117 paired with his facsimile edition 

entitled Fernando Sor: Complete Works for Guitar appeared in 1977;118 this was revised in 

1982 with the title Fernando Sor: The Complete Works for Guitar in Facsimiles of the 

Original Editions. This has since become the standard text of these works.119 In 2001 Tecla 

published a new edition “re-engraved in eleven volumes” and edited by Jeffery that was 

entitled Fernando Sor: The New Complete Works for Guitar.120 The editorial principles for 

this edition were set out thus:  

The first known edition is used in every case as the basis for the text of all the works in 
this volume [meaning: all the works in all the volumes], with variants from later editions 
noted only in those rare cases where they seem to have significance for the composer’s 
text.121 

The problem with this approach is that the “first known edition” is not necessarily the best 

source for a facsimile. For example, the Variations Brillantes sur un Air Favori de Mozart 

Op. 9, plate 460, published by Meissonnier, is not the “first known edition”, but it is certainly 

the definitive edition. On his return from Russia to Paris, Sor found Meissonnier had been 

selling all his editions in a loose cover with the title Collection Complète des Œuvres de 

Ferdinando Sor. As I will show in my bibliographical study of the Meissonnier editions, Sor 

subsequently embarked on a revision of this collected edition, compelling Meissonnier to 

correct the worst errors, such as those in the Sonate Op. 15, and substituting new plates in 

Op. 23. As part of this programme of revision, the Variations Brillantes Op. 9 (mentioned 

above) replaced the grossly distorted Meissonnier edition then in print, enabling Sor to fix 

engraving errors in the London edition.  

                                                 
115 Noad, Fernando Sor. Op 1–20 in facsimile, ca. 1976. 
116 Facsimile edition entitled: Collection complete des œuvres de Ferdinando Sor pour la guitare, Paris: Meissonnier, ca. 
1825, Genva: Minkoff, 1978. As I will show, the edition on which this facsimile is based is the unsupervised first edition 
Meissonnier published now in the Bibliotheque nationale in Paris at shelf numbers Vm.8 u. 113 and u. 114. This edition 
appeared earlier than the ca. 1825 date given here, which is based on Jeffery’s estimate. This source does not contain the 
changes made in the second edition that was published by Meissonnier in 1828 under the same title, discussed below. 
117 Jeffery, Fernando Sor…, 1977.  
118 Jeffery, Sor Complete Works…, Shattinger, 1977. 
119 Jeffery, Sor Complete Works…, 9 vols., 1982.  
120 Jeffery, The New Complete Works…, first edition, 2001, vol. 1.  
121 Jeffery, The New Complete Works…, first edition, 2001, vol. 1, p. x. 
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Sor was seriously at odds with his guitar contemporaries and fought what he saw as their 

blind and wilful ignorance. He rebelled against what James Grier would describe as the 

“repertory’s style”,122 disliking the way the guitar was played in France and Italy and not 

accepting its marginalised position in the wider musical community. In his Méthode he railed 

continually against standards of the “repertory” he experienced in Paris, England and the 

cities of Europe he visited on the road to Moscow. In return, he was viewed with suspicion by 

the many guitarists who saw themselves as the custodians of the “repertory’s style”. The 

influence of Italian conservatories on the construction of this style became a formidable 

obstacle for Sor during his lifetime of 1778 to 1839. A flood of good virtuosos had streamed 

out of Italy bringing a style of playing and composing that Sor, educated in Spain, was never 

able to understand, agree with, support or defend. In an increasingly international market, 

great virtuosos like Carulli and Giuliani became prolific composers and publishers, which not 

only placed them in direct competition with Sor for the sales of guitar music, it also locked 

them into a battle of ideas over the “repertory’s style” and the very nature of the guitar as an 

instrument. To speak of a “repertory’s style” as a way of evaluating Sor in this context would 

therefore be a conflation of irreconcilable opposites.  

Sor set out to compose and play in a manner that matched the standards set by composers 

like Haydn, Mozart, and Beethoven for instruments like the piano. This is as much a question 

of notation as it is a question of style. The guitar Sor grew up with in Spain was progressively 

rejecting tablature as a system of notation. Similar processes were underway all over Europe. 

Sor began the process of reforming guitar notation in 1796 and, at the same time, began to 

compose music in a wholly new polyphonic manner. When he began to reveal his music to 

the public in Paris and London, the custodians of the “repertory style” criticised his music as 

unnatural and impossible to play. Using a wider sphere of influence for Sor, the criteria Grier 

describes as “…the musical idioms that make up a piece… [and] …the historical conditions 

under which… [the music] was composed or the social and economic factors that influenced 

its performance”,123 have to be considered premature considering that we are yet to establish 

a proper bibliographical basis for such an adventure. However interesting such discussions 

might be in a wider socio-historical sense, in this context I am not interested in such repertory 

as the efflorescence of trivial guitar songs that flooded Paris at the end of the eighteenth and 

the beginning of the nineteenth century. Neither am I interested in the reasons that motivated 

                                                 
122 Grier, James. The Critical Editing of Music: History, Method, and Practice, Cambridge: Cambridge University Press, 
1996, p. 5. 
123 Grier, The Critical Editing of Music…, 1996, p. 5. 
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Meissonnier to try and simplify Sor’s editions for exactly that audience. I am examining the 

guitar music of Fernando Sor, its origins and its influence, and why Sor himself considered 

much of the music of his contemporaries to be banal, tedious and, above all, ignorant.  

Mijndert Jape’s call for a proper critical edition is still valid as I write this. We need to 

try to establish a chronology for Sor’s works, to group them as he intended (in some cases we 

do know what his intentions were), and we badly need to apply our minds to establishing an 

acceptable basic text for his each and every work. We also need to identify unauthorised 

editorial additions to his music (especially in regard to the editorial input of Meissonnier), 

and to separate out the derivative editions (like Simrock’s well edited copies of Meissonnier 

originals) from those that are demonstrably more closely connected to Sor. We also need to 

find copies of the early Spanish copistería editions and correct the editions that were made 

from these sources, such as those of Salvador Castro de Gistau.  

We are reasonably well endowed with tools to undertake these tasks. Sor’s carefully 

notated editions for the guitar are our best resource if they are read in conjunction with his 

explanatory Méthode pour la Guitare—a work that is extraordinarily dense in its allusions 

and deeply complex in its claims and demonstrations. The Méthode remains the most direct 

access we have to the mind of a well-educated, thinking, musician who was attempting to 

play and compose at a level that equalled the greatest composers of his age. All of Sor’s 

writings offer clues to his conception of the guitar; each of his editions are a demonstration of 

the application of his system of harmony and of his general conception of the instrument. 

There is an inherently didactic vein that runs throughout Sor’s works—he was always 

showing us how things should be done—that most importantly included the application of a 

system of harmony to all of his works for guitar. This creates the opportunity for us to 

moderate each independent composition, one against the others, based on how his system is 

applied in reliable editions. As a player of the guitar, Sor’s aesthetic and technical conception 

of the instrument emerged from a rich tradition of guitar playing inside Spain, which was at 

odds with the conception of many of his contemporaries in the rest of Europe. His works are 

all interrelated, making each edition more than just the simple expression of one particular 

musical idea, so that all his works accord with what he saw as his principles, as set out in his 

writings and notation. The ancient alfabeto chords, still in use in Spain when Sor was a boy, 

became the basis for the grammar he conceived by subjecting these chords to the rules of 

proper voice leading based on the keyboard thoroughbass learned at Montserrat. In so doing, 

he built a chord playing technique that took account of the contrapuntal significance of the 
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notes within each chord. This is the main hypothesis of this thesis and it is all-pervasive in 

Sor’s guitar music and is a contribution that has yet to be recognised or even understood.  

It is therefore not sufficient to collate the known Sor editions and accord them equal 

status as simple variants. There are very few variant editions. The editions of Simrock, for 

example, are derivative copies, not variants. The best Sor editions are models of his system, 

for which he carefully crafted a notation that made his fingering clear. That his music is not 

devoid of fingering as has been repeatedly asserted, it is merely hidden within his notation. 

Sor viewed fingering an art, initially resisting fingering indications in his scores, instead 

developing a precise notation of duration to determine the fingering. In his later editions the 

fingering he added was usually conceived with a student audience in mind, mainly offering 

only straightforward solutions. His rigorously musical approach to the guitar, based on his 

system of harmony regulating alfabeto chord charts, using keyboard thoroughbass theory, 

compels us to recognise how foreign his works were compared to early nineteenth-century 

guitar as it was composed in Paris. His works were also foreign to the Italian technique used 

to play that repertory, which had become the dominant ideology determining what was 

‘natural’ on the guitar at that time. Sor’s technique was especially foreign to players of that 

repertory. To counteract this ideology, Sor developed a careful notation using voicing and 

durations of notes to determine fingering. Anyone interested in what he actually wrote 

therefore needs to undertake a close reading of his notation from his authorised editions.  

Guitar scholars harbour a lingering suspicion that Sor’s music has been distorted by his 

engravers and publishers, and that this can only be resolved by finding autograph manuscripts 

as a final arbiter. Many modern editors use this as an excuse to do what they like with the text 

or to justify their preferences. This is of course freedom of speech, but the result may have 

nothing to do with what Sor said, or demonstrated that he intended, in his notation. It is 

unfashionable to discuss composers’ intentions, which are unknowable in any direct kind of 

way, but the least we can do is carefully read his texts. Sor’s editions are not just autonomous 

works born of his creative genius, they are also instances of his theory of guitar composition, 

based on a grammar, and expressed in a system of notation. This means a piece by Sor 

acquires its coherence outside the framework of the score itself, requiring, as a measure of its 

consistency, that we examine its relationship to both subsequent and preceding works. By 

assessing his works against his overarching principles we can form some idea of his method 

of composition and identify editorial interference in his editions, be they Spanish copistería 

manuscripts, the editions published by Salvador Castro de Gistau, those published by Antoine 

Meissonnier or even by the composer himself. Sor’s guitar music is harmonically, texturally, 
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grammatically and graphically in advance of guitar music written by any of his 

contemporaries and is probably the equal of any guitar music ever written. The precision of 

his notation exceeds that of Giuliani especially in his use of inner voices, imitation and rests. 

His system of notation became the basis for the notation of guitar music today in a basically 

three-part, loosely polyphonic, texture. Sor’s principles allow us to identify aspects of his 

technique, and to postulate likely fingering, helping to bring us closer to the ideal of a widely 

accepted stable text of his music. 

 



 

 



2. Adjustments to Sor’s Biography 

Sor’s autobiographical essay, entitled ‘Mémoires de Sor’,1 was a manuscript prepared by the 

composer for inclusion in the Encyclopédie pittoresque de la Musique in 1834.2 It is probable 

that for the entry ‘Sor’ in his encyclopaedia, Ledhuy edited, paraphrased and quoted verbatim 

from this manuscript.3 He uses quotation marks to indicate direct quotation and, when he 

paraphrases the original, he does so in the third person: both forms of extract from the lost 

manuscript are what remains of this primary source of biographical information about Sor. 

Brian Jeffery’s Fernando Sor Composer and Guitarist, published in 1977 and revised in 

1994, was based on the ‘Sor’ article and is the only full biography.4 Josep Maria Mangado’s 

updating of Sor’s biography largely confirm the ‘Sor’ article despite the author’s thinly veiled 

mistrust of Ledhuy. Additional musicological work on specific areas related to Sor in Luis 

Gásser’s Estudios sobre Fernando Sor/Sor Studies5 fill out Jeffery’s work and also generally 

confirm the ‘Sor’6 article. There is no space for a new biography of Sor here, nor for my 

English translation of the ‘Mémoires de Sor’. As guitarists worldwide are familiar with the 

Jeffery biography and the sources mentioned above, I will examine (in more or less detail as 

the need arises) only the aspects of the accepted narrative that are relevant or need revision. 

Dating his movements from country to country is important for the chronology of his works 

and in determining the level of authorial responsibility he exerted over his editions.  

DATING SOR’S MOVEMENTS 
The current biographical view is that Sor’s arrival in London took place between his letter to 

the Duc de Fleury in January 1815,7 seeking, and then failing to obtain an appointment as a 

viola player in the King’s Chapel, and the announcement in the Morning Post of 15 April 

18158 that he had recently arrived in London. There exist four letters (of nine) specifically 

mentioning Sor at this time, which were written by Camille Pleyel to his family in Paris. 

                                                 
1 The lost manuscript from which extractions were made for the entry ‘Sor’ in the Encyclopédie pittoresque de la Musique, 
Livraisons 40, 41, 42 and 43, actually appeared in 1834. ‘Mémoires de Sor’, in ‘Sor’, edited Ledhuy and Bertini, 
Encyclopédie pittoresque…, 1835, pp. 154b–167a. 
2 Ledhuy and Bertini, Encyclopédie pittoresque…, 1835.  
3 ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835. 
4 Jeffery, Fernando Sor…, 1977 and 1994. 
5 Gásser, 2002. 
6 ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835. 
7 Letter reproduced in Jeffery, Fernando Sor…, 1994, p. 35. 
8 Jeffery, Fernando Sor…, 1994, p. 40. 
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These were published by Rita Benton, in her translation, in her 1966 article ‘London music in 

1815, as seen by Camille Pleyel’.9 Surprisingly, this article was missed by guitar scholars 

until 2002 when it was mentioned by Josep Mangado to confirm Sor’s arrival in London in 

April 1815.10 Jennifer Thorp also cites this source: “Sor probably settled in London some 

time in early 1815. [In her footnote citing Jeffery, 1994, she continues:] Not before 14 

January, when he was still in Paris and writing to the Duc de Fleury…”.11 The whole account 

of this complex of historical events needs a more convincing explanation to piece together 

when and why Sor suddenly left Paris for London, and (after some years) why he suddenly 

left London—at the height of his success—to go to Paris and Russia. Biographical problems 

surrounding Sor’s personal circumstances, and his daughter Caroline, need to be explored, 

firstly, because this is poignant story directly relevant to his life as a performer and, secondly, 

because this helps confirm a more specific date for their exile from Spain.  

Sor’s Arrival in London 
The letters written by Camille Pleyel while he was in London are dated between 3 April and 

22 July 1815 during Napoleon’s ‘Hundred Days’.12 They give us a fascinating picture of 

professional concert life around the Philharmonic Concerts at the Argyll Rooms in London, 

where Sor made his English debut. Pleyel numbers his letters enabling us to see that some 

have not survived. The passages directly mentioning Sor are in Letters 1, 3, 5 and 6. Letter 

No. 1 is dated (London) 3 April (1815) and the relevant passage is:  

…My Beloved Parents / I arrived here in good health on 16 March at 10 in the evening. 
The next day I went to see the Broadwoods, who received me in a friendly way in the 
English manner, that is to say, without ceremony. They immediately sent one of their 
employees to help me look for a small flat and I live very near them. I pay 15s. a week 
and that is the cheapest I could find and still live decently. …I have seen Sor, who is 
living at the home of Reyes, the young Spaniard of whom I often wrote to you when I 
was at Bordeaux. I am to play at the Philharmonic several weeks from now. If I succeed 
there I shall have as many students as I can handle, for it is the most famous concert in 
London. …13 

Camille would therefore have seen Sor between 17 March and 3 April 1815, it seems, at the 

home of the tenor Reyes, whom Sor may have known from Spain or from Bordeaux (if he 

                                                 
9 Rita Benton. ‘London Music in 1815, as seen by Camille Pleyel’, Music and Letters, vol. 47/1, January 1966, pp. 34–47. 
10 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 53, note 139. 
11 Jennifer Thorp, ‘Sor’s music for the ballroom and its social context’, in Luis Gassér, Estudios sobre Fernando Sor/Sor 
Studies, Madrid: Ediciones del ICCMU, 2002, pp. 515–529, at p. 516.  
12 Benton, ‘London Music in 1815…’, 1966, p. 35.  
13 Benton, ‘London Music in 1815…’, 1966, pp. 36–37. It is not certain where Sor went after he left Valencia in 1813 on his 
way to Paris. 
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ever went there).14 Sor stayed at the home of Reyes15 on his arrival in London, and Reyes and 

Perez facilitated Sor’s debut by including him in their Benefit Concert on 20 April 1815. The 

way Camille speaks of Reyes (explaining who he is to his family) differs from the way he 

speaks of Sor, who was clearly something of a family friend. They would have become 

acquainted in 1813 when Ignace Pleyel (with Sor) published the Fantaisie pour la Guitare 

[Op. 7], well before Pleyel belatedly registered their edition in the Bibliographie de la France 

of 3 September 1814.16  

Camille Pleyel was in London ostensibly to further his career as a concert pianist, but 

also on business for the family firm, which had traded legally as ‘Ignace Pleyel et fils aîné’ 

since 1 January 1815.17 But, as we shall see, he also had more pressing reasons for fleeing 

France. Many of the people mentioned by him in his letters were business associates of his 

father who were visited by Camille on his behalf; others were of interest to him as a concert 

pianist newly arrived in London. Camille Pleyel and Sor were recently admitted associates in 

the circle of professional musicians clustered around the Philharmonic Concerts, which 

Camille describes as “…the most famous concert in London”.18 He makes clear just how 

dependent concert musicians were on teaching to earn a living, by linking success at his 

concert with a potential plentiful supply of students. This must have been true for Sor too. On 

his arrival, Camille met J. B. Cramer, probably thanks to his father:  

…I dined at his house the second day of my arrival and I have seen him twice since. He 
assured me that I would find lessons, but he told me not to give any for less than one 
guinea because Kalkbrenner and Ries charge that price and here one is judged more by 
one's price than by one's intrinsic artistic talent…19 

                                                 
14 There is no evidence of Sor in Bordeaux, where Francisco de Borja de Riquer, marqués de Benavent, the guitarist who 
commissioned the Boccherini Quintets with a guitar, ended up in Valencia at the same time as Sor and his friend José de 
Lira, and François de Fossa (Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 51). 
I do not know what route Sor followed from Valencia to Paris. 
15 See Jeffery, Fernando Sor…, 1977, and the second revised edition, 1994. Benton in ‘London Music in 1815…’, 1966, at 
p. 4 identifies Reyes as “probably the tenor listed as a performer at the Philharmonic Society on 3 April 1815 in a vocal 
quintet by Mozart and Cherubini’s trio ‘Et incarnates est. ”and is unable to trace Reyes, who is mentioned simply as a singer. 
Jeffery has no information about Reyes other than that he was obviously a singer and that the name was “Hispanic”, Jeffery, 
Fernando Sor…, 1994, p. 40. 
16 Jeffery, Fernando Sor…, 1994, p. 37. At note 1, Jeffery states that this work and the Six Petites Pieces published by 
Madame Benoist were both listed in the Bibliographie de la France. This is not strictly correct: the Six Petites Pièces and the 
Boléro de Société published by Benoist were registered at numbers 26 and 27 on page 40 of the “Troisième Année (No. 5) 
Vendredi 4 février 1814” in the Bibliographie de l’Empire français ou Journal de l’Imprimerie et de la Librairie, which was 
created by Imperial decree on 4 October 1811 and was operational until Friday 25 March 1814: “Troisième année. (No 12.)”. 
From Tuesday 1 May 1814 the title changed to the Bibliographie de la France ou Journal Général de l’Imprimerie et de la 
Librairie.  
17 Benton, ‘London Music in 1815…’, 1966, p. 34. 
18 Benton, ‘London Music in 1815…’, 1966, pp. 36–37.  
19 Benton, ‘London Music in 1815…’, 1966, p. 36. 
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He also dined with Kalkbrenner, who seems to have become a friend of Sor, judging by the 

Fantaisie20 he dedicated to him at about this time. Camille writes: “ …Kalkbrenner is in great 

favour here, even eclipsing Cramer. There is a terrible jealousy between them, as well as with 

Ries. I hope to remain on good terms with all three”.21 In this letter, he later mentions Lewis 

Lavenu, the publisher of Sor’s 2nd Fantasia for the Spanish Guitar, who died in 1818.22 He 

also mentions Cherubini, Clementi, Salomon, Dance, Viotti, Hullmandel and Chappell. Links 

between Sor and members of this circle can be shown, for example, in the editions published 

by Clementi and Chappell. The fact that Sor’s concert programmes contain many of the 

names in Camille’s London letters is also confirmation that this was a very close network of 

musicians, who, despite their rivalry, helped and supported one another in a kind of fluid 

professional cooperative. The best indication of Sor’s ability as a performer and composer is 

his membership, as an equal, in this network. Much of Camille’s first letter is devoted to 

describing the pianos he found there, but he also comments on the music he thinks suitable 

for the English public: 

…I am going to compose a piece especially for the Philharmonic and I shall use a well-
known English or Scotch air for the theme of the Rondo because that is what they like 
best here.23 

The same was true in France. Sor’s reliance on variation forms and folk themes for his works 

composed in London during this period can probably be explained by a reference to these 

market forces. Much later, his two sets of variations on British folksongs, ‘Marlborough Goes 

to War’ in the Introduction et Variations sur L’Air: Malbroug Op. 28 and ‘Ye Banks and 

Braes’ in the Fantaisie …sur un air favori Ecossais Op. 40, suggest they were composed in 

London in the spirit expressed by Camille above. The first has no dedication but the second is 

dedicated to the English girl Mary Jane Burdett.24 It is clear from Camille’s letter that new 

compositions were expected, and valued, by audiences at the Philharmonic. 

In Letter No. 2, London, 18 April (numbered 4 by Camille), Sor is not mentioned at all. 

Camille does, however, mention people associated with Sor: 

London, 18 April 1815, No. 4. / Just a moment ago I received your dear letters of the 7th 
and 8th of this month, as well as that of Mme. Baudiot, all through the intervention of 

                                                 
20 Sor, Fantaisie pour le [sic] Guitarre…, published Clementi, Huddleston Collection, Dublin, was the apograph edition 
used by Meissonnier for his slightly modified Sor, Quatrième Fantaisie Op. 12, dedicated to Kalkbrenner. 
21 Benton, ‘London Music in 1815…’, 1966, p. 36. 
22 See Jeffery, Fernando Sor…, 1994, p. 25. 
23 Benton, ‘London Music in 1815…’, 1966, p. 37. 
24 Miss Burdett is described by Sor in Sor, Méthode…, 1830, p. 74, footnote 1, continued on p. 75; Sor Method…, translated 
Merrick, 1832, p. 42, at footnote *. 
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Mm. Simons…I have finished the trio, which I shall play at the Philharmonic on 
Monday, 1 May with Viotti and Lyndley. Yesterday I heard Ries at the same 
Philharmonic. …Lyndley is an astonishing cellist…25 

Camille would later conduct at the “Musical and Literary Entertainment” of Madame Simons 

held at the Argyll Rooms on 27 June 1815, in a concert at which Sor appeared. The Leader of 

the orchestra on this occasion was Francesco Maria Vaccari26 to whom Sor later dedicated his 

“Les Adieux! Sixième Fantaisie Op. 21.27 Camille writes of Vaccari in Letter No. 2, London 

18 April 1815: “… I have seen and heard Vaccari. He played one of Papa's new quartets in 

manuscript marvellously. It was at the home of Tomkinson…”.28  The “astonishing cellist” 

Robert Lindley would later play in Sor’s Concertante for Guitar, Violin, Viola and 

Violoncello at the Philharmonic Society Third Concert on 24 March 1817.  

Ferdinand Ries, the pupil and early biographer of Beethoven, who had arrived in London 

from Sweden in 1813, was heard and critically assessed by Camille in his Letter No. 2, 

commenting, with a touch of surprise, that he was actually able to hear the piano in the Argyll 

Rooms:  

…Yesterday I heard Ries at the same Philharmonic. He played a new quintet of his own 
composition. In the first part there are some delightful things. I like Ries's playing very 
much. It is mellow and yet often energetic. Ries played on an excellent Broadwood 
instrument and although the hall is quite large, I could hear every note of the piano. 
Cramer advises me to play on a Broadwood also, which I shall do, for in a large hall they 
are the best. …29 

It is interesting to note that pianists considered there to be a problem of audibility of a piano 

in the Argyll Rooms, which we today would consider a very small recital hall. The guitar of 

this time was much closer in dynamic range to the pianos played at the Philharmonic, making 

the viability of the guitar as a recital instrument much more readily understandable. Ries has 

not been directly linked to Sor but Camille’s letters show how closely associated this circle of 

performers and composers were. It must be assumed that Sor would have heard him play and 
                                                 
25 Benton, ‘London Music in 1815…’, 1966, p. 38–39. 
26 Described as one of the “…influential men of letters and musicians from Madrid court circles, such as the poet Alberto 
Lista and the violinist Francesco Maria Vaccari”. Mentioned in Willem de Waal. ‘Arriaga (y Balzola), Juan Crisóstomo 
(Jacobo Antonio) de’, Grove Music Online ed. L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 
21 January 2006. 
27 The edition published by Meissonnier has the full title: Les Adieux! Sixième Fantaisie pour Guitare seule, Dédiée à son 
Ami Fr. Vaccari, 1re. Violin de la Chambre de S. M. C. Par Ferdinando Sor Op. 21, Paris: Meissonnier. Jeffery considers this 
to be a later edition than a Spanish edition published by Bartolomé Wirmbs possibly in about 1824: Fernando Sor, La 
Despedida, Andante y Allegretto para Guitarra sola, de Fernando Sor, dedicada a su amigo Don Francisco Vaccari, Primer 
Violin de la Real Camara, y de la Capilla de S. M. C. Madrid: [Bartolomé Wirmbs] Establecimiento de Grabado y 
Estampado de música, Callé del Turco, no date. I will show that the Meissonnier edition was published in October 1824 or 
before, not in Paris ca. 1825, as Jeffery contends in The New Sor Complete Works, second edition, 2004, vol. 3, pp. vii–ix. I 
am very grateful to Dr Jeffery for supplying me with his latest edition. 
28 Benton, ‘London Music in 1815…’, 1966, pp. 37–38. 
29 Benton, ‘London Music in 1815…’, 1966, pp. 37–38. 
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possibly heard Beethoven sonatas in London too. As we shall see, Sor changed the title of his 

Sonata Prima to Grand Solo at about this time, perhaps because he felt reluctant to call it a 

sonata for reasons linked to its form, having heard Ries and others (such as Cramer) playing 

sonatas. 

In Letter No. 3, London, 22 April 1815, Camille writes: 

…Sor came to see me this morning. I played my trio for him and he gave me several 
good ideas which I shall put to good use. À propos Sor, he played for the first time in a 
public concert the day before yesterday and had the most complete and well-deserved 
success. …Please forward the two enclosures. One is from Sor and the other from 
Tomkinson… I live at 22 Vine Street, Piccadilly, London.30 

This letter confirms Sor’s concert on 20 April and evaluates his London debut as “a complete 

and well-deserved success”, indicating that Camille was present and heard his performance. 

This is important testimony from a young but capable musician who, from his letters, did not 

mince words in his evaluations of the performers he heard in London. The relationship 

between Sor and Camille gives the appearance of a mature musician dispensing welcome 

advice on the technical aspects of a composition to an aspiring young musician. Sor, as the 

senior colleague, gave advice that was both respected and acted on by Camille. The 

“enclosure” from Sor that Camille asks his family to forward indicates that Sor was still 

corresponding with people in Paris, possibly this included his latest editions, like the first two 

sets of Six Divertimentos he published in London in 1815, sent to Jean-Antoine Meissonnier, 

whose copies appear in Paris sometime before September 1816.31 

In his Letter No. 4, London, 22 April 1815, Camille writes about playing for the Queen 

and the Prince Regent having given him the licence immediately to raise his lesson price to 

one guinea an hour. He writes of the performance: 

The concert began at half past ten and ended at half past one. The Queen stayed in her 
armchair the whole time. No one applauded except the Prince Regent and the Queen, 
who several times tapped her hand lightly with her fan. 

This is of interest because it shows that Sor would have benefited in a similar way after he 

performed his vocal imitation of the famous castrato Girolamo Crescentini at the home of 

Mrs Billington, on 20 July 1816, where he first spoke with the Duke of Sussex, the brother of 

the Prince Regent.32 

                                                 
30 Benton, ‘London Music in 1815…’, 1966, pp. 38–39.  
31 Meissonnier added the Toulouse address of his brother Louis to his title pages. Stenstadvold, ‘Bibliographical Study…’, 
2001, pp. 20, 24 and 27. 
32 `Discussed in Jeffery, Fernando Sor…, 1994, p. 46. 
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In his Letter No. 5, London 23 May 1815, Camille writes: 

I shall give my first lesson on Friday and I dare hope it will lead to others, for here the 
important thing is to have one’s foot in the stirrup. / Following the advice of Broadwood, 
Dizi, Cramer and Sor, I have set my fee at half a guinea. In a few years I shall go to a 
guinea, but that would be too high for a start, all the more since I am absolutely the 
youngest of the five distinguished ones…33 

Sor appears to have been teaching in London from the moment he arrived. His opinion on 

what one should charge for a lesson is quoted by Camille in the same breath as the opinions 

of musicians like the pianist Cramer and the harpist Dizi. As Sor had been there little over a 

month his opinion could not have been based on much. In Camille’s eyes, at least, Sor had 

the status of family friend and senior member of the profession. In the same letter Camille 

also mentions the metronome: 

Not long ago Maelzel gave a large dinner for artists on behalf of his Chronometer at 
which Cramer, Ries, Kalkbrenner, Bohrer and others were present, but I don't know 
whether all this will take him far. 

Sor may have been one of these but seems to have been relatively slow to take it up, only 

using metronome indications in his second set of Three Italian Duets published around 1822. 

Camille’s Letter No. 6, London, 29 May 1815, is the last before the Battle of Waterloo on 

18 June. He became increasingly agitated about not having heard from his family in Paris at 

this time and when he finally did receive a letter, he wrote joyfully: 

At last, I have just kissed the good little Mme. Sor, who delivered your letters of the 13th 
and 16th of this month, and those from other people who kindly remembered me and 
wrote me. …34 

I do not believe that this might be a reference to Sor having a good, but very small wife, who 

was kissed for delivering a long-awaited letter. By using ‘Madame’ for ‘Mademoiselle’ he 

seems to be describing Sor’s daughter Caroline (in a kindly way) as “a bit of a little Madam”. 

This charming anecdote is the first mention we have of her, and it immediately raises the 

question of how old she might was when this description was written on 29 May 1815. 

Camille makes no mention in any of his letters of Sor having a wife and neither does he need 

to explain to his family who the “good little Mme. Sor” was, which suggests the Pleyel 

family knew her from an earlier time in Paris. Camille’s lodgings are described as a “flat”35 

for which, in Letter No. 3, he gives the address: “22 Vine Street, Piccadilly, London”. He also 

does not mention having moved in the interim. A small section of Vine Street still exists a 
                                                 
33 Benton, ‘London Music in 1815…’, 1966, p. 40. 
34 Benton, ‘London Music in 1815…’, 1966, p. 41. 
35 This is Benton’s translation, I have not been able to access to the original French letters. 
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few blocks from St. James’s Square. Sor gave his first benefit concert on 14 June, two weeks 

after Camille’s letter, and the address given for purchasing tickets from Sor is his address 

given as 6 Charles Street, which is also a little way from St. James’s Square in another 

direction. Camille mentions him living at the home of the Spanish tenor Reyes, which may 

also have been the Charles Street address. Sor and Camille would have lived in the same 

general area about ten blocks apart, a long walk for a small child. Sor may have taken a cab 

to deliver letters to Camille, merely giving Caroline the task of handing them over. She must 

have been walking from this description of her, and the added detail of her as “good”, and a 

“little Madam”,36 suggests a cute, precocious, little girl who was already talking. Jeffery says 

of her date of birth: 

His daughter, as we shall see, was born between 1814 and 1817, which confirms the 
suggestion that Sor’s wife was with her husband in Paris at this time and possibly in 
London as well.37 

Camille’s letter makes this manifestly impossible. I will examine the problem of Caroline and 

her mother in Spain in more detail below.  

Camille’s letters Nos. 7–9 (dated 13, 18 and 22 July 1815), written after the Battle of 

Waterloo, are mainly concerned with his plans to return to Paris, showing him to be very 

relieved to be going home. Sor had no plans to return since he was obviously enjoying his 

success in London, in contrast to the more muted welcome he received in Paris two years 

before. It is surprising that Camille’s letters have been so widely ignored, especially given the 

rich and personal context they provide for Sor’s first few months in London. 

Sor’s Departure from Spain 
When did Sor leave Spain for France? The dates that establish his whereabouts in Spain are 

complex. His ‘Impromptu, dans le genre du Boléro, fait au sujet du grand bruit que l’on fait 

avec les Cloches l’après midi de la Toussaints en Espagne, par F. Sor, à Málaga l’an 1809’, 

for example, situates him in Málaga on 1 November 180938. The French campaign began in 

Andalucía in 1810 and Málaga fell to them on 5 February 1811.39 Sor would have been there 

when Joseph Bonaparte arrived on 4 March 1811 offering an amnesty to all citizens on the 

                                                 
36 My thanks to Professor Dean Sutcliffe for suggesting this reading. 
37 Jeffrey, Fernando Sor…, 1994, p. 34. 
38 Jeffery translates the title: “Impromptu in the genre [style] of the bolero, made on the subject of the great noise which the 
bells make in the afternoon of All Saint’s Day in Spain, by F. Sor, in Málaga in the year 1809”, estimating that Sor published 
this work in London in 1819, donating the rights to his friend the flautist Andrew Ashe, whose two daughters, according to 
the title page, sang the work. This is an arrangement by Sor with different words of the seguidilla ‘Los canónigos, madre’, 
which may have been an earlier version. Brian Jeffery, More Seguidillas, London: Tecla, 1999, pp. xii–xiii and p. xx. 
39 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50. 
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condition they took the oath of fealty within five days. Sor felt he had no choice, the threat of 

summary hanging leaving him little option but to take the oath.40 According to Mangado he 

was soon after made comisario principal,41 or Principal Commissioner of Police, for the 

Málaga area where he apparently commanded a brutal and repressive force. Mangado quotes 

Ortí Belmonte, who describes these police as “…chosen from among the people but more 

degenerate and made up of the real dregs of society…”.42 It is not easy to imagine Sor being 

described in these terms. When the French began to evacuate Andalucía, on 25 August 1812, 

Sor left with them, which means he had probably arrived in Valencia by October 1812. 

Mangado says Sor, working for the Ministry of the Interior in the French administration, 

retained the position of Principal Commissioner of Police under General Louis Mazzuchelli, 

the Governor of Valencia.43 He considers these appointments to be the reason Sor was forced 

to remain in exile.44  

Mangado believes Sor was in Barcelona on 5 May 1813, citing a notice in the Diario de 

Barcelona to show he was there for a concert.45 Mangado citation is in Spanish, and is quoted 

here together with my translation to facilitate comparison: 

Teatro…se dará la opereta de los Vendimiadores, que hace nueve meses que no se ha 
executado. A mas de la novedad de salir en ella por primera vez à hacer los papeles de 
Paco y Paca, los Sres. Laviña, y Grau, habrá la de haberse añadido una canción de dicha 
Sra. Laviña, obligada de guitarra, música del catalán Don Fernando Sor. 

Theatre… they will give the operetta of the Vendimiadores [the Grape Pickers], which 
has not been performed for nine months. In addition to the novelty of being performed 
for the very first time, the roles of Paco and Paca will be played by the Senores Laviña, 
and Grau, there will be added the novelty of a song by the aforementioned Sra. Laviña, 
[accompanied on] the guitar, music by the Catalan Don Fernando Sor.46 

My reading of this source suggests it is, at best, ambiguous whether Sor was there in person 

or not. The first relevant clause in the notice tells us that the singer was “Sra. Laviña”;47 the 

                                                 
40 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50, and see note 125 and note 
126 citing the anecdote of Vicente Moreno, who refused the oath and was immediately hanged. 
41 “Sor ocupó entonces el cargo de comisario principal de la provincia de Jerez”, Mangado, ‘Fernando Sor…’, in Gásser, 
Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50. 
42 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50, and see note 127. 
43 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 51. Note 130 quotes Luis 
Barbastro Gil’s book on the afrancesados as the source of this information. 
44 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50. 
45 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 44–45. In the Diario de 
Barcelona, 5 May 1813, no 125, p. 4. In note 107, Mangado identifies the singer as a French singer with called in Catalan 
“Laviña” and in French “Lavigne”, p. 45. 
46 Quoted in Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 44–45, and 
mentioned by him at p. 51 as though accepting Sor was in Barcelona for this concert. 
47 Mangado suggests that name of the singer “Laviña” may have been French and spelled as “Lavigne”. 
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second clause “obligada de guitarra” says, literally, “obliged by the guitar” and probably 

means “[accompanied] by obbligato guitar”—or that the use of the guitar was obligatory. It 

does not appear to me to mean unequivocally that the guitar was played by Sor. After the 

comma, the next clause states “música del catalán Don Fernando Sor”. As a popular and 

celebrated son of Barcelona the appearance of the man himself would have warranted a 

mention? Instead, this announcement seems only to celebrate the performance of one of his 

songs, not his presence on the stage. Sra. Laviña was therefore accompanied by someone else 

on the guitar. It is also not enough to say that because Sor’s mother was in Barcelona, he 

must have paid her a last visit in the city of his birth. As this concert took place after the 

French were driven out of Valencia, such a journey would have been inadvisable and very 

dangerous for an afrancesado like Sor, especially dangerous if one bears in mind that he 

would have had with him a baby girl named Caroline and her mother (whose name is 

unknown) if she existed as his wife.  

The simpler alternative (also suggested by Mangado) is that Sor left Valencia shortly 

before the French were driven out going directly to Paris with his baby daughter. The best 

evidence for this is, I suggest, the Cantata a S. E. la Signora Duchessa d'Albufera, which Sor 

wrote for the Duchess’s birthday.48 The work is quite properly, if generally, described in 

Sor’s account of the event, truncated by Ledhuy into the third person: 

At Valencia, General Mazzuchelli, a strong man informed and passionate about music, 
presented him to the Duchess of Albufera, who sang very well. For her birthday, Sor 
composed a cantata for three voices with choruses and accompaniments which were 
performed by the musicians of the orchestra of the [Valencia] theatre. When the 
supporters of Joseph left Spain, Sor followed them to France. In Paris he was received 
with eagerness; his reputation growing even more when people heard him.49 

By his own account, Sor was recommended by General Mazzucheli as a musician when he 

was introduced to Honorine Anthoine de Saint-Joseph, the wife of Marshall Louis-Gabriel 

Suchet d'Albufera. Sor subsequently composed a birthday cantata for her in which she may 

have sung a part, given that he describes her as singing “very well”.  

                                                 
48 ‘Sor’, edited Ledhuy and Bertini, p. 165a–b. See the article: Josep M. Vilar i Torrens. ‘Tres composiciones seculares para 
voces y acompañamiento orquestal’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 285–303.  
49.« A.Valence, le général Mazzuchelli, homme fort instruit et passionné pour la musique, le présenta à la duchesse 
d'Albuféra qui chantait fort bien. A sa fête, Sor composa une cantate à trois voix avec des chœurs et des accompagnements, 
qui furent exécutés par les musiciens de l'orchestre du théâtre. Lorsque les josephinos quittèrent l'Espagne, Sor les suivit en 
France. A Paris il fut accueilli avec empressement ; sa réputation grandit encore lorsqu'on l'entendit. » ‘Mémoires de Sor’, 
paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a–b. The translations of 
the ‘Sor’ article are by Catherine Pigeron and myself unless otherwise indicated.  
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Honorine Suchet was born on 26 February 1790 and died on 13 April 1884,50 allowing us 

to date the first performance of Sor’s Cantata on or about her birthday on 26 February 1813. 

Her parents were the Baron Antoine Ignace Anthoine de Saint-Joseph and Marie Anne 

“Rose” Clary. Her mother, Marie Anne “Rose”, had two famous sisters, Marie “Julie” Clary 

(1771–1845), who married Joseph Bonaparte, and Eugénie Bernardine “Désirée” Clary 

(1777–1860), who married Napoleon Bonaparte. Honorine Anthoine de Saint-Joseph married 

Marshall Louis-Gabriel Suchet d'Albufera (born 2 March 1770), on 16 November 1808.51 

Jeffery says they were made Duke and Duchess by Napoleon in January 1813, a month 

before her birthday.52 The Suchets had three children, their son Louis-Napoleon, being born 

on 23 May 1813, three months after his mother’s birthday on 26 February, thus making her 

almost six months pregnant when she heard or sang in Sor’s birthday cantata for her.53  

At this time, things were not going very well for the French in Valencia and no one 

would have known this better than Marshall Suchet, who would have had at his command the 

best intelligence regarding the military situation facing the French. This would have been a 

dangerous time for his wife, late in her pregnancy, to undertake the overland journey to 

France, making it is understandable that her husband would insist she leave Valencia after her 

birthday early in March 1813. Evidence of her found by Mangado in the diary of Amat is in 

an entry dated 27 March 1813 that mentions Madame Suchet in Zargoza being “…escorted 

by 2000 gabachos…” (a slang term for the French, meaning ‘froggies’). It is possible Sor 

was amongst them, and given his seniority, that he may even have been the one entrusted 

with commanding the 2000 gabachos. This could not have been known to Amat, since he 

would have been very shocked and would most certainly have remarked on it.54 Honorine 

Suchet left Valencia with her children, highly pregnant with her son, in March 1813, shortly 

after she sang (or heard) Sor’s birthday Cantata for her.55 The reason she left was the 

worsening military situation for the French in Spain.  

                                                 
50 All of the biographical information that follows has been taken from the website entitled “Généalogie de Carné”, at 
<http://a.decarne.free.fr/gencar/gencar.htm> and the page concerning Honorine Anthoine de Saint-Joseph at 
<http://a.decarne.free.fr/gencar/dat239.htm#25>, accessed 23 February 2006. 
51 “…Suchet was a good administrator with a natural shrewdness which allowed him to exploit the separatist loyalties of the 
Aragonese and the Catalans. …The respect with which Suchet and his wife were held by the Catalans was in contrast to the 
general record of the French soldiery in the peninsula. ‘Had I been served by two marshals like Suchet, I would have 
conquered Spain and kept it’, Napoleon later remarked.” Alan Palmer, An Encyclopaedia of Napoleon’s Europe, London: 
Weidenfeld and Nicolson, 1984, p. 264. 
52 Jeffery, Fernando Sor…, 1994, p. 13. 
53 From Cori Hauer-Galambos, Francois Lo Presti and Max Sewell. ‘Wives and Children of the Marshals’ in The Napoleon 
Series,<http://www.napoleon-series.org/research/biographies/c_wives.html>, accessed 13 February 2006. 
54 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, note 134, p. 51. 
55 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 51.  
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The circumstances facing Sor would have been no less dire: the French administration 

was collapsing around him and he was facing the popular fury of the people for being 

afrancesado, so it has to be considered that composing a birthday cantata for the wife of 

Marshall Suchet may have enabled him to obtain the necessary documents and permissions to 

leave Valencia directly for Paris. We know that he had with him his baby daughter, Caroline, 

but there is still no record of him having a wife. If he was the sole parent of a baby daughter, 

it is even easier to imagine him attracting the sympathy of a pregnant Honorine Suchet. I 

suggest that the circumstantial evidence suggests that he was part of the entourage escorting 

her and her children to France after her birthday on 26 February 1813, and that this explains 

how he was able to get to Paris, with his baby daughter, without any of the problems that later 

faced the other fleeing afrancesado refugees.  

The alternative is that Sor was one of the afrancesados caught in the final desperate flight 

into exile. If, as Mangado thinks, Sor played that concert in Barcelona on 5 May 1813, he 

would have been forced to leave as one of these refugees in about 30 July 1813, with the 

twelve to fifteen thousand families of afrancesados fleeing in the pathetic caravan that passed 

through Barcelona on 26, 27 and 28 July 1813 when the French were driven from Valencia.56 

Mangado suggests Sor got through that cordon to Paris by using friends in high places57, but 

such permission would have been very difficult to obtain with Napoleon’s order dated 1 July 

1813 restricting afrancesado refugees to below the Garonne river in the south of France, and 

to the cities of Auch, Lectoure and Condom. If Sor was part of the flight through Barcelona 

he would have needed his French contacts to obtain a special dispensation, over and above all 

the other refugees, to get to Paris. This second scenario sounds like a bridge too far. Instead, I 

suggest, by timely action, Sor kept himself out of desperate circumstances (as he would do 

later leaving Paris quickly when Napoleon returned for his Hundred Days). I believe Sor 

simply acquired the necessary papers from Marshall Suchet and went directly to Paris, with 

Caroline, in early March 1813, either as an escort for Honorine Suchet or separately at about 

the same time. This would have been four months before the desperate exodus of 

afrancesado refugees through Barcelona at the end of July 1813.  

CAROLINE SOR AND HER MYSTERIOUS MOTHER 

The only trace of a marriage between Sor and Caroline’s mother is the publication of the Six 

Petites Pièces Très Faciles pour la Guitare [Op. 5] by Sor, that Madame Benoist registered 

                                                 
56 Mangado, La Guitarra en Cataluña, 1998, note 139, pp. 51–53. 
57 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p 52. 
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in Paris in 1814. This edition carries a simple, rather impersonal dedication written in the 

third person that reads: “…Dédiées à son Epouse / PAR F. SOR…”.58 What makes this 

dedication remarkable is that no trace has ever been found of his wife. There is also no record 

of her death in Paris at about this time. The first mention of Caroline Sor is Camille Pleyel’s 

Letter No. 6, dated 29 May 1815, 59 seeming to show her as a little girl, suggesting that when 

Sor arrived in France two years earlier, he would have been carrying her as a baby. No record 

of Caroline has been found in Spain and the only records in Paris are of her in later life. 

Nothing is known of her birth. There is no record that Sor married anyone in Barcelona or 

elsewhere in Spain. We do not even have a name for the woman Sor says in his dedication 

was his wife and who was therefore Caroline’s mother. There is indeed no certainty even that 

Caroline was Sor’s daughter.  

Jeffery found her name in the register of deaths in the Paris Archives,60 the register of 

funeral masses at the Église Saint-Roch,61 and the Montmartre Cemetery register of burials.62 

The register of deaths shows Caroline’s mother as still alive—“Père et mère vivant”,63 which 

Jeffery says should not be relied on, but gives no grounds for that view. Mangado’s thorough 

and detailed research into the records of the Sor family reaches back 139 years to 1687 or 

1688, and forward to 1826, but has still not produced any record of Caroline in Barcelona. 

Mangado does not appear to have looked in Málaga or Valencia. The name “Julia” appears in 

the space for a wife of Sor in Mangado’s genealogical tree of the family.64 It seems he took 

this name from Eusebio Font y Moresco’s reminiscences about his visit to Sor in his last 

years,65 where the name ‘Julia’ is given for Sor’s daughter. This seems to be very thin 

evidence indeed for allocating her a name.66 Jeffery speculates on Caroline’s mother (or Sor’s 

wife) as follows: 

                                                 
58 “…Dedicated to his Wife by F. Sor…”. Fernando Sor, Six Petites Pièces Très Faciles pour la Guitare écrits selon la 
Méthode ordinaire. Dédiées à son Epouse par F. Sor [Op. 5] Paris: Mme. Benoist, two copies in Bibliothèque nationale de 
France, shelf nos. Vm9 3807 and Vm9 3808. 
59 Benton, ‘London Music in 1815…’, 1966, p. 41. 
60 “…Sor / Caroline / Marché St. Honoré 34 / 20 ans / [date of death] 8 [June] / Célibataire /Père et mère vivant.”, Jeffery, 
Fernando Sor…, 1994, p. 115, note 26.  
61 “A 9 heures le 10 a été présenté le corps de Mlle Caroline Sor décédé le 8 juin Marché St. Honoré 34 et 36. L’on a dit la 
messe à laquelle ont assisté MM De Maury rue Minard N 4, et M Joseph D Lira rue de Sunyer [ ?] 8. Les quelles [sic] ont 
signé [signed:] J. M. Maury J de Lira.” Jeffery, Fernando Sor…, 1994, p. 115, note 26. 
62 She was placed in a temporary tomb on 10 June 1837. Jeffery, Fernando Sor…, 1994, p. 115, note 26. 
63 See Jeffery, Fernando Sor…, 1994, p. 115, note 27. 
64 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 19. See the remainder of this 
article for Mangado’s biographical research into Sor’s ancestors.  
65 Eusebio Font y Moresco. ‘Una visita a Sors en los últimos días de su vida’, La Opinión Pública, 16 and 17 January, 1850. 
Facsimile and translation in Jeffery, Fernando Sor…, 1994, pp. 108–111. 
66 Font y Moresco. ‘Una visita a Sors…’, 1850, in Jeffery, Fernando Sor…, 1994, pp. 108–111. 
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A mere theory: was his wife perhaps a Catalan or a Spaniard, who accompanied her 
husband when he left Spain in 1813, and did she perhaps die in childbirth when their 
daughter was born in Paris in about 1814 or 1815? Or was she perhaps a 
Frenchwoman?67 

Camille Pleyel’s letter invalidates 1814 or 1815 for Caroline’s birth. If Sor’s wife died in 

childbirth this would have been in Málaga, before the French withdrawal on 25 August 1812, 

or in Valencia after that date, but certainly before March 1813 when Sor and Caroline left for 

Paris. If she died in childbirth Sor’s dedication in his Six Petites Pièces Très Faciles,68 soon 

after such a tragic death, appears heartless and cavalier when compared, for example, to his 

Fantaisie Elégiaque Op. 59, composed on the death of the pianist Charlotte Beslay— 

engraved complete with an funeral urn on the title page and a plea written above notes on the 

staff, at the end of the piece, saying “Charlotte! Adieu!”. We know that on the death of his 

daughter he wrote a mass that is now lost, from which he played extracts on the piano while 

weeping—as is reported in detail by Font y Moresco69. The Six Petites Pièces Très Faciles70 

contain pieces of an uneven standard without any sense of a tribute to the mother of his child. 

In my view this edition adds to the mystery surrounding Caroline’s mother identity rather 

than confirming that she existed as Sor’s wife.  

Jeffery offers a long speculation on the subject of Caroline that are based on a number of 

red herrings to date her birth between 1814 to 1817.71 From Camille’s letter we can tell that 

the good little Madame Sor was known to him and his family in Paris, who met her before 

March 1815, when Sor was negotiating the publication of his Fantaisie Op. 7 with Ignace 

Pleyel in the second half of 1813. Camille Pleyel writes about her as a “little Madam”, old 

enough, on 29 May 1815, to be tasked with going to a man’s door to deliver a letter. His 

description is of a little girl with some personality not a babe in arms.72 From this letter it is 

my clear impression that she was walking, talking, and following simple instructions that 

were typical of a child of three or four years old. If she was four when she delivered the letter 

to Camille she would have been born by about March 1811. If she was three she would have 

been born by March 1812. If she was only only two she would have had to have been born in 

March 1813 just as Sor left Valencia for Paris.  

                                                 
67 Jeffery, Fernando Sor…, 1994, p. 34. 
68 Jeffery, Fernando Sor…, 1994, pp. 107–108. 
69 Font y Moresco, ‘Una visita a Sors en los últimos días de su vida’, 1850, in Jeffery, Fernando Sor…, 1994, pp. 108–111. 
70 Jeffery, Fernando Sor…, 1994, pp. 107–108. 
71 Jeffery, Fernando Sor…, 1994, p. 34. 
72 In letter No. 3 we learn that Camille was living at 22 Vine Street and Sor may have lived close by (even next door), if not 
in the same building. There were many Vine Streets in London at that time and by June 1815 Sor gives his address as 
Charles Street, St. James’s Square, but there seems to be no Vine Street close by on the 1818 map. 
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As Sor was in Málaga from 1 November 1809, or before, until when the French withdrew 

from Andalucía to Valencia, after 25 August 1812,73 she could have been born in Málaga 

before August 1812—making her four when she delivered the letter to Camille. If she was 

born after August 1812 but before March 1813, she would have been born in Valencia—

making her three when she delivered the letter. I do not believe she was born after March 

1813 since she appears to be older than two in Camille’s letter and because there is no record 

of her birth in Paris at all. It seems unlikely she was born in March on the road from Valencia 

to their exile in France for the same reason.74 Obviously Jeffery’s 1815 date is nonsense, 

since she could not have been delivering letters at three months old (or less)—putting 1815 to 

1817 right out of the question. The Kurier Warszwaski (Warsaw Courier) announcement of 

16 October 1823, saying that Sor’s “eight-year-old daughter will sing”, 75 is in the same 

category since she would have been about eleven or twelve at the time. We know Caroline 

Sor died in Paris on 8 June 1837 and in my view would have been aged 25 or 26 or slightly 

older.76 When Eusebio Font y Moresco and Jaime Battle visited Sor between 13 and 23 June 

1839, they thought that they had found him on the first anniversary of Caroline’s death.77 I 

suggest they got the date wrong by one year: the first anniversary of her death was 8 June 

1838 (a year before Sor’s death); the second anniversary was 8 June 1839 (just before Sor 

died). Their claim that she died aged 22, in 1837, is also invalidated by Camille’s letter.  

The song ‘Adonde vas Fernando incauto’,78 with words and music by Sor, gives a 

personal account of his reasons for leaving Spain. This must have been written before 25 

August 1812 when the French began to evacuate Andalucía. The full title of the song is:  

                                                 
73 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, p. 50. 
74 If Sor’s wife was still alive and in Spain (which is not impossible), then Sor would surely have had to have divorced her to 
marry Félicité Hullin before he went to Russia with her, but the only evidence that he married Hullin seems to be her calling 
herself Hullin-Sor in Russia; she in turn would have needed a divorce there, to have married again in Russia—which she 
apparently did. See Jeffery, Fernando Sor…, 1994, p. 76. 
75 Jeffery, Fernando Sor…, 1994, p. 77. 
76 Jeffery, Fernando Sor…, 1994, pp. 107–108. 
77 Font y Moresco. ‘Una visita a Sors…’, 1850, in Jeffery, Fernando Sor…, 1994, pp. 108–111. 
78 Fernando Sor, Chanson: “Relative aux événements d’Espagne depuis le départ du Roi Ferdinad 7 jusqu’à la fin de l’an 
1811, Paroles et Musique de Mr. Ferd. Sor l’an 1812,” beginning ‘Adonde vas Fernando incauto’, Paris: Mme. Benoist. Two 
copies in the Bibiothèque nationale de France, shelf numbers Vm7 101188. facsimile in Jeffery, Fernando Sor…, 1994, pp. 
18–19. 
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Chanson / Relative aux événements d’Espagne depuis le départ du Roi Ferdinand 7, 
jusqu’à la fin de l’an 1811. / Paroles et musique de Mr. Ferd. Sor l’an 1812.…  

Song / Relating to events in Spain since the departure of King Ferdinand VII, until the 
end of the year 1811 / Words and music by Mr. Ferd. Sor in the year 1812….79 

In this emotional account of the war Sor follows the popular narrative that blames Napoleon 

for his guile while painting Fernando as the naive innocent at Bayonne. In another sense we 

can see him justifying his afrancesado position by making his more general comment on the 

brutality of the war and all it entails. This is all rather philosophical and general. However, at 

verse ten, the words suddenly takes on a more personal tone when he writes: 

10 
Los que imaginan que la Patria 
Puede encontrar su salvación, 
Por otros medios diferentes, 
Huyen al último rincón; 
Abandonando aquel su Padre, 
Aquel su Esposa y su mansión, 
Y aquel tal vez a un inocente 
Fruto infeliz de bendición 

In his free translation of this verse by Brian Jeffery this translates: 

Those who believe that the country can find its salvation in other ways, go off to its 
remotest parts. One abandons his father, another his wife and his house, another perhaps 
some innocent, the unhappy fruit of a marriage.80 

This verse is much more directly autobiographical than it appears on the surface: perhaps 

Caroline was herself a foundling, or an abandoned child, of the kind that Sor describes here; 

perhaps she was rescued by Sor during the terrible anarchy that he must have come upon in 

Valencia? Perhaps the “innocent” he was describing was Caroline?  

This explains Sor’s rather cursory dedication to his un-named wife in the Six Petites 

Pièces Très Faciles. He may have had no idea who Caroline’s mother was, simply using this 

dedication to concoct a plausible story to legitimise the little girl he had taken for his 

daughter? We do not know whether he was her legal guardian or not—for her identity all we 

have is his word. The stigma of illegitimacy in France would have been a substantial 

impediment to a young girl hoping to make a good marriage. Caroline Sor deserves a little 

more research, the dates offered here narrowing the options to two: Málaga between 1809 

and 1811 or Valencia between 1812 and before March 1813. The anarchy in Spain at that 

                                                 
79 Sor, Chanson ‘Adonde vas Fernando incauto’, composed in 1812, in Jeffery, Fernando Sor…, 1994, pp. 18–19. 
80 The music with a full translation of the original text is reproduced in Jeffery, Fernando Sor…, 1994, pp. 17–21. 
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time suggests little prospect of success but no one seems yet to have looked for her records in 

these locations at these dates. 

Sor in Paris 1813–1815 
Sor probably arrived in Paris in March or April 1813 not, after the afrancesado exodus, in 

August or September 1813. According to Jeffery the evidence of Sor in Paris, after his exile 

and before he went to London, is the following:  

1. The pieces published in Paris by Ignace Pleyel and Madame Benoist in 1814 (or 

before—a question I leave for my bibliographical study of the Sor editions). 

2. The portrait of Sor painted sometime before 1815.81  

3. The letter written by Sor to the Duc de Fleury on 14 January 1815, from an address in 

Paris, applying for the position as viola player in the Chapel Royal.82  

Arriving in March or April 1813 would have made it possible for Sor to attend the Théâtre de 

l’Impératrice in June 1813 (previously the Théâtre italien then the Théâtre de l’Odéon), to 

hear the Cimarosa opera seria Gli Orazzi e Curiazii, or Nasolini’s Cleopatra, in which the 

main attraction was the contralto Madame Grassini.83 At the Opéra he may have attended 

Cherubini’s Les Abencérages, his final unsuccessful attempt at success,84 or Spontini’s 

Pélage ou le Roi de la Paix premièred on 23 August 1814.85 He would also have been able to 

attend the final concerts at the Conservatoire before it was closed by Louis XVIII, at the 

beginning of the Restoration, which would probably have been of some concern to him as a 

professional musician. The Conservatoire nationale de musique, as it was renamed in 1795, 

gave student concerts from the outset and, by 1811, had a new hall. By 14 April 1812 the 

Journal de Paris reported it as one of most fashionable places to be rivalling even the opera:  

Humble and timid in the old days, this small music school used to receive few 
compliments and only the meagre applause of a few friends and relatives. Today, in 

                                                 
81 Jeffery says that the portrait was “…by Innocent-Louis Goubaud, who left France for America in 1815”. Jeffery, 
Fernando Sor…, 1994, p. 34. 
82 Letter reproduced in Jeffery, Fernando Sor…, 1994, p. 35 is apparently lost and the reproduction is from a copy held by 
Jun Sugawarra, for which see note 4 on p. 37. The translation and transcription is on p. 34 and further background is on pp. 
33–36. Matanya Ophee, comparing this letter the one to Albert Decombe in Jeffery, Fernando Sor…, 1994, p. 79, finds it 
“…hard to conclude that they were written by the same hand…”, Matanya Ophee, ‘Brian Jeffery’s Fernando Sor Composer 
and Guitarist, A critical review of the second edition’, Guitar and Lute Issues, online magazine published by Ophee at 
<http://www.orphee.com/jeffery/jeffery.htm>, accessed 28 January 2006. I disagree. Many details of the basic gestures in 
the script of both letters and in the one to an unknown dedicatee seem remarkably consistent, unless this is a very 
sophisticated forgery. Jeffery, Fernando Sor…, 1994, p. 61. 
83 Jean Mongrédien, French title: La Musique en France des Lumières au Romantisme, Centre national des lettres, Paris: 
1986. This translation, entitled French Music from the Enlightenment to Romanticism 1789–1830, is by Sylvain Frémaus, 
general editor R.G. Pauly, Portland, Oregon: Amadeus, 1996, p. 127. 
84 Mongrédien, French Music…, 1996, p. 84. 
85 Mongrédien, French Music…, 1996, p. 62. 
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Paris, it stimulates interest and enthusiasm far beyond that accorded the mighty Academy 
[the Grand Opéra].86 

This success was largely due to the violinist François-Antoine Habeneck, one of the best of 

the Conservatoire students, who went on to become the conductor of its orchestra. He was 

probably involved in the changes to programming that brought performances of new and 

foreign works to Parisian audiences. Given the growth in popularity of these concerts, it 

seems audiences appreciated these works, even if the French musical establishment did not. 

Jean Mongrédien writes of these concerts: 

…[T]he greatest accomplishment of this orchestra and its young conductor was to have 
introduced the French to Beethoven’s symphonic works. Three of his symphonies were 
premièred in France by the students’ orchestra during the Empire: the First Symphony in 
C major was performed on 22 February 1807 and again in March 1810, the Fifth 
Symphony in C minor of 10 April 1808, and the Eroica Symphony on 5 May 1811 and 
again in 1813 and 1814. To complete this initiation of the French public, Habeneck also 
programmed the Overture to Prometheus in 1814.87 

This means Sor could have heard Beethoven’s Eroica in 1813 and the Overture to 

Prometheus in 1814. Mongrédien does not give details of other works played at the concerts 

in 1813 and 1814 but Haydn was always played and Mozart (who was not very popular in 

Paris) may also have been included.  

Sor must also have heard guitarists in Paris at that time and he certainly studied their 

music. The only record of what he thought is his Méthode…, written in 1830, where his 

opinions are most explicitly presented at the end of the section explaining his realisation of an 

accompaniment from Haydn’s Creation.88 Discussing the guitar as he found it in 1830 he 

explains his differences with the guitarists of his day by the use of sarcasm and irony, making 

it hard for us to tease out explicit, historically verifiable, evidence. Reading this passage, we 

can infer that Sor considered much of the guitar music he knew to be harmonically deficient 

and compositionally incompetent. He specifically exempts the Carulli duets from that list,89 

and he tacitly recommends the study of Carulli’s method.90 Ferdinando Carulli arrived in 

Paris in April 1808.91 Mateo Carcassi, who arrived in 1820,92 is mentioned by Sor as a 

                                                 
86 Mongrédien, French Music…, 1996, pp. 217–218. 
87 Mongrédien, French Music…, 1996, p. 216. Habeneck would conduct the first performance of Berlioz’ Symphonie 
Fantastique on 5 December 1830. 
88 Sor Méthode…, 1830, pp. 74–79; Sor Method…, translated Merrick, 1832, p. 42, line 33 to p. 45, line 2. 
89 Sor Méthode…, 1830, pp. 77 and 79; Sor Method…, translated Merrick, 1832, p. 44, line 7 and p. 45, line 1 and footnote. 
90 Ferdinando Carulli, Méthode complète pour guitare Op. 27, Paris: Carli, 1810. See the introductory booklet to the 
facsimile edition by Paolo Paolini, Ferdinando Carulli: Méthode complète pour guitare, Florence: S.P.E.S. Archivum 
Musicum, 1981. 
91 According to François-Joseph Fétis, Biographie universelle des musiciens et bibliographie générale de la musique, 
Brussels: Meline, 1835–1844. Second edition, 8 vols., Paris: Firmin-Didot, 1875-1883. 
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composer who played the piano who, for that reason, wrote music in which Sor could discern 

“a plan and management”,93 commenting that in his easy music he omits the right notes from 

chords when necessary while providing an adequate bass part. 94 When Sor arrived in 1813 he 

would have found the guitar in Paris in a much less developed state than when he made these 

comments in his Méthode…, sometime before 1830.  

According to Paul Sparks, five double courses began to be superseded by single strings in 

the 1790s in France, and by about 1810, when Antoine Lemoine published his third method, 

five-course and five-string guitars had begun to disappear due, in part, to the popularity of 

six-string lyre guitars.95 On his arrival in Paris, in 1813, Sor would not have been without 

rivals. There was the Italian Giuseppe Anelli whom Fétis praised for his sound, which he 

heard as much more powerful and brilliant than Sor’s;96 and there was Ferdinando Carulli, 

who was well established as a performer and teacher who had published an enormous number 

works for guitar,97 including his Op. 27, Méthode complète…, which Sor studied and later 

referred  to in his own Méthode. The French establishment guitarists of the previous 

generation, Charles Doisy, Antoine Lemoine, Pierre Porro, Jean-Baptiste Phillis and 

Guillaume-Pierre-Antoine Gatayes were still grappling with the transition to the six-string 

guitar. Sor may not have been too discouraged by the guitar scene in Paris in March 1813. As 

a composer hoping to publish in Paris, his main rival would have been Carulli. While he had, 

by 1830, formed the view that Carulli’s Méthode complète…, was worthy of study,98 it is 

with Carulli’s technique that he had differences of opinion, especially his use of the left 

thumb to stop bass notes over the top of the fretboard.  

                                                                                                                                                        
92 Date given by George C. Krick, ‘The Carcassi Guitar Method’, Etude, vol. 59/9, pp. 641–643; available on the website 
<http://www.earlyromanticguitar.com/erg/composers.htm#carcassi>, accessed 12 April 2010. 
93 « …un plan et une conduite… » Sor Méthode…1830, pp. 75. Sor Method…, translated Merrick, 1832, p. 42, line 37 to p. 
43, line 7. Merrick omits the footnote Sor uses to indicate that he is specifically referring to Carcassi in his example.  
94 By 1830 it seems that Sor had not yet met Carcassi, but worked with him when he played the lute, with Carcassi playing 
the mandolin at the Fétis ‘Concert historique’ announced for February 24, 1833, which took place on March 21. Fétis 
mentions Sor making a special study of the lute from a transcription of the tablature prepared by himself, for which see Marc 
Van de Cruys, ‘Sor the Lutenist and Carcassi the Mandolin Player’, Soundboard, Fall 1988, pp. 194–195; see also ‘Fernando 
Sor, Lutenist: A Second Look, Soundboard, Summer 1990, pp. 23–25; and Paul Garnault, ‘Chrétien Urhan (1790–1845)’, 
Revue de musicologie, vol. 11/34, May 1930, pp. 98–111, at p. 107. 
95 For a survey of the rise of the six-string guitar in France, see Part III, ‘The Origins of the Classical Guitar’, in James Tyler 
and Paul Sparks, The Guitar and its Music from the Renaissance to the Classical Era, 2002, Oxford: Oxford University 
Press, 2002, pp. 243–249. Antoine Lemoine, Nouvelle Méthode de lyre ou guitare à six cordes, Paris: 1810, Delume, 
Caroline. Editor, Méthodes & Traités 18, Série I : France 1600–1800, vols. I and II, series editor Jean Saint-Arroman, 
Bressuire: Éditions Fuzeau, 2003. 
96 Sparks estimates Anelli’s dates as ca. 1785–after 1845, Tyler and Sparks, The Guitar and its Music, 2002, pp. 248–249. 
97 His publisher in Paris was Nicolas-Raphael Carli (1764–1827) who was a Neapolitan who moved to Paris in 1800 and 
established his publishing company Chez Carli (Carulli, Méthode complète…, 1810, facsimile, introductory booklet by 
Paulo Paolini, 1981, p. 11, footnote 19).  
98 Sor Method…, translated Merrick, p. 44, line 7; Sor Méthode…, p. 77. 
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Sor’s differences with the new Italian avant-garde of guitarists in Paris (of whom Carulli 

was the most influential) would have made him realise that his early experiments in writing 

grammatically correct three-and four-part compositions for the guitar with carefully voiced 

notation, which he had conceived in late 1796 in Barcelona, was the basis of a revolutionary 

new way of composing for the instrument. It should be remembered that when Sor arrived in 

Paris he was 35 years old with sole responsibility for a baby daughter. The musical skills, 

upon which he come to rely, had all been learned in Spain: he could play the guitar, the piano 

and the violin and he could also sing (and dance); he had already composed substantial works 

in Spain as an amateur musician. Above all he brought with him an important theory with 

which he hoped to elevate the guitar into the musical mainstream. His analysis of the state of 

guitar music in France in 1813, which he explains in his Méthode pour la Guitare in 1830, 

encouraged him to describe his Spanish approach to composing for and playing the guitar and 

to demonstrate its theoretical coherence in his publications.99 

When Louis XVIII re-entered Paris on 3 May 1814100 Sor had been there little over a 

year and probably saw greater opportunities for patronage arising from this event. 

Mongrédien’s history of the period 1789 to 1830 shows, contrary to what might have been 

expected, that after the Revolution musical activity in Paris did not cease, it actually 

increased dramatically, in most genres, during both the Consulate and the Empire. This did 

not only occur in the field of opera as might now be imagined. The Restoration, on the other 

hand, had quite the opposite effect—a paradox explained by Mongrédien in the following 

way: 

The Restoration in 1814 had a definite effect on the activities of the large public concerts 
in Paris. The government temporarily closed down the Conservatoire, which also put a 
stop to the students’ public recitals… The arrival of the king completely upset the life of 
the salons and the whole musical activity that had developed under the Consulate and the 
Empire. Society had to pause a moment, no doubt, before it could reorganize itself and 
find the stability necessary for music to be practiced again. Edouard Fétis, whose father 
witnessed all these changes, said so expressly: “the music societies were especially 
disorganized, as were the public concerts at the beginning of the Restoration. Political 
circumstances brought with them such disorganization that the arts were powerless to 
combat it.”….101 

Napoleon also approved an increase in the size of the Tuileries Chapel between 1804 and 

1814 that saw the numbers of instrumentalists and singers rise from forty to “…fifty-three in 

                                                 
99 I will discuss my justification of this early date in my discussion of the genesis of Sor’s system of harmony. 
100 Palmer, An Encyclopaedia of Napoleon’s Europe, 1984, p. 178. 
101 Mongrédien, French Music…, 1996, p. 243. 
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1810 and almost a hundred in 1814…”.102 The Restoration did not bring changes to the 

Chapel Royal but it did affect musical activity in general, making it difficult for Sor to earn a 

living. He took this personally, coming to the view that he was not appreciated in Paris, later 

confirmed in the ‘Sor’ article, as him not being “conscientiously judged” there.`103 By 14 

January 1815 Sor found himself having to write a letter to the Duc de Fleury applying for the 

post of viola player in the King’s Chapel. In his letter he alludes to having previously played 

for the King in Paris writing:  

In addition to my possessing all the knowledge which the post requires, my talents as 
guitarist and composer are not unknown to you, my Lord, since I have zealously 
[dedicated] them to adding more brilliance to the festivities at the Court, which you have 
yourself constantly honoured with your presence.104 

The process of the old regime re-establishing itself had seen Cherubini compose a Coronation 

Mass to form the high point of Court festivities celebrating the return of Louis XVIII. This 

was, however, not performed thanks to Napoleon’s sudden and unexpected return for the 

Hundred Days, also putting put paid to the holding a coronation ceremony.105 It is possible 

that is these were festivities to which Sor may have been referring although no record of his 

precise contribution has surfaced. Since he describes himself as a “guitarist and composer” in 

this letter it is possible that he played his latest Fantaisie [Op. 7], sang some of his published 

songs and even some of his seguidillas for the King at a concert during this period.  

Despite the generally unfavourable circumstances for performers in Paris Sor seems to 

have been idealistic and ambitious commencing publication of his music and commissioning 

his own portrait. His connections with the French in Spain and his ability to speak the 

language must have been helpful to him; he had also already established a reputation through 

the guitar publications of Salvador Castro de Gistau, which had been obtained by him from 

copisterías in Madrid while Sor was still in Spain. Sor had not leave Spain voluntarily and 

repeatedly sought permission to return obviously intending to remain in Paris until conditions 

were right in Spain. I submit (for reasons that I explain below) that he never imagined that he 

would be driven out of France in 1815 to find himself in England. That Sor did not make 

                                                 
102 Mongrédien, French Music…, 1996, p. 165. 
103 « Quelque temps après l'arrivée des alliés en France, Sor partit pour Londres, où son talent de guitariste fut 
consciencieusement jugé. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie 
pittoresque…, 1835, p. 165b; translated: “Sometime after the arrival of the allies in France, Sor left for London, where his 
talent as a guitarist was conscientiously judged.” 
104 « …Outre que j'ai toutes les connaissances requises pour remplir cette place, mes talents comme Guitariste et comme 
Compositeur ne vous sont pas méconnues, Monseigneur, puisque je les ai consacré avec zèle contribuer à embellir les 
Soirées de la Cour que vous avez assez constamment honorées de votre présence. » Translation of the letter of 14 January 
1815 is by Jeffery, Fernando Sor…, 1994, p. 34. My modification appears in square brackets. 
105 Mongrédien, French Music…, 1996, p. 186. 
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anything like the impression in Paris he made in London after March 1815 was as much due 

to the depressed concert scene in Paris, as it was due to the novelty of the guitar in London. 

By January 1814 Sor considered secure employment playing the viola to be preferable to the 

precarious living of a guitarist and composer in Paris. The rejection of his application by the 

King’s Chapel is unconvincingly cited by Jeffery and others as the main reason for Sor’s 

departure for London, instead, I suggest, the much more direct and pressing reason behind his 

sudden departure from Paris was the unexpected return of Napoleon Bonaparte. 

FROM AMATEUR TO PROFESSIONAL 

Sor’s arrival in Paris marked a radical shift in his view of himself, compelled by circumstance 

to take up the persona of the professional musician and living behind the persona he made for 

himself in Spain of the gentleman amateur. His vision of where he would end up in old age 

had suddenly become quite different from the course he and his family projected for his life 

in Spain. In the Ledhuy paraphrase the first paragraph of the ‘Mémoires de Sor’ we read: 

“The social position of his parents did not indicate that he would one day make a profession 

of music, because he was destined to follow a military or an administrative career.”106 

Believing this to be his destiny, he aspired to the position as a civil servant or as a military 

man in Spain, while still priding himself on being a first-rate amateur musician.107 Writing 

about the première of his opera Il Telemaco nell'isola di Calipso, the Diario de Barcelona of 

25 August 1797 describes Sor (aged nineteen) as a “celebre dilettante di Barcellona”,108 that 

is an amateur or aficionado who, because of this status, was not customarily named.109 His 

identity was known to the public, however,  since we find it is mentioned in the personal 

diary of Rafael de Amat, barón de Maldá. His diary, entitled Calaix de Sastre (Cajón de 

Sastre), was written between 1769 and 1816.110  

                                                 
106 « La position sociale de ses parents n'annonçait pas qu'il dût un jour faire une profession de la musique, car il était destiné 
à l'état militaire ou à suivre la carrière administrative. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and 
Bertini, Encyclopédie pittoresque…, 1835, 154b. 
107 In Jeffery’s biography, Fernando Sor…, 1994, the details of his occupations during the Spanish years are spelled out. 
108 Josep Dolcet, ‘La producción de Sor para la escena española’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 
pp. 149–180, p. 154. 
109 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 33, citing Amat: 25-08-1797, 
vol. III, p. 221 and Diario de Barcelona DdB: 25-08-1797, n° 237, p. 984. 
110 Brian Jeffery translates this as the “the tailor’s box”. See Jeffery, More Seguidillas, 1999, endnote 2, pp. xvii. Josep 
Mangado has reviewed the daunting 52 volumes and over 50,000 pages that make up this source to 1812, which has turned 
out to be a mine of information on Barcelona. Mangado has found marvellous, colourful descriptions of Sor and his social 
context as he rose to prominence in the city of his birth. Mangado’s account of the origins of the study and his sources are at 
<http://www.tecla.com/extras/0001/0375/0375cal.htm>, accessed 24 February 2006. See Mangado, ‘Fernando Sor…’, in 
Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 15–61 for the passages relating to Sor. Passages from the 
journal are also translated by Jeffery in More Seguidillas, 1999, pp. vii-ix. 
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The description of Sor as an amateur in 1797 is understandable but twelve years later, on 

8 June 1809, he is again referred to as an amateur in his Motéte al Santísimo Sacramento 

where the title page reads: “Compuesto por el aficionado D. Fernando Sor” or “Composed by 

the amateur Don Fernando Sor”.111 We can therefore assume that he never considered himself 

a professional musician in Spain. This is supported by his defence of those who choose to be 

amateurs in his Méthode in 1830, which, in effect, justifies his own life choices: 

An amateur is he who takes up the study of the instrument as a relaxation from his [the] 
serious occupations [of his condition or of his career]. He has therefore learnt other 
things, he must have reasoned; his education has initiated in him the elements of the 
sciences of which the knowledge was indispensable to him; he should love reason and 
prefer it to authority; he ought therefore to comprehend me better than he who has 
employed his whole time studying music. [Deletions and insertions are my alterations to 
Merrick’s translation].112 

Sor praises the wide-ranging interests of the amateur and describes guitar playing as 

“relaxation”, suggesting that his Spanish-period compositions were created as diversions 

from his own “condition or … his career…”. He composed a wide variety of music in Spain 

beside his guitar works, beginning with his opera Telemaco,113 1797. In 1799 he composed 

the tonadilla Las preguntas de la Morante,114 and the melodrama La Elvira portuguesa was 

premiered in Madrid in 1801.115 He also began work about this time on his unfinished comic 

opera Don Trastulo.116 He also composed motets with orchestral accompaniments117, two or 

(as Ramón Sobrino claims) three symphonies,118 three string quartets (now lost),119 a violin 

concerto,120 many seguidillas,121 and three secular works for voice and orchestra that include 

                                                 
111 Roger Quin. ‘Sor’s Motéte al Santísimo Sacramento: A Motet in time of war’, in Gásser, Estudios sobre Fernando 
Sor/Sor Studies, 2002, pp. 251–262, at p. 252.  
112 The original reads: « Un amateur est celui qui prend l'étude de cet instrument comme un délassement des occupations 
sérieuses de son état ou de sa carrière; il a donc appris d'autres choses, il a dû raisonner; son éducation initié dans les 
éléments des sciences dont la connaissance lui a été indispensable; doit aimer le raisonnement et le préférer à l'autorité; il 
doit donc mieux me comprendre que celui qui aurait employé tout son temps à l'étude de la musique. » Sor Méthode…1830, 
p. 5. The Merrick translation in Sor Method…, translated Merrick, 1832, p. 6, lines 35–39 is incomplete. 
113 First performed on 25 August 1797 and running for seventeen performances. See Dolcet, ‘La producción de Sor…’, 
2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 154 and pp. 149–180. 
114 Dolcet estimates the date of performance as 1799 in Barcelona. Dolcet, ‘La producción de Sor…’, 2002, in Gásser, 
Estudios sobre Fernando Sor/Sor Studies, 2002, p. 150. 
115 Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 150. 
116 Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 150. 
117 The Motete del Himno ‘Ave Maris Stella’; Motete del Himno ‘Vexilla Regis’; Motete del Himno ‘Exultet Coelum 
laudibus’ and the Motete del Himno ‘O salutaris hostia’, for which see Jordi Rifé i Santaló, ‘Los motetes de Fernando Sor’, 
in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 263–274. 
118 Sobrino, ‘Tres sinfonías…’, in Gassér, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 275–284. 
119 Mentioned by Sor in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, p. 165a. 
120 See Josep Dolcet, ‘El concierto para violín y orquesta en sol mayor’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 
2002, pp. 239–250. 
121 See Brian Jeffery, ‘Sor and the Seguidillas Boleras Form’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 
341–352 and his publications of these sources which are listed in my bibliography.  
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his birthday cantata for Honorine Suchet and his popular ‘Draps iFerro Vell’ imitating 

Catalan street cries.122 After his debut with the opera Telemaco Sor does not appear to work 

with any sense of direction as a composer, working instead like an amateur following his 

mood and his fancy. Commentators have speculated about why he never developed his sacred 

works or built on the success of his first opera. My answer is that he considered himself an 

amateur with no need to do anything more than what his free time and inclination dictated. 

This provides us with a way of understanding his Spanish-period works for instruments other 

than the guitar, for it is especially in these works that we see him develop as a composer, 

although perhaps not quite as systematically as he would after his arrival in Paris in 1813. 

It is not easy to identify the guitar works Sor composed in Spain. The best indication of 

his early style having always come from the Castro editions, some of which he later subjected 

to careful and even substantial revision as a professional composer. The number of guitar 

works were published as manuscript copies in copisterías in Spain is expanded in my Chapter 

9, Sor and Publishing in Spain, where I list previously unknown advertisements in 1807 and 

1808 listing, most importantly, the Grande Sonate, [later Op. 22], on 5 June 1807. Additional 

works by him in tablature or notation may still be found in Spain. Sor maintained a collection 

of unpublished works that he later revised for publication, some of these were preserved as 

examples of his early works published substantially as they were first conceived. In the latter 

category fall the two sets of variations and twelve minuets issued as Deux Thèmes Variés et 

Douze Menuets Op. 11, possibly composed as early as the second half of 1796, which offer 

us an important point of comparison with the Castro editions. Whatever his justifications of 

amateur status may have meant, Sor’s turning professional did compel him to take a more 

earnest view of the guitar and of his reputation as a composer. This is especially evident from 

his guitar works after 1813, which are more carefully crafted, as he later admitted in his 

Méthode when he says, somewhat disingenuously: 

…I wrote a few pieces, with little consideration I admit, which, however, prepared the 
route that circumstances obliged me to follow, and which I have only had to examine 
severely in order to correct my manner of writing since I have become a professor.123  

                                                 
122 Some of these works are only known from the article ‘Sor’, edited Ledhuy and Bertini, and others exist in copies or 
editions. See Vilar i Torrens. ‘Tres composiciones seculares…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 
pp. 285–303. 
123 « …je fis quelque morceaux , très peu réfléchis à la vérité , mais qui m'ont préparé la route que les circonstances m'ont 
obligé de suivre , et que je n'ai eu qu'à examiner sévèrement pour rectifier ma manière d'écrire des que je suis devenu 
professeur. » Sor Méthode…, 1830, p. 4. The English translation from the Sor Method…, translated Merrick, 1832, p. 6, lines 
13–15, slightly altered by me. 
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The finer compositional details of part-writing and the notation of durations in his music 

published after 1813 are indicative of a sudden leap in the standard he expected of himself 

when compared to the Spanish copistería sources or to the Castro editions. Sor applied these 

professional standards both to the concert pieces written for his own use and to his salon 

pieces for amateurs. The Fantaisie Op. 7, was his first concert work as a professional in Paris 

and his Six Petites Pièces Très Faciles Op. 5, were his first salon pieces. From the moment he 

arrived in Paris his guitar works fall into these two categories: virtuoso concert pieces and 

amateur salon pieces. Both genres incorporated Sor’s principles of composing multi-voiced 

pieces for the guitar and both were notated equally carefully.  

Ignace Pleyel, the publisher of Boccherini’s works, was probably known to Sor in Spain 

by reputation. It is not known whether he had letters of introduction to Pleyel, but he seems to 

have befriended him and his family very soon after his arrival in Paris. It was probably under 

Pleyel’s influence that he first began to understand building a professional reputation as an 

artist, constructing a body of published works and considering the importance of his image. 

We know that shortly after he arrived he commissioned a portrait of himself (now lost), 

which may have been an oil painting or a lithograph on stone, which was later copied and 

today survives in the form of two lithographs, one copied in London after 1815 and the other 

used for the revised edition of the collected works published by Meissonnier in Pairs in 1828. 

This is still the ordinary basis for an artist who is starting out on a performing career in music 

today. Sor (possibly under the guidance of Pleyel) shows himself to have been a sophisticated 

marketer of himself right from his arrival in Paris in 1813.  

SOR’S DIFFERENCES WITH THE ITALIAN GUITARISTS IN PARIS 

Sor appears to have been genuinely shocked by the standard of guitar playing outside Spain. 

His aim of raising the standard of composing, performing, and notating guitar music at a level 

taken for granted by players of instruments like the piano or violin is expressed by him in 

various ways throughout his Méthode pour la Guitare. He considered the guitar to have fallen 

to a very low level as a serious instrument and blamed guitar composers for this state of 

affairs. The result is that his works after 1813, whether for the concert hall or the salon, for 

advanced performer, or for the beginner, all share the fundamentally didactic purpose of 

showing how it should be done. I am not referring to the kind of didactic purpose we find in 

the progressively graded method that that promises to turn beginners into advanced players, 

using the kind of didacticism that is found in the 1810 Méthode complète…,124 by Ferdinando 

                                                 
124 Carulli, Méthode complète…, 1810. 
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Carulli (and lesser imitators), which culminated in the Méthode complète125 of Dionisio 

Aguado, published in French translation in 1826 in Paris. Sor commented on his didactic 

purpose in his Méthode…, in 1830, when he wrote:  

I have supposed that he who buys a Method means to learn it. I have thought it my duty 
to make him acquainted with all the reasons that I have for establishing my fundamental 
principles. He who desires to have only a collection of numerous progressive airs, will do 
wrong to purchase a work which I would never should allow myself to use as a means of 
selling productions that I could or that I would not sell otherwise. For the explanation of 
a theory or the application of a rule, it is unnecessary to multiply examples; a single one 
suffices if it is well explained. 126  

He did not accept the multiplication of progressive examples when one would suffice.  

On his arrival in Paris, and possibly in response to this growing demand for didactic 

material, Sor may have begun composing his 24 Studies (Op. 6 and Op. 29), the first twelve 

of which published in London in 1815. Attached to the above quotation is a footnote in which 

Sor offers the following set of definitions: 

Method, a Treatise on the established principles on which the rules are founded, which 
ought to guide the operations. 

Exercises, pieces of music, each having for its object to make us familiar with the 
application of the rules. Exercises are the practice of theories established by the method 
(which I consider as the speculative part)… 

Lessons, pieces of music, each having for its object not the exercise of a single rule 
merely, but also of the rules employed in the lessons preceding, and even the initiating of 
the learner in some exceptions. 

Studies, exercises on exceptions, and on the rules offering the greater difficulties in their 
application.127 

These would eventually turn into a set of studies, exercises and lessons that addressed a wide 

variety of musical and technical problems in accordance with these definitions. In writing his 

                                                 
125 Dionisio Aguado, Méthode complète pour la guitare, translation into French of the Escuela de guitarra, Madrid: B. 
Wirmbs, 1825, by F. de Fossa, Paris: L’Auteur, 1826. 
126 « J'ai supposé que celui qui achète une Méthode veut apprendre; j'ai cru de mon devoir de lui faire connaître toutes les 
raisons que j'ai eues pour établir les principes fondamentaux de la mienne. Celui qui ne désirerait qu'une collection 
nombreuse d'airs progressifs aurait tort d'acheter un ouvrage que je ne me serais jamais permis de prendre pour moyen de 
mettre en circulation de commerce les productions que je pourrais ou que je ne pourrais pas débiter autrement. Pour 
l'explication d'une théorie ou pour faire l'application d'une règle, il n'est point nécessaire de multiplier les exemples; un seul 
suffit s'il est bien expliqué. » Sor Méthode…, 1830, p. 1. Sor, Method…, translated Merrick, 1832, p. 46, lines 17–21, 
translation slightly altered. 
127 Sor, Method…, translated Merrick, p. 46, Footnote *. « MÉTHODE. Traité des principes raisonnés sur lesquels sont 
fondées les règles qui doivent guider les opérations. EXERCICES. Morceaux de musique dont chacun a pour, but de nous 
rendre familière l'application des règles. Les exercices sont la pratique des théories établies par la Méthode (que je considère 
la partie spéculative)… LEÇONS. Morceaux de musique dont chacun ne doit pas avoir pour, but l'exercice d'une seule règle, 
mais aussi celles employées dans les leçons précédentes, et marne d'initier l'écolier dans quelques exceptions. ÉTUDES. 
Exercices des exceptions et des règles dont l'application présente plus de difficultés. » Sor, Méthode…, 1830, pp. 82–83 note 
(1).  
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studies Sor never subscribed to the kind progressive didactics typical of the guitar methods of 

his day and even apologised for the uneven progression of his exercises.128 When he did write 

his method it avoided the progressive didactics, which held little interest for him, leaving his 

easiest studies until right at the end of his life. Sor wanted to explain his way of composing 

and notating his music and it was for this reason that he deliberately omitted the little pieces 

written in 1830 for his Méthode…, which were published separately in 1831 as the Vingt-

quatre petites Pièces Progressives pour la Guitare pour server de leçons aux Elèves tout à 

fait Commençants Op. 44. He explains in his introductory note to this work that he wanted his 

readers to concentrate on the principles he set out in his Méthode instead of simply buying 

copies, to obtain easy pieces to be played mechanically or sight-read, without understanding 

their didactic purpose. Sor says something similar in his note to the even more elementary 

Introduction à la Étude de la Guitare en vingt-cinq leçons progressives Op. 60, published in 

1836–1837.129 His approach is quite defensive showing how he felt attacked and besieged by 

the guitar establishment.  

Sor’s Méthode pour la Guitare was a justification of his system of composing and was an 

explanation of how he played what he wrote. The theoretical basis for his application of 

harmony to the guitar was the slowly fading discipline of playing from a figured bass, which 

was fundamentally regulated by the rules of counterpoint that had, in Sor’s time, come to be 

regulated by the relatively recent rules of harmony derived from Rameau. He did not consider 

this to be revolutionary or unusual in any way, seeing his compositions as regulated by a 

completely orthodox theory that he saw as forming the basic grammar of educated musicians 

everywhere. He did not exempt the guitar from these rules or offer it as a special case as in 

preceding centuries. His system for applying thoroughbass grammar to the guitar was based 

on the mechanisms of alfabeto chord playing every child in Spain learned in the streets. The 

apparent inability of guitarists to understand his scores left him grasping for ways to show 

how they could indeed be played and for explanations to justify the way he played his works 

himself, belatedly describing his own practice in terms of fundamental technical principles.  

                                                 
128 “I allow that, in my twenty-four lessons [Vingt-quatre Leçons Progressives Op. 31], I had not sufficient patience, and that 
the difference from one to another is too striking: it was necessary to give the learner as much attention as the music; but, 
after having learnt the exercises [Vingt-quatre Exercices Très Faciles Op. 35], these lessons [Op. 31] become in 
consequence easier.” Sor, Method…, translated Merrick, 1832, p. 46, Footnote *. « Je conviens que dans mes vingt-quatre 
leçons je n'ai pas eu assez de patience, et que la différence de l'une à l'autre est trop sensible; je devais porter vers l'écolier 
toute l'attention que j'ai portée vers la musique; mais aussi après avoir appris les exercices elles deviennent plus faciles. » Sor 
Méthode…, 1830, p. 85. 
129 Translated in Jeffery, The New Complete Works…, 2001, vol. 7, p. x. 
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Long before he wrote his Méthode…, Sor began to apply the principles he later described 

to guitar compositions in 1796, as I shall explain later. In 1813 he introduced his ideas about 

reforming the notation of guitar music to an international audience as a justification aimed at 

making guitar notation conform to standards set by the piano. This means that Sor’s editions 

are individual examples of his compositional craft, as well as being examples of his 

notational principles in action. His works therefore operate at an intertextual level by which I 

mean that he uses similar passages, and even identical notes and progressions, in totally 

independent pieces that are often widely separated in time. This means further that editions 

can sometimes be shown to be incorrect by reference to later or earlier editions, allowing 

some editorial changes to be considered ‘corruptions’ by reference to editions that far 

removed from text in question. In order to impose a new way of notating guitar music on his 

publishers Sor needed editorial control of the engraving process and, as might be expected, 

achieved uneven results across his œuvre. The editions over which he was able to exercise 

proper editorial control show the traces of his broader didactic agenda. His editions were 

widely misunderstood and heavily criticised as impossible to play but much of this was due 

to problems in the notation, mistakes in Sor’s proofreading, and the usual errors that creep 

into the engraving and publishing process. 

I am aware of the caution raised by Patricia Stroh in her examination of the editions of 

Beethoven’s Op. 2, which concludes: “Further investigations of the dissemination of early-

nineteenth-century music editions should consider the role of publishers as menders and 

Musikern as well as manglers”.130 Sor applied a grammar to his compositions and expected 

his music to be notated clearly. Of course his engravers did an admirable job as “menders” on 

occasion but misinterpretations and misunderstandings of his grammar and notation result in 

readings that can often be shown to be anomalous when compared to identical passages found 

elsewhere in his œuvre. This means that unauthorised changes to his editions by editors who 

failed to grasp his principles resulted in music that was ‘simplified’ or altered in some way. 

This does not serve to ‘mend’ Sor’s texts, it simply masks his principles and sows confusion 

about what a text might mean. This makes it necessary, I believe, to speak of ‘corruption’ in 

Sor’s texts. Players may do as they like but, in the interest of establishing the best possible 

text of Sor’s music, ‘errors’ in his editions deserve to be understood, identified and corrected. 

The failings of Meissonnier in this regard were mainly due to his incredulity in the face of 

                                                 
130 Patricia Stroh, ‘Evolution of an Edition the Case of Beethoven’s Opus 2: Part 1, Punches, Proofs, and Printings, the Seven 
States of Artaria’s First Edition’ Notes, vol. 57/2, December 2001, pp. 289–329; and ‘Evolution of an Edition the Case of 
Beethoven’s Opus 2: Part 2, Partners and Pirates, Correction and Corruption: The Reprint Publishers and Their Editions 
from 1798 to 1826’ Notes, vol. 60/1, September 2003, pp. 46–129, at p. 103. 



A d j u s t m e n t s  t o  S o r ’ s  B i o g r a p h y  81

what Sor expected from the guitar and from the guitarist,  a problem that also affected the 

Castro editions and continues to afflict editors today. Sor explains his system in his 

Méthode…, having already announced it to journalists in London in February 1820, at the 

same time demonstrating it in each of his carefully crafted editions that were published after 

1813.  

As we can see from the tone of his Méthode…, Sor was hurt by his hostile reception in 

the guitar world outside Spain. He ventures an explanation of the reasons for this in its first 

pages, in which he begins by saying that he speaks only of his own playing, pointing out that 

certain of his “…precepts are in contradiction to the practice heretofore adopted by 

guitarists…”131 and putting this down to them failing critically to examine their principles out 

of what he puts down to “a religious respect for their masters”.132 He says: 

…I establish nothing by authority nor by caprice; and I merely indicate the route which I 
have followed in order to produce results from the guitar which have obtained for me the 
approbation of harmonists, people the most difficult to satisfy and to dazzle in regard to 
music.133 

He then says that his compositions (praised by “harmonists”) can only be performed on 

harmonic principles that are fundamentally based on the fingering of chords on the guitar and 

looks for the reasons that guitarists fail to comprehend him finding that:  

Their astonishment arises only from the manner in which they consider the guitar: while 
they say that this instrument is principally intended for accompaniment, classing it 
therefore among the instruments of harmony, they always begin by treating it as an 
instrument of melody; for their first lessons are always scales to which they accustom the 
fingering.134 

He then gives his famous example of guitarists using the left thumb to stop notes over the top 

of the fretboard and limiting the resources in the bass by using mainly open strings. The 

guitarists he is criticising include Giuliani and Carulli, who both made use of the left thumb 

in this way, also favouring open-string keys like A, D and E (majors and minors), which offer 

open strings in the bass on the more important degrees of the scale. This results in a thinner 

                                                 
131 « …certains préceptes sont en contradiction avec l'usage adopté jusqu'ici par des guitaristes… », Sor, Méthode…, 1830, p. 
1. Sor Method…, translated Merrick, 1832, p. 5, lines 2–3. 
132 « par un respect religieux pour leurs maîtres », Sor, Méthode…, 1830, p. 1. Sor, Method…, translated Merrick, 1832, p. 5, 
line 3. 
133 « …je n'établis rien d'autorité ni par caprice, et je ne fais qu'indiquer la route que j'ai suivie pour obtenir de la guitare les 
résultats qui m'ont valu les suffrages des gens les plus difficiles à contenter et à éblouir en fait de musique , les 
harmonistes. » Sor, Méthode…, 1830, p. 2. Sor, Method…, translated Merrick, 1832, p. 5, lines 4–8. 
134« Leur étonnement ne vient que de la manière dont its envisagent la guitare : tout en disant que cet instrument est 
principalement destiné à l'accompagnement, et, par là , le classant parmi les instruments d'harmonie , ils commencent 
toujours par le traiter comme instrument de mélodie ; car leurs premières leçons sont toujours des gammes aux quelles ils 
habituent le doigté: » Sor, Méthode…, 1830, p. 2. Sor, Method…, translated Merrick, 1832, p. 5, lines 11–14. 
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harmonic texture in what Sor describes as a “continual jumble of semi- and demisemiquavers, 

in diatonic and chromatic scales”. In the following passage he contrasts the use of chords as 

the basis of guitar technique, with the use of scales as that basis:  

I love music, I feel it: the study of harmony and counterpoint having familiarized me 
with the progression and the nature of chords and their inversions, with the manner of 
throwing the melody or air into the base [sic]135 or into one of the intermediate parts, of 
increasing the number of notes of one or two parts, whilst the others continue their 
slower progression, I have required things of this kind from the instrument, and I have 
found that it yields them better than a continual jumble of semi-and-demisemiquavers, in 
diatonic and chromatic scales.136 

In the chapters that follow I will argue, in summary, that Sor’s chordal approach was a 

fundamental characteristic of a rigorous polyphonic style of guitar playing with a long history 

in Spain.137 In contrast to this I will argue that while the technical principles taught in Italian 

conservatories produced great guitarists like Giuliani, Carulli and many others, these 

principles were derived from the archlute and chitarrone, which rely on the use unstopped 

theorboed strings for the basses and a fingering that is accustomed to scales (as described by 

Sor above). The Parisian influx of Italian guitarists were quite happy with bass strings tuned 

to d, A and E, which they fretted in a limited way, preferring (as Sor says) to dazzle with 

rapid scales across all the strings and arpeggios using these simple basses and melody strings. 

This was the dominant technique in Paris until Castro arrived from Spain and began to 

introduce his own music and that of a few other Spaniards. In 1813 Sor arrived, followed 

later by Aguado, de Fossa and others, bringing with them a different way of playing using a 

much richer harmonic palette. The Italian attitude guitarists saw this as an unnatural way of 

playing that was too difficult, taking the stance that if players needed all these basses they 

ought simply to add more strings, which is exactly what the Italian guitarist Carulli did, with 

the help of the luthier René Lacôte, in 1826, patenting their theorboed ten-string guitar or 

‘décacorde’, with its mechanical pegs for quickly raising or lowering the bass a semitone.138 

                                                 
135 Merrick, in his translations, uses the spelling “base”, which I have not modernised retaining it throughout.  
136 « J'aime la musique, je la sens; l'étude de l'harmonie et du contre-point m'ayant familiarisé avec la marche et la nature des 
accords et le renversements, avec la manière de passer de la mélodie à la basse ou à quelqu'une des parties intermédiaires , 
d'augmenter le nombre des figures d'une ou de deux parties, tandis que les autres conservent leur marche plus lente, j'ai exigé 
de l'instrument des choses dans ce genre , et j'ai trouvé s'y prête mieux qu'au fatras continuel des doubles et des triples 
croches en gamines diatoniques ou chromatiques. » Sor, Méthode…, 1830, p. 3. Sor, Method…, translated Merrick, 1832, p. 
5, lines 23–28. 
137 See Cristina Bordas, ‘The Double Harp in Spain from the 16th to the 18th Centuries’, Early Music, vol. 15/2, Plucked 
String Issue, May 1987, pp. 148–163. 
138 Ribouillault, ‘La Technique de Guitare…’, doctoral thesis, 1980, pp. 344–353, at p. 344. This guitar has the upper five 
strings of an ordinary guitar, adding five strings descending G, F, E, D, C in the bass. The patent shows a mechanism for 
raising the bass strings by a semitone, using a key on the back of the head of the décacorde. These keys are not included in 
the instrument demonstrated by Ribouillault on pp. 350–352. I am very grateful to Dr. Ribouillault for sending me a copy of 
her important thesis. 
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Carulli wrote a method for this instrument in ca. 1827,139 and, in his introduction, explains his 

view of the problem that Sor’s type of music presented to guitarists: 

The six-string Guitar, which is the one ordinarily played, is very good for performing all 
kinds of pieces; but it is extremely difficult, and demands a great deal of study and 
labour. The biggest difficulty which it presents, which comes from this instrument 
offering only three single bass notes E, A and D; for all the others, it is necessary to use 
the [left hand] fingers to make them, and as one can only use four fingers, the succession 
of the chords or the durations of the basses, become excessively difficult, especially for 
the people who have a small hand and who are obliged to employ three and four fingers 
at a time, otherwise the music becomes thin and sterile in the bass. 140 

Sor actually answers this specific challenge in the Introduction to his Méthode…, where he is 

describing the difficulties faced by scale-playing guitarists: 

This fingering habituating them from the first to employ all the powers of the left hand 
for the melody, causes them to experience great difficulties when it becomes requisite to 
add a correct base [sic], unless it be afforded by the open strings (a) [footnote], and still 
much greater difficulties when one or two intermediate parts are added besides. 

[Footnote (a) reads:] Some have thought to remedy this inconvenience by adding a 
number of covered strings to the guitar; but, would it not be simpler to learn to employ 
the six—Add resources to an instrument when you have drawn every possible advantage 
from those which it offers; but do not attribute to the instrument what you should impute 
to yourselves.141 

Sor’s conception of the guitar took Spanish alfabeto tradition and subjected it to the rules 

of keyboard thoroughbass, to create rigorous voice-leading procedures for his works. This 

was an ancient tradition in Spain that is most strongly exemplified by Santiago de Murcia. 

Sor’s approach made his music unnatural to scale-playing Italian-school guitarists who found 

his compositions obscure and difficult. When he began to work out how to compose and 

notate music in Barcelona in 1796, developing it later in Madrid and elsewhere in Spain, he 

was part of a community of sophisticated Spanish players with whom he no doubt had 

differences but with whom he also had much in common. The importance of fretted bass 

                                                 
139 This is the publication date given in Ribouillault, ‘La Technique de Guitare…’, doctoral thesis, 1980, p. 440. 
140 « La Guitare à six cordes, dont on joue ordinairement, est très bonne pour exécuter toutes sortes de morceaux; mais elle 
est extrêmement difficile, et demande beaucoup d’étude et de travail. Les plus grandes difficultés qu’elle présente, viennent 
de ce que cet instrument n’offre que trois seules notes de basse à vide MI, LA, RÉ; à l’égard de toutes les autres, il faut 
employer les doigts pour les faire, et comme on ne peut faire usage que de quatre doigts, la succession des accords ou la 
continuation des basses, devient excessivement difficile, surtout pour les personnes qui ont une petite main et qui sont 
obligées d’employer trois et quatre doigts à la fois, autrement la musique devient maigre et stérile de basses. » Ferdinando 
Carulli, Méthode Complète pour le Décacorde Nouvelle Guitare Plus Harmonieuse and beaucoup plus facile que la Guitare 
ordinaire, perfectionée Op. 293, Paris : Carli, ca. 1827, p. 1, my translation.  
141 Sor, Method…, translated Merrick, 1832, p. 5, lines 14–17 and footnote (a). « [C]e doigté les habituant d'abord à 
employer toutes les facultés de la main gauche pour la melodie, leur fait éprouver de grandes difficultés lorsqu'il s'agit d'y 
ajouter une basse correcte , si elle ne se trouve dans les cordes à vide (1), et bien plus grande s'il faut y ajouter encore une ou 
deux parties intermédiaires. (1) On a cru remédier à cet inconvénient en ajoutant à la guitare un nombre de cordes filées ; 
mais ne serait-il pas plus simple d'apprendre à se servir des six ?. Ajoutez des ressources à un instrument lorsque vous aurez 
tiré autant de parti que possible de celles qu'il vous offre; mais ne lui attribuez pas ce que vous devriez vous attribuer à vous 
mêmes.» Sor, Méthode…, 1830, p. 2 and footnote (1).  
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strings in Spain has not been fully recognised as a contributor to the evolution of the modern 

guitar. The animosity of the French and Italian guitarists to Sor in Paris must have been a big 

surprise for Sor and these two contradictory approaches would only be reconciled by the 

generation of guitarists that followed him.  

DATING SOR’S PARIS PORTRAIT 

Sometime after he arrived in Paris, probably on the advice of Ignace Pleyel, Sor sat for a 

portrait by Innocent-Louis Goubaud. The original has never been found, but it seems likely 

that it was an oil painting rather than in some other medium, and must therefore date from 

after he arrived in Paris in March or April 1813 and before March 1815, when he left for 

London. Sor does not appear to have made lithographic copies for publicity purposes in 

France; this was done later by Engelmann from the Goubaud painting with lithography by 

Bordes, but we do not know when. In England, a copy that survives is marked: “Drawn by I. 

Goubaud / Engraved by M. N. Bate”, also not dated.142  

Jeffery says Goubaud left France for America in 1815;143 but Rob Meijer mentions him 

as resident in Ghent in November 1816, petitioning King Willem I for permission to set up a 

print publishing house and performing a variety of functions connected with the lithographic 

reproduction of maps and the teaching of lithography.144 On 3 April 1817, after his second 

petition was granted, Goubaud started a business in Brussels that did not do well and, on 12 

April 1818, once again petitioned the King going on to become a great teacher of lithography 

in Brussels where he continued to live.145 Lithography was more developed in Paris than it 

was in Brussels so Goubaud appears to have been among those who Meier describes as: “…a 

rapidly growing colony of French refugees, largely liberal Bonapartists, who kept a close 

watch on developments in France”. He explains that in “…the second half of 1815 this 

faction was the target of the ‘terreur blanche’ in France and Brussels was a popular 

refuge”.146 In France a lithographic press was first established in Paris at the end of 1815 by 

                                                 
142 Jeffery, Fernando Sor…, 1994, p. 34 and p. 188. 
143 Jeffery, Fernando Sor…, 1994, p. 34. 
144 Rob Meijer, ‘The beginnings of lithography in Brussels’, Quaerendo; Summer/Autumn 2003, vol. 33 Issue 3/4, pp. 294-
316, at p. 295. 
145 Meijer, ‘The beginnings of Lithography…’, 2003, p. 297. Meier here reports a partnership between Goubaud and a 
“skilled engraver M.-A.-M.[?] Benoist”. He also shows that the inventor of the process, Alois Senefelder, had a brother of 
Karl who is wrongly credited with the spread knowledge on the subject and that not enough credit goes to Goubaud. The 
best lithography in Brussels was produced by Jean Baptiste A. M. Jobard, and the industry only became commercially viable 
in about 1820. 
146 Meijer, ‘The beginnings of Lithography…’, 2003, p. 294. 
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the Interior Minister the Comte de Cazes with the Comte de Lasteyrie147 and in “…about 

June 1816 Godefroi Engelmann …opened his printing shop at No. 18, Rue Cassette…”.148  

Discussing the surviving lithographs Jeffery says: “They show Sor as a dashing young 

man with a guitar…”.149 Young? Painted or drawn in or before 1815 when Sor was born in 

1778? Youthful perhaps—middle-aged in fact. Given that his portrait may have been done as 

early as 1813, he would have been between 35 and 37 years old when he sat for the artist. I 

think this misrepresents Sor’s remarkable achievement in rising to a position of international 

repute at such a very late stage in his professional life—in other words not young but old. 

Sor, by his own choice, did not embark on a professional career with the trajectory of a 

Giuliani or a Carulli, who made names for themselves at a relatively young age, he started out 

as a middle-aged man in Paris in 1813. 

Sor must have left Paris with this portrait in his own collection and had it used to make 

an engraving (or, perhaps later, a lithograph) by M. N. Bate. Jeffery, who has seen this copy, 

describes it as a lithograph, but does not explain why is it described as an engraving in the 

copy. The lithograph by Bordes, which was published by Engelmann, is dated by Jeffery by 

using its appearance with the first edition of Meissonnier’s Collection Complète in 1825—

well after the Bate lithograph or engraving was made in London.150 So closely does the Bate 

copy resemble the Engelmann copy that it must have been the source used by Bordes in Paris. 

This lithograph, mentioned in advance publicity for the re-issue of the revised edition of 

Sor’s Collection Complète offering a portrait of Sor, was advertised in the Journal général 

d’annonce on 7 February 1827, in a subscription that also offered a single volume edition of 

opuses 24–29.151 It is therefore likely that Meissonnier commissioned Engelmann to produce 

this lithograph. 

                                                 
147 Meijer, ‘The beginnings of Lithography…’, 2003, p. 294. 
148 Meijer, ‘The beginnings of Lithography…’, 2003, p. 294. 
149 Jeffery, Fernando Sor…, 1994, p. 34, my emphasis.  
150 Jeffery, Fernando Sor…, 1994, p. 34. 
151 Entry 57, Journal général d’annonce…, IIIe Année, No. 11, mercredi 7 février, 1827. The Journal général d'annonces des 
œuvrés de musique, gravures, lithographies publié en France et à l'étranger, Volumes 1–3, Paris: Boucher, 1825, 1826 and 
1827. Facsimile reprint series Archives de l’édition musicale française, edited François Lesure, Tome III. Geneva: Minkoff, 
1976. Note by University of Melbourne Librarian: “Reprint, with a name index added, of a periodical originally published in 
Paris under various titles: in 1825 as Journal général d'annonce de musique, estampes, livres nouveaux, médailles, etc., etc., 
publiés en France et à l'étranger  (varies slightly ); from 1826 to June 1827 as Journal général d'annonces d'objectés d'arts et 
de librairie, publiés en France et a l'étranger  (varies slightly ); and from July 1827 as Pantographie, 
<http://cat.lib.unimelb.edu.au/>, accessed 24 March 2008. 
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Sor also organised the production of a lithograph of his second wife, the young ballerina 

he married in London, Félicité Hullin.152 In Russia Matanya Ophee saw a copy hanging in the 

Bolshoi Theatre in 1982,153 and Jeffery reproduced it from a photograph he obtained from 

Mme André Verdier.154 The caption on the lithograph dates it at 1826, later than the portrait 

from which it was most likely taken. We know it was sent, with an accompanying letter from 

Sor to Albert Decombe, as a present for Félicité’s father in 1824.155 The lost portrait of Sor 

by Goubaud that was commissioned in Paris and painted between 1813 but before March 

1815 suggests he was aware of the value of publicity. This date is, however, too early for him 

to have used lithography in France. In London, lithography was first used in 1801, but the 

“…boom in lithography came some twenty years after the medium was first introduced in 

England and can be largely credited to [Rudolf] Ackermann and to Charles Hullmandel.”156 

When Sor arrived in London in March 1815, engravings would have been the most likely 

medium for him to have used, which suggests that the Bate copy, if it is a lithograph, comes 

from a date closer to 1820.  

THE BIOGRAPHICAL ASPECTS OF SOR’S PARIS PUBLICATIONS 

Sor wrote in the introduction to his Méthode…, that circumstance had placed him in the 

position of having to become a professional musician. In the first work he published in 

France it is clear that he needed to make a strong impression, and he also needed to impress 

Ignace Pleyel enough for him to accept Sor’s dedication. The resulting edition was the 

Fantaisie Pour La Guitare, [later Op. 7], of which the title page to the first edition appeared 

reading:  

FANTAISIE / Pour la Guitare / Composée et Dédiée / A son Ami / JGNACE PLEYEL / 
Par / F. Sor / Prix 4fr. 50c. / Propriété de l'Auteur. Déposé à la Direction R.ale de la Lib.ie / 
à Paris / Chez Mr. PLEYEL Auteur, Editeur et Md. de Musique. Boulevard Bonne 
Nouvelle, No. 8. / Et chez l'Auteur, Rue du Helder, No. 27. [No plate mark] signed: F. Sor 
[in a thin pen on both copies].157 

Published under the names of both Pleyel and Sor this edition was belatedly listed in the 

Bibliographie de la France on Saturday, 3 September 1814, after a number of other works by 
                                                 
152 Later in this chapter I will discuss her marriage to Sor. 
153 The reproduction of a photograph of the original lithograph appeared in the 1958 Guitare et Musique article as suggested 
in Jeffery, Fernando Sor…, 1994, p. 73, note 33. Ophee has pointed out that this article was a poor summary of an article by 
V.P. Mashkevich ‘Le séjour de F. Sor et sa épouse la première danseuse F. Hullin-Sor en Russie’, in Ophee, ‘Brian Jeffery’s 
Fernando Sor Composer and Guitarist, A critical review…’, Guitar and Lute Issues, accessed 28 January 2006. 
154 Jeffery, Fernando Sor…, 1994, p. 70. 
155 Jeffery, Fernando Sor…, 1994, p. 78. 
156 Karen F. Beall, ‘The Interdependence of Printer and Printmaker in Early 19th-Century Lithography’, Art Journal, vol. 
39/3 Printmaking, the Collaborative Art, Spring, 1980, pp. 195–201, at p. 195. 
157 Paris, Bibliothèque nationale, Shelf number: Vm7 3802.  
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Sor had already been published by Madame Benoist.158 There is no plate number for this 

edition and it is not included in the late Rita Benton’s bibliography of works published by 

Pleyel.159 Evidence from Pleyel’s addresses is inconclusive showing that he used this address 

until just after 15 April 1815. Sor’s address on the plate merely tells us where he was living 

when the plate was engraved. The reason this work was so different was its notation for the 

guitar, which Sor explains in his introduction as follows: 

Notice 

Music for Guitar is generally written in the clef of G; nevertheless this method does not 
appear to me to have to be exclusively employed unless one denies Music the faculty of 
being written with exact precision, and one wants to pretend that two strings equally taut, 
of the same thickness, but the one being twice as long as the other such as for example, 
the Chanterelle of the violin and that of the Guitar, both tuned to E would produce a 
unison and not an octave. I am not of this opinion, and I only employ the G clef when the 
instrument must play the notes that lie in its staff, and which would need many ledger-
lines if they were written on the alto clef.160 

 

Figure 1. Sor, Fantaisie Pour La Guitare, dedicated to Ignace Pleyel, first version, facsimile in Jeffery, Sor 
Complete Works…, 1982, Vol. 1. 

The evidence of an earlier date for this edition comes from the following salon pieces 

Madame Benoist published and Sor dedicated to his wife:  

                                                 
158 In the Bibliographie de la France…, Troisième Année, 17e de la Collection, No 34, Samedi 3 septembre 1814, p. 248, no. 
160.  
159 Rita Benton, assisted by Jeanne Halley, Pleyel as Music Publisher: A Documentary Sourcebook of Early 19th-Century 
Music, Annotated Reference Tools in Music No. 3, New York: Pendragon, 1990.  
160 « Avertissement / La Musique de Guitare est généralement écrite sur la clef de Sol; néanmoins cette Méthode ne me 
parait point devoir être employée exclusivement moins que l'on ne conteste à la Musique la faculté d'être écrite avec une 
exacte précision, et qu'on ne veuille prétendre que deux cordes également tendues, de la même grosseur mais dont l’une 
serait d' une longueur double de l'autre, telles par exemple que la Chanterelle du violon et celle de la Guitare, étant montées 
toutes deux en MI produiraient un Unisson et non une Octave. Je ne suis pas de cet avis, et je n'employé la clef de Sol que 
lorsque l'instrument doit rendre les notes qui rentrent dans sa portée, et qui auraient besoin de beaucoup de barres si on les 
écrivait sur la clef de contralto ». Sor, Fantaisie [Op. 7], first edition, introductory ‘Avertissement’ by Sor, my translation. 
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SIX PETITES PIÈCES / Très Faciles pour la Guitare / écrits selon la Méthode ordinaire. 
/ Dédiées à son Epouse / PAR F. SOR. / Prix marqué 4f. 50c. / Propriété de l'Auteur. 
Déposé à la Dir.on Gen.le de la Librairie. / A PARIS / A la lyre Moderne, chez M.me 
BENOIST, Editeur de Musique et M.de d'Instrumens, Rue de Richelieu, No. 20.161 

This edition was published, with the seguidilla ‘Mi descuidados ojos’, as the Boléro de 

Société for guitar or piano that was listed on Friday 4 February 1814.162 The description given 

in the title: “…écrits selon la Méthode ordinaire” or “…written in the ordinary manner”163 is 

a direct reference to an already published piece that was not so written. That other piece is the 

Fantaisie [Op. 7] since there is no evidence Sor issued any other work in its special notation. 

Madame Benoist and Sor must have thought it necessary to acknowledge the Fantaisie by 

including an anxious little note that seems to say: “This is not another piece of unreadable 

and impossible music by Fernando Sor—this is music written in the ordinary way”. This was, 

after all, salon music written, ostensibly, for amateurs. The two copies of this edition in the 

Bibliothèque nationale in Paris are both autographed by Sor and marked “Propriété de 

l’Auteur” (“Property of the Author”) on the title page, suggesting the information on the title 

page, including the description, had his approval.164  

Jeffery lists the Fantaisie (later called Op. 7 by Meissonnier),165 along with a number of 

other works including the Fantasia Op. 4 (which Sor first published in London in 1815), and 

describes them as  

…not merely within the general European tradition, but they can now be placed 
specifically within the history of music in the Spanish peninsula, having been composed 
by a Catalan in Spain…166  

The inclusion of the Fantaisie is not supported by any evidence. Sor could have written these 

works any time before arriving in Paris, but his personal circumstances suggest a first step in 

his new professional life, not a final step in the life he left behind. The form of the Fantaisie 

includes an extended introduction in C minor, a theme and seven variations, ending with a 

substantial coda, a form that is not typical of Sor’s Spanish variation sets. The Fantasia Op. 4 

is an elementary salon fantasia, but it, too, is very carefully notated with an introduction, a 

Rondo (with a Minore section), ending with a Coda. This again suggests a new composition 

notated, this time, in the ordinary way.  

                                                 
161 Paris, Bibliothèque nationale, 2 copies: Shelf number Vm9 3807 and 3808. Both copies seen. 
162 In the Bibliographie de l’Empire Français…, Troisième Année, (No 5) Friday 4 February 1814, p. 40, nos. 26 and 27. 
163 Translation Jeffery, Fernando Sor…, 1994, p. 26. 
164 Shelf nos. Vm9 3807 and 3808. 
165 The Sor Opus numbers were Meissonnier’s invention and were completely unauthorised and often illogical. 
166 Jeffery, Fernando Sor…, 1994, pp. 24–25. 
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The Fantaisie must have been a shocking debut work. It appeared in a notation few, if 

any, guitarists then (and even now) could actually have performed from. Written at pitch on 

two staves, using C, F and G clefs, it gave a better account of the voicing of the guitar. This 

was Sor’s compositional manifesto, a practical demonstration, in a concert piece, of the 

application of his principles for the guitar that would set new technical, musical and 

notational standards in guitar composition—written in the ordinary way or not. This was an 

analytical score, which offers the guitar (as Sor says in his Notice) “…the faculty of being 

written with exact precision”. His score anticipates, and may even exceed in sophistication, 

the modern debate on prescriptive and descriptive guitar notation that was started by Thomas 

Heck when he was grappling with Mauro Giuliani’s contribution to guitar notation.167  

Matanya Ophee misunderstands the importance of this work in his survey of notation and 

transcription, dismissively describing it as: “…Fernando Sor’s failed attempt to make use of 

… [grand staff notation] in his first edition of his Fantaisie Op. 7.”168 Brian Jeffery describes 

the work as being on two staves and goes on to say: 

This shows an ambitious attitude towards the guitar, and indeed the music of Op. 7 is 
sometimes so rich harmonically that it needs two staves in order not to be overcrowded. 
This original edition includes an Avertissement pointing out that to write guitar music in 
the G clef is to write it an octave away from its true pitch, and that the two-stave method 
obviates this disadvantage. However, the two-stave method did not catch on.169  

Both Ophee and Jeffery seem preoccupied with whether other guitarists took up notating their 

music in the way Sor suggested. His notation did not “fail” and nor did it not “catch on” as 

they suggest, it was never intended to do either. He illustrated a problem with guitar notation 

that had not been raised before, it was a time for rethinking guitar notation, and he was doing 

just that. His composition demonstrated his harmonic principles and challenged his readers to 

match him as a guitarist and as a harmonist.  

Jeffery also suggests the Fantaisie is “essentially piano notation”, commenting that this 

may have been suggested by Pleyel.170 This hypothesis fails take account of Sor’s Spanish 

                                                 
167 See Heck, Mauro Giuliani…, 1995. Matanya Ophee, ‘The History of Lute Tablature—1679 to the Present’ online 
<http://www.orphee.com/trans/trans.html>, accessed 2 February 2006; Matanya Ophee, ‘New Light on the So-called 
‘Modern’ Guitar Notation’, Guitar and Lute, No. 27 March 1983, first version. Calvin Elliker, ‘A Bibliographical Footnote 
to Benton and Halley: Discovery of Jean-Baptiste Phillis’s Méthode courte et facile’, Notes, September 2001, vol. 58/1. 
Stenstadvold, Erik. Letter to the Editor, Notes, Communications, vol. 58/4 June 2002, pp. 959-960. [In response to Elliker, 
‘A Bibliographical Footnote…’, 2001.] 
168 Ophee, ‘The History of Lute Tablature…’, first version accessed 2 February 2006, revised in a second version as 
Matanya Ophee, ‘The History of Transcriptions of Lute Tablature—1679 to the Present’ about which he writes: “This article 
is an extended version of my paper on this subject given at the Le Luth en Occident colloquium in Paris, May, 1998”, in Lute 
Issues at <http://www.orphee.com/lutehist.htm>, accessed 28 January 2006.  
169 Jeffery, Fernando Sor…, 1994, p. 26, my emphasis. 
170 Jeffery, The New Complete Works, second edition, 2004, vol. 1, introductory notes p. v. 
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period works from 1796 on, especially the notation of his Sonata Prima and Sonata Seconda, 

which were later published by Castro in Paris. The importance of Sor’s contribution to the 

development of stable notational conventions for the engraving of guitar music has still to be 

recognised. He must have worked carefully with Pleyel’s engraver and, in the years that 

followed, continued to work to develop conventions for multi-voice single-staff guitar 

notation with Madame Benoist and the engravers of his London editions to. Meissonnier, 

whom Sor for several years limited to copying already printed editions, worked effectively 

with him before Sor entrusted him with manuscripts to engrave. The edition of the Fantaisie 

[Op. 7] in ordinary notation that Meissonnier later published is an example of this. Jeffery 

says, in his recent transcription of the work,171 that this edition has “…many small changes… 

[which] there is no reason to suppose …derive from the composer”.172 I intend to show that 

he probably sent Meissonnier an apograph manuscript to engrave from, which means Sor 

himself made the changes. This makes comparisons of the two versions more interesting as 

Sor is showing Parisian guitarists how to write this music in ordinary notation, in a way that 

loses little of the precision of two-stave notation, while proving the work to be playable.  

It appears that Pleyel declined to publish Sor’s other guitar music recommending him 

instead to Madame Benoist, who may have been considered a specialist in engraving and 

publishing guitar music in Paris at that time, publishing the guitar periodical Les Souvenir des 

Ménestrels and, in partnership with Meissonnier in 1811, the Journal de Lyre ou Guitare.173 

There are 1811 issues of the Journal in the Spencer Collection in Royal Academy of Music, 

which are described as containing: “…the three songs enveloped by a pink carton wrapper 

with the text ‘Journal de Lyre ou Guitare rédigé par Meissonnier’ printed on the front” .174 

This suggests Meissonnier was responsible for the guitar arrangements. This association may 

have influenced Sor to come to an agreement with him to publish his music after he suddenly 

left Paris for London. 

Later in 1814 Madame Benoist published a pair of patriotic songs, which Sor had written 

in Spain. The first was the Marche Patriotique Espagnole ‘Marchemos, marchemos’, a 

stirring military march for two tenors and piano,175 which Jeffery describes as calling on 

“…Spaniards to fight the hated invader, who has treacherously lured Fernando into captivity 

                                                 
171 Jeffery, The New Complete Works, second edition, 2004, vol. 1, pp. 48–53. 
172 Jeffery, The New Complete Works, second edition, 2004, vol. 1, introductory notes p. v. 
173 Stenstadvold, ‘Bibliographical Study…’, 2001, p. 15. 
174 Stenstadvold, ‘Bibliographical Study…’, 2001, p. 15. 
175 Bnf, shelf number Vm7 101190, two copies signed F. Sor. 
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in Bayonne”.176 The title page says the music was composed by Sor in 1809 and the words 

are by M. N. The second song is the Chanson ‘Adonde vas Fernando incauto’ for high voice 

and piano,177 which has the subtitle: “Song about the events in Spain since the departure of 

King Ferdinand VII until the end of 1811. Words and Music by Mr. Ferd[inand] Sor in 

1812”.178 This song is a justification of Sor’s reasons for his afrancesado alliances in the 

Spanish War of Independence of 1808–1813. Luis Mangado describes his attitude to the war 

as falling into two periods: from 1808 to early 1810 as a half-hearted collaborator and a 

patriotic composer of songs against the French; and from 1810–1813 when he was an active 

collaborator.179 Sor’s antiwar Chanson suggests he probably did not see it quite so starkly.  

The Marche Patriotique Espagnole was listed in the Bibliographie de la France on 20 

August 1814,180 and the Chanson was not. Since, as a rule,  Madame Benoist efficiently listed 

all her publications, this song, forming a pair with the Marche Patriotique Espagnole, was 

probably published at the same time. The political change in the register titles from the 

Bibliographie de l’Empire français to the Bibliographie de la France, on 1 May 1814, caused 

delays in listings that made it is possible the Chanson was simply missed. I therefore suggest 

both songs date from before the change on 1 May 1814.181 Madame Benoist was in 

partnership with Meissonier, from January to December 1811, at 20 Rue de Richelieu in 

Paris.182 When the partnership was dissolved Meissonnier moved to No. 5, Rue Bergère and 

Benoist continued from their old address until April 1815.183  

                                                 
176 Jeffery, Fernando Sor…, 1994, p. 17. 
177 Bnf, shelf number Vm7 101188, two copies signed F. Sor, with a part for guitar a minor third lower. The Chanson is in C-
minor, for high voice, uses a range of g–g1. The guitar accompaniment is written in A-minor, about which Sor simply says 
that it is a tone and a half lower, he does not recommend placing a capotasto on the third fret to enable the voice to sing at 
the indicated pitch, which means the alternative is that the guitar is played in A-minor, the voice transposing down, placing 
the song in the e–e1 range. 
178 The French subtitle is: « Chanson Relative aux événements d’Espagne depuis le départ du Roi Ferdinand 7. jusqu’à la fin 
de l’an 1811 Paroles et Musique de Mr. Ferd. SOR l’an 1812. » Facsimile in Jeffery, Fernando Sor…, 1994, pp. 18–19. 
179 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 45. 
180 Jeffery, Fernando Sor…, 1994, p. 17. 
181 25 March 1814 was the last date under the title: Bibliographie de l’Empire Français…; Troisième Année, (No 12) 
Vendredi 25 mars 1814 lasting to the Troisième Année (No. 12.) Vendredi 25 mars 1814. On Monday 1 May 1814 the first 
issue appeared under the title: Bibliographie de la France…, dated: Troisième Année, (17e de la Collection,) No 13, Lundi 
1er Mai 1814; from this point forward this title remained.  
182 Devriès and Lesure refer to Madame Benoist as Madame Benoît and give the dates of this partnership as 1809–1810, in 
Anik Devriès, and François Lesure. Dictionnaire des éditeurs de musique français, vol. 2., Archives de l'édition musicale 
française, t. 4, Geneva: Minkoff, 1979–88, p. 312.  
183 Stenstadvold, ‘Bibliographical Study…’, 2001, pp. 20 and 24 and Table at p. 27. 
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Leaving Paris for London 
Brian Jeffery explains Sor’s departure from Paris in the following way: 

[Sor] came to London from Paris presumably after his letter to the Duc de Fleury of 
January 1815, and more probably nearer to April of that year when a newspaper 
announcement… said that he had just arrived. Ledhuy says that he went to London 
‘quelque temps après l’arrive des allies en France’ (‘some time after the Allies arrived in 
France’), which must mean their arrival in March 1814 rather than their second arrival 
after the Battle of Waterloo in June 1815. 184  

This conjecture introduces confusion where there is none. Stated simply: Sor was in London 

before the 15 April 1815 announcement of his concert in the Morning Post, and before he 

was mentioned by Camille Pleyel in his first letter from London, dated 3 April [1815].185 

Waterloo had nothing to do with it. Ledhuy is contracting Sor’s account into the third person 

here. His full sentence is: “Sometime after the arrival of the allies in France, Sor left for 

London, where his talent as a guitarist was conscientiously judged.”186 There are no accounts 

of Sor in Paris during the period 1813–1815, nor are there any reviews of his playing that 

might provide an objective basis to confirm whether Sor was indeed not “conscientiously 

judged” in Paris. The words in the ‘Mémoires de Sor’—even in the third person—are simply 

good evidence of how Sor felt about his reception in Paris and that he felt better appreciated 

in London. I suggest the answer to when Sor left London actually depends on why he did.  

News of Wellington’s invasion reached Paris on 7 October 1813 when Sor was already in 

Paris.187 He would have seen the celebrations and could say that “Sometime after the arrival 

of the allies in France”, he left for London. We know he was in Paris from his publications 

between 1813 and 1814, his portrait and his letter to the Duc de Fleury of 14 January 1815. 

Napoleon’s “…arrival… in France” for the start of the Hundred Days took place at the end of 

March 1814, therefore Ledhuy might have been better to say: “quite some time” after “the 

arrival of the allies in France”. Perhaps Ledhuy decided to skip the reasons or, on the other 

hand, Sor may have decided to omit them—this is the problem with third-person summaries.  

There is, however, a much better explanation for Sor’s sudden departure and the equally 

sudden departure of many of the musicians in Paris and it appears in Letter No. 9, written by 

                                                 
184 Jeffery, Fernando Sor…, 1994, p. 39. 
185 Benton, ‘London Music in 1815…’, 1966, pp. 36–37. 
186 « Quelque temps après l'arrivée des alliés en France, Sor partit pour Londres, où son talent de guitariste fut 
consciencieusement jugé. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie 
pittoresque…, 1835, p. 165b. 
187 “After a largely inactive winter and spring, the second Allied advance began in June 1813 with Wellington’s triumph at 
Vitoria carrying the war to the Pyrenees. Despite the resistance of San Sebastian, the Bidossa was crossed into France on 7 
October [1813].” ‘Peninsular War’ in Palmer, An Encyclopaedia of Napoleon’s Europe, 1984, pp. 218–219. 
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Camille Pleyel, in Calais, on 22 July 1815: “…Everything here is happy and quiet and at last 

one can return to France without fear of conscription, proscription or imprisonment…”.188 

Napoleon’s return had introduced the spectre of conscription. Benton comments: 

The exact relationship of the family’s plans to Napoleon’s return to power and the 
resultant probability of military conscription is difficult to determine. After his escape 
from Elba, Napoleon landed near Cannes on 1 March 1815, but did not enter Paris until 
the 20th of that month. Camille arrived in England on 16 March, probably having left 
Paris about the 10th. That his departure from France was related to Napoleon’s 
unexpected return is suggested by the fact that his sudden decision to return to Paris was 
made immediately after the French defeat at Waterloo and Napoleon’s second abdication 
on 22 June. His absence from France thus corresponded closely with Napoleon’s 
‘Hundred Days’.189 

The possibility that Sor left Paris because of the threat of “conscription, proscription or 

imprisonment” has never been mentioned. Napoleon abdicated and was sent to Elba on 7 

April 1814 and Louis XVIII was restored to the throne, as the Congress of Vienna returned 

French boundaries to the position in 1792. The monarchy had hardly begun its reconstruction, 

when: “After only ten months Napoleon escaped from Elba, and in March 1815 he landed in 

the south of France. The bulk of the army deserted Louis XVIII, who fled.”190 Napoleon had 

escaped from Elba on 26 February 1815.191 When the news reached Paris, the immediate 

threat that was faced by every able-bodied man became conscription—confirmed by the 

Camille Pleyel letter above—and every able-bodied man did not have long to react. The first 

question for us is how this might have affected a Spanish exile like Sor? 

Conscription had begun in France in 1793, when Lazare Carnot organised the ‘levée en 

masse”,192 which first called up men of eighteen to twenty-five, an age range that did not, 

however, remain static: 

Jourdan’s conscription law of 1798 extended Carnot’s system, requiring the registering 
of all men between eighteen and forty, even though those over thirty never became liable 
for call-up. …The Conscription Law was, from the first, extremely unpopular in France 
and provoked serious unrest in Belgium… By 1805 some two-thirds of the French Army 
were conscripts… the preparations for the Russian campaign—led to anticipation of call-
up; some seventeen-year-old conscripts were fighting in Spain in 1810, and in the 1813–
14 campaigns young conscripts of fifteen and sixteen (nicknamed ‘les Marie-Louises’ 
fought beside the veterans. ‘Refractory conscripts’, either youngsters evading the system 
or deserters added to the problem of so-called brigandage in the countryside…193 

                                                 
188 Benton, ‘London Music in 1815…’, 1966, p. 43. 
189 Benton, ‘London Music in 1815…’, 1966, p. 35. 
190 David Thomson. Europe Since Napoleon, London: Penguin, 1966, p. 75.  
191 ‘Elba’ in Palmer, An Encyclopaedia of Napoleon’s Europe, 1984, pp. 218–219. 
192 ‘Carnot’ in Palmer, An Encyclopaedia of Napoleon’s Europe, 1984, pp. 71–72. 
193 ‘Conscription’ in Palmer, An Encyclopaedia of Napoleon’s Europe, 1984, pp. 92–93. 
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While there does not seem to have been much risk that Sor would turn to “brigandage in the 

countryside”, the threat of conscription applied to Sor, who had just turned thirty seven on 13 

February 1815.194 Napoleon’s return meant Sor probably had some fear concerning his own 

political conduct during the Restoration. He would have worried about his anti-Napoleonic 

Chanson ‘Adonde vas Fernando’ and his account of Napoleon’s role in the Spanish War of 

Independence, whom he openly accuses of “deceit”,195 and of “perfidy”,196 calling him “the 

ambitious one”197 and so on. He may also have worried that his application to the Duc de 

Fleury for a position in the Chapel Royal was tantamount to a declaration of royalist 

sympathies. These fears pale into insignificance when compared to what might have 

happened to his little daughter Caroline if her father were to have been suddenly conscripted.  

It is therefore very likely that Sor made a sudden decision to leave Paris after Napoleon’s 

escape from Elba. The announcement in the Morning Post that Sor was in London before 15 

April 1815, meant he had very little time, after Napoleon landed in France 20 March 1815 at 

the start of the Hundred Days, to pack up his life and depart.198 I suspect Sor left Paris in the 

first week of March 1815 at the latest, arriving in London about a week later in the second 

week of March 1815, that is about a month before the 15 April 1815 announcement of his 

arrival in London. When Wellington brought an end to Napoleon’s Hundred Days Sor elected 

to remain in London. The reason he stayed is given by Sor himself in his initial explanation: 

it was in London that he first found himself to be “conscientiously judged”. He was better off 

being a professional musician in London than he had been in Paris. 

Leaving London for Paris and Russia 
The next question that needs a more satisfactory answer is why, at the height of his popularity 

in London, did Sor suddenly leave London for Russia, never to return. To answer this we first 

need to establish when he passed through Paris on the way to Russia. The reason this is 

important to Sor’s guitar works is because, in passing through Paris on his way to Russia, he 

was able to supervise the engraving of a number of editions published by Meissonnier. Sor’s 

                                                 
194 Sor’s claim that he was born in 1780 in the first sentence in the article ‘Sor’, edited Ledhuy and Bertini, brings his age 
down to thirty-five, making him even more vulnerable to conscription. Glossing over this part of his history was either due 
to Sor’s own reticence or Ledhuy’s editorial requirements. A full account of this period of Sor’s life may or may not have 
been in the original ‘Mémoires de Sor’ manuscript. Ledhuy is not made less reliable by this; perhaps he simply edited out the 
less interesting parts of the memoir. 
195 Verse 2, translation by Brian Jeffery in Jeffery, Fernando Sor…, 1994, pp. 17–20. 
196 Verse 4, translation by Brian Jeffery in Jeffery, Fernando Sor…, 1994, pp. 17–20. 
197 Verse 7, translation by Brian Jeffery in Jeffery, Fernando Sor…, 1994, pp. 17–20. 
198 ‘Hundred Days’, Palmer, An Encyclopaedia of Napoleon’s Europe, 1984, pp. 150–151; who points out that by 8 June 
1815, when Louis XVIII returned, 110 days had elapsed. 
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account in his ‘Mémoires’ appears to have been heavily edited by Ledhuy at this point. It 

reads: “Sor left London to go to Russia. On his way through he found Cendrillon in rehearsal 

at the grand opera and before continuing his journey he was able to enjoy the success of his 

work.”199 Sor was deeply involved with the ballet community in London and, it must be 

remembered, he was himself a dancer of seguidillas boleras and later wrote his article on the 

history of the bolero.200 Sandra Noll Hammond describes Sor as “…someone who was 

acutely aware of the requirements of music for a ballet… [who] was in close collaboration 

with the ballet’s composer, Monsieur Albert [the stage-name of François Decombe (1787–

1865)].”201 In London, on 5 March 1822, an advertisement in the Times announced: “[A] new 

grand Ballet, entitled Cendrillon, composed by M. Albert, the music by M. Sor, with entirely 

new scenery, dresses, &c., [is] in rehearsal, and will shortly be produced.202 The performance 

duly took place on 26 March and was reviewed the following day in the Times.203 This was a 

very modern ballet lit by gaslight, which “emphasised new and brilliant dancing and 

spectacle over the story-telling aspects of the production”.204 Included in the company were a 

“galaxy” 205 of the greatest and most celebrated dancers of the time. 

In his piano score of Cendrillon Sor mentions Félicité Hullin, who was to become his 

wife, and who danced the lesser roles in the “…pas de trois of Act 2 and the pas de quatre of 

Act 3”.206 Her father was Jean-Baptiste Hullin, ballet master at the King’s Theatre in 1820; 

she also had two sisters who were ballerinas.207 She danced at the Paris Opéra as a seven-

year-old child in 1812, but as her date of birth does not appear to be known, she may well 

have been a few years older than that. She and Joseph Richard were pupils at the ballet school 

of the Paris Opéra under Jean-François Coulon.208 After she became his wife, Félicité Hullin, 

Sor, his daughter Caroline, and Joseph Richard (who later became Félicité’s dancing partner 

in Russia) travelled together to Paris and later on to Russia.  

                                                 
199 « Sor partit de Londres pour aller en Russie. A son passage il trouva Cendrillon en répétition au grand opéra, et avant de 
continuer son voyage il put jouir du succès de sa pièce. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy 
and Bertini, Encyclopédie pittoresque…, 1835, p. 166a. 
200 Sor, ‘Le Bolero’, in Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, Livraisons 11, 12 and 13, pp. 88b–97a. 
201 Sandra Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 
181–202, at p. 196. This article is the main source of information in my discussion here. Noll Hammond cites Jeffery’s dates, 
which I believe can be refined. 
202 Michael Christoforidis and Elizabeth Kertesz, ‘Cendrillon, Cinderella and Spectacle: Insights into Sor’s most successful 
work’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 131–148, at page 134. 
203 Christoforidis and Kertesz, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 134 note 15. 
204 Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 187. 
205 Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 192. 
206 Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 192. 
207 Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 192. 
208 Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 192. 
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Albert made his debut at the Paris Opéra in 1808 and by 1822, had become a leading 

dancer and a deputy maitre des ballet there.209 He composed a new more extravagant version 

of Cendrillon in Paris that premièred on 3 March 1823, starring himself and Emilie Bigotini 

in the principal roles, that ran for 104 performances.210 Noll Hammond points out that Sor’s 

music was only a small part of the organisation required to stage a ballet, which is why it is 

described as having been ‘composed’ by Albert, not by Sor.211 Sor does not appear to have 

been involved in this production at all since he says in his account (above) that he “found” 

the ballet in rehearsal in Paris and subsequently enjoyed its success in the performance, by 

which he may means the première.212  

Sor left London with Caroline and the ballerina Félicité Hullin. Jeffery says: “Whether 

they were or were not married, …[Sor] was very attached to her”.213 A marriage certificate 

has never been found but the idea of a forty-four year old Sor leaving London in some kind of 

risqué liaison with a seventeen year-old Félicité Hullin, without the approval of her father, 

Jean Baptiste Hullin, seems unlikely and would probably have been criminal. It is possible, 

judging from her sophistication and maturity, that she may have been in her twenties and 

could have eloped.214 I think there is little doubt that they left London married. In Sor’s 1824 

letter to Albert Decombe enclosing the score for two pas de danse, he calls her “ma Chère 

petite femme” and later “…ma Félicité”.215 He also writes:  

…Counting on your friendship, I do not hesitate to ask of you a service that will be 
appreciated not only by my dear little wife, but also by her father: the box which the 
bearer of this letter will give you contains the portrait of Félicité; it will be very easy for 
you to send it to London…”216  

This gift from Sor and Félicité to her father suggests they were married all that is lacking is 

the marriage certificate. The Russian guitar historian Vladimir Pavlovich Mashkevich was in 

                                                 
209 Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 192. 
210 Noll Hammond, ‘Sor and the ballet of his time’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 196. 
211 Noll Hammond writes: “In Sor’s time, the ‘composer’ of a ballet meant the dance person, not the music person. …[H]e 
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page 187. 
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214 She stopped dancing in 1829, which suggests she was born earlier than 1805. Jeffery, Fernando Sor…, 1994, p. 75. 
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Sor…, 1994, pp. 78–81. 
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no doubt they were married giving her married name as Hullin-Sor.217 Jeffery expresses 

surprise that she is not mentioned in the ‘Mémoires de Sor’ 218, but why would Sor mention 

her if their relationship ended badly? Also, as the editor of an encyclopaedia, why would 

Ledhuy see it as important enough to include an anecdote like this in his ‘Sor’ article?  

Félicité Hullin was given a debut at the Paris Opéra on the recommendation of Albert, who 

had coached her for Cendrillon in London, and who was returning to Paris himself at about 

this time.219 Jeffery writes of Sor’s departure for Paris and Russia: 

…[Sor] must have left London in late 1822 or early 1823, more probably the latter. 
Félicité Hullin danced a special examination for the Opera in Paris on 21 September 
1822, and a normal official one on 8 November 1822 for her debut there… [and] the 
debut itself on 5 February 1823.220 

I do not see why the probabilities favour “early 1823” for Sor’s arrival in Paris. If he was 

“attached” enough to Félicité to marry to her, he would surely have travelled with her to Paris 

for her examination at the Opéra on 21 September and 8 November 1822, and remained with 

her until she “made her official debut there on 5 February 1823”.221 An appointment to the 

Paris Opéra was a life-changing opportunity for a young ballerina, making it much more 

likely Sor and Félicité went to Paris together, leaving her enough time to prepare for her 

examination on 21 September 1822.  

Jeffery also bases his dating on the fact that Sor’s name was included for the last time in 

the list of Associates of the Philharmonic Society “probably printed in late 1822”.222 This is 

insignificant evidence because that dating is uncertain and just being a paid-up member is no 

guarantee that Sor was still in London. Jeffery also mentions Sor in another list:  

…Honorary Members at the founding of the Royal Academy of Music (Quarterly 
Musical Magazine, IV, 1822, p. 519). Honorary Members were chosen from among the 
most distinguished members of the musical profession in London and Sor appears on the 
first list that was drawn up in 1822, the year before teaching actually began.223 

                                                 
217 Letter from Mashkevich to Abel Nágytothy-Toth dated June 27 1958, which Ophee translates as follows: “…Sir, Several 
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ballerina F. Hullin-Sor in Russia.” Accept my cordial salutations, V.P. Mashkevich.” In Ophee, ‘Brian Jeffery’s Fernando 
Sor Composer and Guitarist, A critical review…’, Guitar and Lute Issues, accessed 28 January 2006. 
218 Jeffery, Fernando Sor…, 1994, p. 75. 
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220 Jeffery, Fernando Sor…, 1994, p. 71. 
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222 Jeffery, Fernando Sor…, 1994, p. 71. 
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Prior to the founding of the Royal Academy of Music, of which Sor was founding “Honorary 

Member”, there were five proposals submitted to the Philharmonic Society, including those 

of Burney and Potter, which were aimed at establishing a school of music modelled on the 

Italian conservatories in Naples and Venice.224  

The Philharmonic Society, as the pre-eminent group of professional musicians of the 

time, was caught completely by surprise “…in the final stages of drafting a proposal for a 

conservatory when it was pre-empted by the Academy’s founders—a group composed 

entirely of a few wealthy amateurs—who presented the Academy as a fait accompli.”225 Lord 

Burghersh, to whose wife Sor had dedicated his Three Italian Arietts, 3rd Set, wasted no time 

in gaining Royal patronage for his competing plan and immediately proposed the 

establishment of a Royal Academy of Music: 

…at a meeting of noblemen and gentlemen held at the Thatched House Tavern on 5 July 
1822. The proposal meeting with approval, at a second meeting, on 12 July, rules and 
regulations were drawn up, and a committee was appointed to carry out the undertaking. 
…In November [1822] a house, in No. 4 Tenterden Street, Hanover Square, was taken for 
the new school, but the opening was deferred until March 1823.226 

Burghersh pre-empted the 13 April 1822 proposals before the Philharmonic Society by 

gaining the support of amateur musicians in the nobility and having the ear of the King and 

saw to it that: “…on July 12, the rules were accepted. A sub-committee was appointed to 

form the new Academy and to nominate a Principal and other Professors.”227  

The task of forming the Academy was in the hands of a sub-committee from that day on. 

The founding meeting of the promoters took place on 5 July 1822, organised by John Fane 

and Lord Burghersh,228 and the announcement of the founding of the Royal Academy of 

Music appeared as a fait accompli in The Morning Post on 15 July 1822. The “Honorary 

Members” Jeffery mentions in a list “from late 1822”229 probably included supporters of the 

proposal at the founding meeting, who were later honoured by the sub-committee. This 

means Sor could easily have left London (just as Lord Burghersh did) right after the meeting 

                                                 
224 See Jamie Croy Kassler, ‘Burney's "Sketch of a Plan for a Public Music-School"’, The Musical Quarterly, vol. 58/2, 
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229 Jeffery, Fernando Sor…, 1994, p. 71. 
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of 12 July 1822 and still have appeared in various lists. Sor not seem to have been involved in 

staff appointments and other practicalities announced in August 1822 The Morning Post.230  

Sor left London for Russia at the very height of his fame and influence. Cendrillon had 

just opened at the King’s Theatre on 26 March 1822 and the one act version of the ballet 

Alphonse et Leonore ou l’Amant Peintre was in preparation for its première on 19 June 1823 

also at the King’s Theatre.231 Jeffery says the main reasons for his departure had to do with 

Félicité Hullin’s invitation to go to Russia and her examination in Paris. That she was a 

capable and ambitious career woman emerges from Sor’s description in a letter to Albert 

Decombe from Russia, which Jeffery dates at ca. December 1824, that reads:  

…[S]ince my Félicité began the career of putting on ballets and of choreographing them, 
I have had occasion to compose several. She has just rearranged the subject on which 
Anatole made a ballet in London in one act, and has distributed it into three acts; and 
when the administration finds that the takings are diminishing, she has recourse to her 
ballet, as she would to Cendrillon if, after having performed it all last winter she was not 
now reserving it for the opening of the new theatre which is magnificent.232 

Sor had his own reasons for suddenly leaving London, which were connected with his 

financial position as a result of losses in the failure of the speculative building venture to 

renovate the Argyll Rooms, a loss that amounted to at least £1800 (about £126,428.26 in 

today’s money).233 I do not know whether Sor or his fellow speculators had debts after the 

buy-out of the shareholders, by Thomas Welsh and William Hawes, in 1822. I suggest that 

Sor left London after 12 July 1822 to arrive in Paris in time for his wife’s audition on 21 

September 1822. In March 1823 the Harmonicon reported him playing a concert in Paris in 

February 1823.234 Félicité Hullin “made her official debut at the Paris Opera” on 5 February 

1823,235 and Sor surely supported her in his role as her new husband. In the ‘Sor’ article he 

says he attended the first performance of Cendrillon at the Académie royale de musique on 3 

March 1823.236 

                                                 
230 Golding, ‘The Founding of the RAM’, 1972, p. 657. One cannot help speculating that history of guitar tuition would have 
been transformed had Sor remained as a teacher at the Royal Academy, which he clearly had both the contacts and support 
to have done. 
231 Jeffery, Fernando Sor…, 1994, p. 71. 
232 Quoted from Jeffery, Fernando Sor…, 1994, pp. 78–81, which has a facsimile of the letter and a translation by him. 
233 As discussed in Chapter 5, ‘Sor’s London Concerts’. 
234 Jeffery, Fernando Sor…, 1994, p. 76. 
235 Jeffery, Fernando Sor…, 1994, p. 66. 
236 « Sor partit de Londres pour aller en Russie. A son passage il trouva Cendrillon en répétition au grand opéra, et avant de 
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Sor’s Journey from Paris to Russia 
The reason it is important to try to establish when Sor left for Russia is because, while he was 

in Paris, he personally supervised and corrected a number of the Meissonnier editions, giving 

these editions greater authority than the unsupervised editions. We know that he left Paris for 

Russia with Félicité, Caroline and Joseph Richard, their arrival being reported in Warsaw on 

12 October 1823, the reporter mentioning that Sor had played for the King of France. Hullin 

and Richard’s performances, scheduled for “a few days before 15 October”, took place on 15, 

19, 21 and 22 October, with Sor played a solo concert at which Caroline sang.237 Jeffery 

suggests that on the way to Berlin they stopped in Bonn to see Simrock, who published Sor’s 

music in 1824–1825; more plausible is his suggestion that they stopped in Leipzig where 

Peters listed Sor’s second set of Three Italian Duets in September 1823.238 Therefore Sor and 

his party were in Paris on 3 March and arrived in Warsaw, seven months later, sometime 

before 12 October 1823. In addition to the traces of their journey discovered by Jeffery before 

1977, we have only the ‘Sor’ article, which only mentions Berlin and Potsdam (14 miles 

away). This negligible evidence makes it worthwhile to explore how long might have taken a 

party of four to get to Moscow in 1823. 

The route from Paris would have been similar to one of those recommended by Mariana 

Starke in her Travels in Europe, of which I have the 1836 ninth edition with directions for 

going to Russia.239 Her recommended route would have taken them from Paris, through 

Frankfurt am Main via Leipzig to Berlin—not via Bonn, which Jeffery says is the direct 

route.240 To give us an idea of the time involved, Starke estimates Paris to Frankfurt am Main 

at 73 French Posts (approximately 365 English miles), which on a Michelin Road map today 

is given as 368 miles—almost exactly the same. Other modern road distances are, however, 

considerably shorter: so the journey from Moscow to St. Petersburg is given by Starke as 728 

versts (or approximately 520 English miles)—while today this is 440 miles on much better 

roads. In 1836 Starke describes the road from Berlin to St. Petersburg as good. She calculates 

the distance at 1131 miles (110.5 Posts + 830 versts), giving a journey of about 1072 miles 

today. She estimates that “persons travelling by post may accomplish this journey in twelve 

                                                 
237 These sources, found by Józef Powrozniak, are quoted in Jeffery, Fernando Sor…, 1994, p. 77. 
238 Jeffery, Fernando Sor…, 1994, p. 76. 
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days without difficulty”.241 This gives an average of almost 100 miles per day for twelve 

days. Sor’s likely route from Paris to Frankfurt am Main (368 miles), Frankfurt to Leipzig 

(240 miles), Leipzig to Berlin (122 miles), Berlin to Warsaw (360 miles) and Warsaw to 

Moscow (780 miles), for a total of 1870 miles or nineteen days of solid travel. Some of the 

roads Sor was travelling in 1823 may well have been worse than those that Starke found in 

1836, increasing this time by some days. It is also likely that his party would have been well 

pleased to break the journey along the way. Working backwards from Warsaw on 12 October 

1823 and calculating the journey in days, we can estimate that they took about four days to 

travel from Berlin to Warsaw, with some time elapsing in Berlin. From Berlin back to 

Leipzig is a journey of only a day or two, and it was here that Sor sold music to Peters that 

was listed in September 1823. The journey from Paris to Leipzig would have taken about a 

week. The earliest date of departure is right after the Cendrillon première on 3 March 1823.  

Jeffery’s suggestion that Sor acted as an agent for Meissonnier in Leipzig, by selling the 

latter’s inferior edition of his Op. 9 to Peters, is implausible. This work was listed by Peters in 

1824, which is too late for Sor to have been involved anyway.242 He would not have offered 

this mangled version of this work to another publisher, especially give that on his return to 

Paris, he compelled Meissonnier to retract that edition and re-issue a new corrected edition. 

Sor would rather have sold a manuscript copy, or a hand-corrected London edition instead, so 

Peters must have obtained his copy from Meissonnier. Jeffery’s view that he sold the fifth set 

of Three Italian Arietts to Peters on the journey to Russia is also questionable, since Jeffery 

himself records it as listed in 1828,243when Sor may himself have sold the work to Peters 

from Paris. It is, however, possible that he needed money along the way, and may have sold 

Peters the second set of his Three Italian Duets, listed there in September 1823.244 The Peters 

edition would have taken some time to engrave, suggesting Sor passed through Leipzig in 

July or August, just leaving enough time for the listing of the edition in September 1823.  

Leipzig and Warsaw are not mentioned in the Ledhuy version of the ‘Mémoires de Sor’ 

and how long the party spent in Berlin is not known. Sor’s account is limited (possibly by 

Ledhuy) to two sentences: the second refers to his meeting with Spontini and the first says: 

“In Berlin he composed the music for two pas de danse, one for the King’s theatre and the 
                                                 
241 Starke, Travels…, 1836, p. 548. The route is given on pp. 547–548. 
242 Jeffery’s ‘Catalogue Of Works’ says: “Listed in Hofmeister in 1824”. Jeffery, Fernando Sor…, 1994, p. 153. Jeffery says 
this was “probably arranged on this same trip”, p. 76. 
243 Listed in Whistling 1828, quoted in Jeffery, Fernando Sor…, 1994, p. 182. 
244 Jeffery, Fernando Sor…, 1994, p. 183: “Intelligenzblatt in Allgemeine musikalishce Zeitung, Leipzig, 1823”. I have not 
seen or compared the two editions; the first is not listed in Jeffery’s ‘Catalogue Of Works’. Sor may have remained there 
long enough to do the corrections, although a publication date before September does not support this. 
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other for the theatre at the palace of San Souci in Potsdam”.245 This would have been before 

12 September 1823, when they arrived in Warsaw. Jeffery has speculated that these are the 

works mentioned in Sor’s letter to Albert dated December 1824, enclosing music for a pas de 

deux and a pas de trios, and a lithograph of Félicité, possibly from the publicity for the 1824 

production of Cendrillon.246 The fact that Sor had time to compose in Berlin and travel to 

Potsdam for a commission suggests they were there for quite some time—possibly from July 

through to the end of September 1823—leaving four days to travel from Berlin to Warsaw in 

time for the announcement of their recent arrival on 12 October 1823.247  

Also unlikely is Jeffery’s idea that Sor visited Simrock on his way from Paris to Berlin. 

Mariana Starke does not mention a route from Berlin to Paris that passes “…near Bonn”, 248, 

but the route to Amsterdam includes roads to Paris that can easily be worked out from her 

existing routes. A visit to Bonn would have involved a detour to Leipzig to sell music to 

Peters, which could just as well have been sold to Simrock, but was not. Jeffery uses Deutsch 

to say the “…Simrock editions of Sor’s works can be dated by their plate numbers… [which] 

show that …[he] published all at once in about 1824–25…”,249 most being taken from 

Meissonnier’s first edition of the Collection complète (which had nothing to do with Sor). 

The only one who stood to profit from the sale of his works to Simrock was Meissonnier. Sor 

had no copyright claim to any of these editions, so why would he agree to act as an agent for 

Meissonnier? The Bonn visit might rather have occurred when Sor returned to Paris from 

Russia, when he had a reason to visit Simrock: to try and negotiate international publication 

of his forthcoming Méthode pour la Guitare that he must by then have been planning. 

Sor in Russia 
In his initial research for his Sor biography published in 1977, Brian Jeffery was faced with 

the challenge of the Russian language and institutions.250 He had access to notes made by 

André Verdier251 from the V. P. Mashkevich manuscript written “in the 1950s”,252 which are 

                                                 
245 ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, 
translated Jeffery and quoted in Fernando Sor…, 1994, p. 77. 
246 This is more than a year after he composed them, suggesting that these may have been two new pas de danses. Jeffery, 
Fernando Sor…, 1994, p. 78. 
247 The references given by Jeffery come from the Kurier Warszawski (Warsaw Courier), Sunday 12 October, Thursday 16 
October, Monday 20 October and Thursday 23 October 1823 see Jeffery, Fernando Sor…, 1994, pp. 77–78. 
248 Jeffery, Fernando Sor…, 1994, p. 76. 
249 Jeffery, Fernando Sor…, 1994, p. 148. 
250 In Ophee, ‘Brian Jeffery’s Fernando Sor Composer and Guitarist, A critical review…’, Guitar and Lute Issues, accessed 
28 January 2006.  
251 These were obtained by Jeffery from Mme André Verdier. Jeffery, Fernando Sor…, 1994, p. 76. 
252 Jeffery, Fernando Sor…, 1994, p. 75. 
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now in the Mashkevich Fond at the Glinka Museum in Moscow. Scholars interested in Sor 

had to wait for an interested reader of Russian to examine these sources, which Jeffery was 

not (and which few of us are). This eventually fell to Matanya Ophee, whose article 

‘Fernando Sor and the Russians’ appeared in 2002.253 He refers to information on Sor in the 

15,000 pages of manuscripts on the guitar by Mashkevich, and is critical of Jeffery, pointing 

out that non-readers of Russian could have consulted the following sources in 1977:  

…Boris Volman’s book Gitara v Rossii (The Guitar in Russia), [was] published in 
Leningrad in 1961. I purchased a copy at the Kamkin Bookstore in New York in 1976. 
The book was even summarized in two consecutive articles by Volman himself in the 
same French magazine in 1968. (No. 60-61). Moreover, an English version of the 
relevant portion of Volman’s book, titled ‘Sor In Russia’ was published in the English 
magazine Guitar News in its March/April, 1962 (No. 64), page 17. The entry was 
translated by Alexei Chesnakov.254  

I have not been able to consult these sources either. On the other hand, the sequence of events 

in Russia in the ‘Mémoires de Sor’, as truncated by Ledhuy, have proved completely reliable, 

if fragmentary, and deserve to be studied very carefully. Any assessment of the dates also 

needs to take account of the Julian calendar used in Russia and the Gregorian calendar used 

in most European countries since the papal bull of February 1582. Between 1800 and 1900 

twelve days need to Julian calendar dates in Russia to harmonise with Gregorian dates in 

Europe.255 Some authors do this and others do not. Mistakes are easily made. 

Ledhuy’s account of Sor’s Russian period begins: 

In Moscow, Sor was swiftly introduced into the most distinguished society. In a country 
where music is pursued to a high degree of perfection they appreciated his talent. His 
guitar made a very great impression. They were amazed to see him play with an equal 
facility, in all the keys, with one string fewer than was on Russian guitars, whose open 
strings formed a perfect major chord on G; in this way when one plays a barré at any fret 
one always finds a chord.256 

André Verdier’s notes quoted by Jeffery say the party arrived in November 1823.257 Ophee 

does not confirm or deny this. Corroboration of Sor’s first statement is from Sergei V. 

                                                 
253 Matanya Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 81–105. 
254 Ophee, ‘Brian Jeffery’s Fernando Sor Composer and Guitarist, A critical review…’, Guitar and Lute Issues, accessed 28 
January 2006. 
255 “The discrepancy between Julian and Gregorian calendars was …twelve days from 29 February/12 March 1800 to 28 
February/ 12 March 1900…”, for a full explanation see ‘Old and New Style’in R. M. Ritter, editor and compiler, The Oxford 
Style Manual, Oxford: Oxford University Press, 2003, p.185. 
256 « A Moscow, Sor fut introduit promptement dans les sociétés les plus distinguées. Dans un pays où la musique est 
poussée à un haut degré de perfection on apprécia son talent. Sa guitare produisit le plus grand effet. On s'étonnait de le voir 
jouer avec une égale facilité, dans tous les tons, avec une corde de moins que sur les guitares russes, dont les cordes à vide 
forment un accord parfait appuyé sur la quinte; ainsi lorsqu'on barre à une touche quelconque on trouve toujours un accord. » 
‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 166a. 
257 Jeffery, Fernando Sor…, 1994, p. 76. 
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Yashkul: “Sor was a frequent guest in various houses of the nobility where he often played 

the guitar”.258 The second statement Sor made about his playing having made a great 

impression is supported by the first letter of A. la. Bulgakov mentioning his appearance at the 

house of Prince Nikolai Sergeevich Gagarin on 6 December 1823. Yashkul seems to give 

dates as they appear in the source, so this Julian calendar date is equivalent to the Gregorian 

calendar date of 18 December 1823: 

After dinner I heard the guitarist Sor. What a Talent! The guitar was made to sound like a 
harp, a harmonica, a mandolin, even like trumpets. Sometimes you had the impression 
that two guitars were being played. He plays the melody together with the 
accompaniment. With superb taste. I was so engrossed with his playing that I almost 
missed my beloved “Cenerentola,” which I so love the beginning of…259 

In this Russian source we have another description of Sor’s part-writing approach and his 

imitation of orchestral instruments on the guitar (as mentions in his Méthode). His tasteful 

playing is also described, but it is notable that his description of impressing them with his 

facility in “all the keys” is not confirmed.  

Jeffery, following André Vernier’s notes, says: “Hullin arrived in Moscow in November 

1823, where she danced on 9, 13 and 15 December in the ballet Amour et Psyché”.260 Sor 

probably arranged the music as a member of a professional partnership with himself as the 

composer and arranger, Félicité Hullin as dancer and choreographer and Joseph Richard as 

the male lead. It is not clear whether either Jeffery or Vernier used Gregorian dates. Sor also 

played the guitar when he had the opportunity, performing for Prince Nikolai Gagarin on 6 

December 1823 (Gregorian: 18 December 1823), this possibly took place after the above 

ballet performances—such are the dating difficulties. Ophee does not discuss this concert.  

The second letter by A. la. Bulgakov is less enthusiastic about the performance, which 

took place at the house of Golokhvastov on 20 January 1824 (Gregorian: 1 February 1824): 

“Last night Sor, the husband of the Parisian ballerina Hullin, played the guitar and sang. He 

sings unenviably, but plays well.”261 The third letter, to an unknown person, has no date and 

simply says: “There will be Sor and music”.262 Finally, Sor’s own account of the Russian 

                                                 
258 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 85. 
259 Letter from A. la. Bulgakov dated 7 December 1823 in Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre 
Fernando Sor/Sor Studies, 2002, p. 85. The name of the Prince is given by Ophee. The date appears to be the one shown the 
letter, which would need to be adjusted. Ophee does not say whether or not he or Sergei Yashkul converted these dates to 
harmonise with the Gregorian calendar. 
260 Jeffery, Fernando Sor…, 1994, p. 76. 
261 Letter from A. la. Bulgakov dated 21 January (2 February) 1824 in Ophee, ‘Fernando Sor and the Russians’ in Gásser, 
Estudios sobre Fernando Sor/Sor Studies, 2002, p. 85. 
262 I assume this letter is from A. la. Bulgakov. Ophee is not clear that it was he who wrote of the concert at the house of V. 
A. Zhukovsky. The letter is not dated. 
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guitar (given above) is sufficiently detailed to show that he heard it played, probably by 

Mikhail Vyssotsky, and tinkered with one to establish its tuning: D, G, B, d, g, b, d1. Ophee 

records the first Russian mention of Sor in 1854 by Mikhail Stakhovich, who studied the 

seven-string Russian guitar with Vyssotsky.263 He finds no evidence to support the “tall-

tale”264 of Sor smashing his guitar in despair after hearing Vyssotsky play. 

Ledhuy’s paraphrase in the ‘Sor’ article in confirmation of this, reads: “The ballet 

Cendrillon was put on in Moscow; soon afterwards they performed l’Amant peintre, recast 

and apportioned into three acts instead of one.”265 From a table by T. V. Korzhebiants dated 

1986, Ophee identifies the performance of Cendrillon in Moscow, premièred on 31 January 

1824, at Pashkov’s private theatre.266 He also quotes references found by Yashkul in the 

newspaper Moskovskie Vedomomosti later the same year, on 29 November 1824 (Gregorian: 

11 December 1824), announcing the première of an expanded three act version of Sor’s ballet 

Alphonse et Léonore ou l’Amant Peintre at the Small Theatre on 30 November 1824 

(Gregorian: 12 December 1824).267 This was followed by announcements on 1 and 9 

December (Gregorian: 13 and 21 December) of the performance on 18 December 1824 

(Gregorian: 30 December 1824).268 This second source also included the information: “Mr. 

Amatov will play on the violin a work composed for him by Mr. Sor…”.269 This is quoted 

without comment from Ophee. If this was a ballet concert with orchestral accompaniment, it 

suggests the violin work was concerted. Josep Dolcet also does not mention this reference in 

his article (in the same volume as the Ophee article),270 but he considers the violin concerto to 

be a youthful work,271 raising the question of whether it was reworked by Sor in Russia?  

The ‘Sor’ article says nothing about the later performances of Cendrillon, omitting, for 

example, the performance at the Bolshoi theatre in Moscow on 6 January 1825 (Gregorian: 

                                                 
263 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, discussed in detail in 
the section ‘Sor and Vyssotsky’, pp. 82–86. 
264 Ophee says the Russian “anekdot” has this sense. Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre 
Fernando Sor/Sor Studies, 2002, p. 82, note 5. 
265 « Le ballet de Cendrillon fut joué à Moscow; bientôt après on exécuta l'Amant peintre, refondu et distribué en trois actes 
au lieu d'un. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 
1835, p. 166a. 
266 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 86. Modern 
source, it is not known whether this requires the Gregorian adjustment to 12 February 1824. 
267 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 87.  
268 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 87.  
269 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 87. 
270 Manuscript in the collection of Abel Nágythothy-Toth. See Dolcet, ‘El concierto par violín…’ in Gásser, Estudios sobre 
Fernando Sor/Sor Studies, 2002, pp. 239–250. 
271 Dolcet, ‘El concierto par violín…’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 249–250. 
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18 January 1825).272 In total, Ophee (quoting Yashkul) finds performances on 6 and 7 

January (Gregorian: 18 and 19 January), 4 February (16 February), 24 and 28 April (6 and 10 

May) and 23 May 1825 (4 June 1825).273 He mentions an unknown divertissement ballet with 

music by Sor listed in table by T. V. Korzhebiants dated 1986:  

October 29, 1825, Gulian’e v okruzhnosty Parizha, [A Promendae in the Environs of 
Paris] a divertissement produced by F. V. Hullin-Sor and J. Richard, music by F. Sor, D. 
F. E. Auber and others, Moscow [no theatre mentioned].274  

This would have consisted of arrangements by Sor of his own music or that of others. 

Ledhuy moves Sor’s account on to St. Petersburg, which he visited more than once, 

giving the following account of his dealings with the imperial family in paraphrase,:  

During one of his journeys to Saint Petersburg, Sor was summoned to the house of the 
dowager empress, where he found himself at a reunion for the whole imperial family. 
There he was heard with success. Some days afterwards he played at the home of the 
empress Elizabeth who conferred such tokens of benevolence on him that Sor believed 
his future to be assured, but at the moment when the artist was about to reach a position 
worthy of himself and his patroness, a short time after the emperor she died.275 

Sor’s guitar playing before the whole imperial family, followed by private concerts for the 

empress, must all have taken place before 5 October 1825, when Alexander I and his wife 

Elizabeth were in Taganrog (where he later died); she was sickly and died returning from 

there on 16 May 1826.276 Sor, ever on the lookout for patronage, once again had his plans 

thwarted by the death of his patron, as had happened with the Duchess of Alba in Madrid.  

The death of emperor Alexander I is complicated by much confusion over the dates of his 

death and burial; the coronation of Nicholas and the events surrounding it are equally hard to 

date reliably. Jeffery foreshortens the history by relating Sor’s return to Paris to the death of 

Alexander I, as follows: 

Tsar Nicholas was crowned early in 1826, and Hercule et Omphale formed part of the 
ceremonies of the coronation. The empress Elizabeth died in May 1826. At some time 

                                                 
272 There appears to be a misprint line 7, p. 89, reading “January 6, 1824”, which I assume is “1825”. Ophee, ‘Fernando Sor 
and the Russians’, in Gásser, 2002, p. 89. 
273 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 89. 
274 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 89. Calendar 
adjustments not known. 
275 « Dans un de ses voyages à Saint-Pétersbourg, Sor fut appelé chez l'impératrice mère, où se trouvait réunie toute la 
famille impériale. Il s'y fit entendre avec succès. Quelques jours après, il joua chez l'impératrice Élisabeth qui lui donna des 
marques de bienveillance telles que Sor crut son avenir assuré. Mais au moment où l'artiste allait arriver à une position digne 
de lui et de sa protectrice, celui-ci mourut peu de temps après l'empereur. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, 
edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 166a. 
276 She was Louise Maria Auguste of Baden who took the name Elizabeth Alexeievna in Russia. Gregory Fremont-Barnes, 
editor Encyclopaedia of the Age of Political Revolutions and New Ideologies, 1760–1815, Westport: Greenwood, 2007, pp. 
16–17.  
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after that, Sor left Russia to return to Paris, where he arrived either late in 1826 or early 
in 1827.277 

John King, in the introduction to his edition of Sor’s Marche Funèbre à la mort de S. M. 

l’Empereur Alexandre, which he arranged for two guitars, says Alexander I died childless in 

Taganrog on the Gregorian date of 1 December 1825.278 Ophee quotes Yashkul who says: 

As is well known, Emperor Alexander I died on November 19, 1825. There followed a 
period of nine months of official mourning during which all concerts and public 
spectacles were cancelled, to be staged again in September [1826].279 

This appears to be a Julian date, because 19 November plus twelve days is 1 December.  

Wikipedia’s account is that, on Alexander’s death, the heir to the throne was his second 

brother Constantine, whom Alexander had earlier installed as governor of Poland. He and his 

third brother Nicholas (apparently preferred by Alexander) initially proclaimed each other 

emperor on his death, which was only resolved when Constantine abdicated.280 Nicholas 

claimed his accession on 25 December281 giving rise to the ‘Decembrist revolt’ in St. 

Petersburg, which he put down.282 On 10 January 1826 he ordered Alexander’s embalmed 

body to be removed to St. Petersburg, where it arrived on March 11 and was buried on 25 

March 1826.283  

Sor must have struggled to earn a living during the nine months of mourning from 1 

December 1825 to September 1826, during which time he was asked to compose the funeral 

march: Grande Marche Funèbre Composée Pour les instrumens à Vent exécutée Le 6 et 13 

Mars aux funérailles de’ Alecandre I. de Glorieuse Mémoire Par les Musiciens des Régimens 

Préorajenski et Simeonowski. The military band version has not been found but this title is 

presumed from the title of the piano four-hands version.284 The funeral march could not have 

been requested by the empress Elizabeth,285 who had remained behind in Taganrog after the 

                                                 
277 Jeffery, Fernando Sor…, 1994, p. 82. 
278 Fernando Sor, Fernando Sor Marche Funèbre à la mort de S. M. l’Empereur Alexandre, arranged for two guitars with an 
historical introduction by John King, Columbus, Ohio: Editions Orphée, p. ii. 
279 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 89. 
280 Wikipedia, ‘Nicholas I of Russia’, < http://en.wikipedia.org/wiki/Nicholas_I_of_Russia>, accessed 27 April 2010. 
281 All dates are corrected for the Gregorian calendar by adding 12 days unless otherwise stated.  
282 See Wikipedia, ‘Nicholas I of Russia’, < http://en.wikipedia.org/wiki/Nicholas_I_of_Russia>, accessed 27 April 2010. 
283 Sor, …Marche Funèbre…, edited King, Introduction, p. ii. I understand these dates are corrected Greogorian dates. 
284 This title is assumed on the basis of Sor’s ca. 1826 arrangement: Grande Marche Funèbre Composée Pour les instrumens 
à Vent exécutée Le 6 et 13 Mars aux funérailles de’ Alecandre I. de Glorieuse Mémoire Par les Musiciens des Régimens 
Préobrajenski et Simeonowski et Arrangée quatre mains pour le forte piano par F. Sor Bande militaire. Jeffrey gives the full 
details of the two surviving arrangements by Sor. Jeffery, Fernando Sor…, 1994, p. 173. 
285 She was Louise Maria Auguste of Baden, who took the name Elizabeth Alexeievna in Russia. See Wikipedia, ‘Elizabeth 
Alexeievna (Louise of Baden)’, <http://en.wikipedia.org/wiki/Louise_of_Baden>, accessed 27 April 2010. 
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body of Alexander was taken to St. Petersburg. This is confirmed by Sor, who mentions one 

of the regiments in the title, adding the detail: “The empress Alexandra286 wanted to have this 

march arranged for the piano, and this was to be the occasion to shower the composer with 

presents.”287 The dates 6 and 13 March 1826 mentioned on the title page are Julian calendar 

dates, which correspond to 18 and 25 March 1826. Jeffery says the work was performed at 

“…a funeral in St. Petersburg on 26 March 1826”.288  

Ledhuy’s next extract from the ‘Mémoires de Sor’ reads: “In the period of the coronation 

of Nicholas, Sor returned to Moscow [from St. Petersburg] to assist in these rehearsals of the 

ballet Hercule et Omphale the music of which is, indisputably, his best work.”289 Sor 

therefore left St. Petersburg for Moscow after 25 March 1826. It seems that he was in St. 

Petersburg without Félicité, suggesting that the unwinding of their marriage had begun. A 

Russian book on John Field mentions him playing the guitar in a benefit in October 1826: 

Mr. Panin is known for his talents in music. Several Moscow music lovers and 
enthusiasts had agreed to give a concert for the benefit of [this] sick sufferer (Panin). Mr. 
Field and Count Mariol played on the piano, Mr. Amatov on the violin and Mr. Sor on 
the guitar…”.290 

This must have been after the nine month period of mourning ending in September 1826, 

banning “all concerts and public spectacles”.291 During this time Sor returned to help with 

rehearsals for Hercule et Omphale, which were obviously permitted, but probably had few, if 

any, professional engagements between the funeral in March and the coronation of Nicholas 

on 3 September 1826.292 His ballet was one of the works included in celebrations following 

                                                 
286 She was Frederica Louise Charlotte Wilhelmina of Prussia, who was known as Alexandra Feodorovna in Russia. (See 
Wikipedia, ‘Alexandra Feodorovna (Charlotte of Prussia)’ 
<http://en.wikipedia.org/wiki/Alexandra_Fyodorovna_(Charlotte_of_Prussia)>, accessed 27 April 2010. 
287 « L'impératrice Alexandrine voulut avoir cette marche arrangée pour le piano, et ce fut une occasion de combler l'auteur 
de présents. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 
1835, p. 166a–b. 
288 Jeffery, Fernando Sor…, 1994, p. 81. 
289 « A l'époque du couronnement de Nicolas, Sor retourna à Moscow pour assister aux répétitions du ballet d'Hercule et 
Omphale, dont la musique est, sans contredit, son meilleur ouvrage.… » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, 
edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 166b. 
290 Translated Ophee in Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 
p. 87. The book about John Field is cited as [?] Nikolaev, John Field, Moscow: 1976. 
291 Mentioned by Yashkul in Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 
2002, p. 89. 
292 This date is confirmed by Tommaso Bernetti, who went to Russia for the coronation (which he was unable to attend) as 
the official representative of the Catholic Church. Salvador Miranda writes: “Tommaso Bernetti (1779–1852) …Governor of 
Rome and vice-camerlengo of the Holy Roman Church, June 7, 1820 until October 2, 1826. Extraordinary ambassador to the 
coronation of Czar Nicholas I of Russia, 1826; he left Rome on June 13, 1826 and in Ferrara joined Cardinal Tommaso 
Arezzo, the last representative of the Holy See in Russia; met with Prince Klemens Metternich in Vienna, but was not able to 
attend the coronation in Moscow on September 3, 1826; he was received by the Czar in Moscow on August 7 and in Saint 
Petersburg on October 22…”. Salvador Miranda, ‘The Cardinals of the Holy Roman Church: Biographical Dictionary, Pope 
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the coronation, its first performance taking place on the Julian date of 28 October 1826 that 

appears in the Moskovsie Vedomosti newspaper.293 Jeffery gives this same date, but this ought 

to have been adjusted to 9 November 1826 to allow for the Gregorian calendar.294  

Sor does not mention (at least in the passages paraphrased by Ledhuy) that he attended 

the premiere of Hercule et Omphale in Moscow, instead discussing only his return to Paris 

(probably on his own with Caroline) and the fact that he heard its overture played in Berlin: 

The Overture of this ballet caused a sensation in Germany, because it is written in fugue 
or imitation, and conscientiously worked out, without the correctness of the work 
harming the clarity or the charm of the melody.295 

This assessment sounds like a quotation from a Berlin review that has yet to be found, which 

must have appeared after the Julian 28 October 1826 date (Gregorian: 9 November 1826). 

Sor’s second visit to Berlin was clearly more successful than his first visit, the performance 

of his overture probably taking place on the strength of its success at the Bolshoi, and his 

reputation as a guitarist at Imperial Court in Russia, who composed the funeral march for the 

Tsar. This makes it surprising that there is apparently no record of Sor in Berlin newspapers 

of that time. 

It would be surprising if Sor did not attend the first performance of Hercule et Omphale 

on 28 October 1826 date (Gregorian: 9 November 1826). If he left the following day, this 

would have entailed travelling at the beginning of the Russian winter. The journey to Paris 

took nineteen days of solid travel that would not have been any shorter by a different route, 

so the earliest date of arrival, with no stops, was 29 November 1826 (Julian: 17 November 

1826). The Moscow to Berlin leg would have taken about a week, depending on weather and 

the roads, with some additional days in Berlin to hear his overture there. Berlin to Paris via 

Bonn is a journey of 380 miles on modern roads taking the remaining twelve days, described 

by Mariana Starke in her “Route from Berlin… to Amsterdam”.296 They may have stopped 

for a day or two in Bonn for Sor to see Simrock in Bonn (as mentioned above) to negotiate 

simultaneous publication of his forthcoming Méthode pour la Guitare. Such an arrangement 

                                                                                                                                                        
Leo XII (1823-1829), Consistory of October 2, 1826, (VI)’ Florida International University website: 
<http://www.fiu.edu/~mirandas/bios1826-ii.htm>, accessed 8 January 2007. 
293 Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 87. Neither 
Yashkul nor Ophee appear to have adjusted these Julian dates for the Gregorian calendar. 
294 Jeffery, Fernando Sor…, 1994, p. 82. 
295 « L'ouverture de ce ballet fit sensation en Allemagne, parce qu'elle est traitée en fugue ou imitation, et 
consciencieusement élaborée, sans que la correction du travail nuise à la clarté ni au charme de la mélodie. » ‘Mémoires de 
Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 166b. 
296 Route via Brandenburg, Magdeburg, Halberstadt and Hidesheim, where it would have been possible to turn South to 
Paderborn continuing via Cologne to Bonn, in Starke, Travels…, 1836, p. 640. 
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requires the international cooperation of the publishers to facilitate synchronised registration 

of an edition in several jurisdictions on the same day. Sor’s attempts to negotiate this may 

account for the time it took to get the work published after the prospectus appeared in the 

Bibliographie de la France on 24 May 1828.297 He did not succeed in retaining the rights to 

the work outside France, however, the 1830 Paris edition imprint indicating that Simrock had 

purchased all the rights to his parallel German/French edition issued before June 1831;298 the 

copy subsequently given to Aguado has an addition in Sor’s hand showing Johanning and 

Whatmore to hold the English rights, which they must have on-sold to Cocks and Co., who 

finally published their English translation in ca. 1832.  

On 6 December 1826, in the Journal général d’annonce, Meissonnier announced a new 

edition of his Collection Complète that was to be “corrected and fingered by the author”, and 

sold with an accompanying portrait of the composer.299 The portrait and the complexity of the 

agreed revisions suggest he returned in time to negotiate this in person but the advertisement 

would have been submitted time before publication, leaving little chance, unless he left 

Moscow before the première of Hercule et Omphale, that he could have returned in time. If 

Sor and Caroline (without Félicité) left Moscow before the première on 9 November 1826,300 

as its omission from the ‘Sor’ article suggests, the nineteen-day journey from Russia to Paris 

could have been accomplished with time to arrange and attend a performance of his overture 

in Berlin, see Simrock in Bonn, and still arrive in Paris in November 1826, in time to submit 

Meissonnier’s 6 December 1826 advance notice in the Journal général d’annonce. 301 If this 

was done by correspondence from Russia, of which there is no evidence, then this was an 

agreement in principle for which the finer details had yet to be agreed.  

In my analysis of Meissonnier’s plate numbers in Chapter 13, Dating Meissonnier’s Sor 

Plates, I argue that the withdrawal of the Introduction et variations sur un Thême de Mozart 

Op. 9 and the reissue of the revised Variations Brillantes as the new Op. 9, in addition to the 

substitution of plates in the Cinquième Divertissement très Facile Op. 23 and the alterations 

to the Sonate Op. 15(b), were all pre-conditions that were set by Sor in return for agreeing to 

an author’s revision of his collected works. Additions and corrections to the plates were 

probably begun under Sor’s personal supervision in December 1826. This is especially 

                                                 
297 Bibliographie de la France, Dix-septième Année (31e de la Collection.) (No 21.) samedi 24 mai 1828, p. 385. 
298 Jeffery, Fernando Sor…, 1994, pp. 186–187. 
299 Entry 5205, Journal général d’annonce, IIe Année, No. 97, mercredi 6 décembre, 1826. 
300 The Julian calendar date of 28 October 1826 adjusted forward by twelve days. 
301 Entry 5205, Journal général d’annonce, IIe Année, No. 97, mercredi 6 décembre 1826. 
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obvious in the revised Op. 9 Variations Brillantes, which Meissonnier describes as a new 

edition augmented by the author. This edition was announced on 21 February 1827 in the 

Journal général d’annonce,302 the reissue coinciding with Sor’s performance of the work at 

Aguado’s concert at l’Ecole Royale de Musique in Paris, as mentioned on the ornamentally 

engraved title page. 303 Meissonnier finished engraving the plates before this concert. This 

whole complex of events: the concert, the new revised edition, the immanent publication of 

an author’s revision of the Collection complete and the lithograph of Sor, are hallmarks of a 

carefully organised marketing strategy, devised by Meissonnier, in conjunction with Sor, to 

celebrate his return to Paris and to sell more editions of his works.  

Without new information about when Sor actually passed through in Germany on his 

return to Paris, it seems he either left Moscow before the première of Hercule et Omphale on 

9 November 1826,304 or he left after that, arriving in Paris after the announcement of an 

author’s revision of Collection complète on 6 December 1826,305 in which case the editorial 

changes to his editions, and to individual plates, were agreed to by Meissonnier in return for 

Sor’s endorsement. His careful supervision of the ‘revised’ Variations Brillantes [Op. 9] and 

the engraving of the plates timed to coincide with Aguado’s concert of 21 February 1827, 

make it unlikely that he arrived in Paris any later than December 1826. Other editions 

published by Meissonnier also show signs of his supervision as discussed in my Chapter 13.  

Félicité Hullin remained in Moscow to dance in Hercule et Omphale. When she returned 

to dance in Paris on 2 May 1827,306 she may have been hoping to stay with Sor. As nothing 

eventuated in Paris it seems, aside from any personal reasons, that her and Sor’s professional 

lives had diverged. The prospect of a successful career in Moscow lay before her, while his 

future lay in Paris and in a possible return to Spain, for it was from Russia in 1825 that Sor 

petitioned the Vatican: “…for a decoration or admission to the Espuela de Oro, in view of 

using it to help him in his petition to Fernando VII for a permission to return to Spain.”307  

                                                 
302 Entry 79, Journal général d’annonce, IIIe Année, No. 15, mercredi 21 février 1827. Jeffery does not appear to be aware of 
this date, suggesting instead “Late 1826 or early 1827”, Jeffery, Fernando Sor…, 1994, p. 85. 
303 Title page of the corrected edition plate 460 is titled ‘Variations Brillantes sur un Air Favori de Mozart de l’Opéra : la 
Flûte Enchantée (O Cara armonia)… Op. 9. …Nouvelle Edition augmentée par l’Auteur…’, Paris: 1828. This was published 
separately and was included in Fernando Sor, Collection complète des œuvres de Ferdinando Sor, Paris: Meissonnier, 1828, 
revised Sor, of which there is a copy in a volume entitled ‘Œuvres de Sor’ in the Spencer Collection, Royal Academy of 
Music, shelf number ‘19c, 2o, SOR, Œuvres de F. Sor.’  
304 Julian date 28 October 1826. 
305 Entry 5205, Journal général d’annonce, IIe Année, No. 97, mercredi 6 décembre 1826. 
306 Jeffery, Fernando Sor…, 1994, p. 82. 
307 Published in ‘Giuseppe Baini i en Ferran Sors’, in Ophee, ‘Fernando Sor and the Russians’ in Gásser, Estudios sobre 
Fernando Sor/Sor Studies, 2002, p. 104, note 68. 
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I will now summarise the dates of Sor’s movements argued for in this chapter, which will 

be used throughout this thesis and especially in the dating and authorisation of his editions: 

 Sor leaves Valencia after the performance of his Cantata for Honorine Suchet’s birthday 

on 26 February 1813,308 travelling to Paris probably to arrive in March 1813.  

 Sor prepares to leave Paris after Napoleon’s escape from Elba on 26 February 1815. On 

20 March, the Hundred Days begin. Fearing conscription, Sor leaves in the first week of 

March 1815, arriving in London a month before the announcement of 15 April 1815.  

 Sor probably leaves London after 12 July 1822, arriving in Paris before 21 September 

1822, in time for his new wife, Félicité Hullin, to dance her ballet examination. They 

remain in Paris for her debut at the Paris Opera on 5 February and attend the première of 

his ballet Cendrillon, on 3 March 1823. Sor, his daughter Caroline, his wife Félicité, and 

her dance partner Joseph Richard remain in Paris, probably leaving between 4 March and 

July or August 1823 bound for Leipzig on the way to Russia. 

 Sor and his entourage stop in Leipzig between March 1823 and July or August 1823, 

where Sor sells Peters the second set of his Three Italian Duets, which are engraved and 

listed by September 1823, departing immediately for Berlin after the sale. 

 In Berlin Sor says he composed “…two pas de danse, one for the King’s theatre and the 

other for the theatre at the palace of San Souci in Potsdam”,309 suggesting they spent 

more time there, either from as early as March to July or August 1823, closer to when 

Peters listed the music in September. They depart in the second week of October 1823.  

 The party arrive in Warsaw shortly before 12 October 1823, where they remain until after 

Sor’s concert on 22 October at which Caroline sang. 

 Sor is in Moscow by November 1823, Félicité and Richard are dancing by the second 

week of December, and Sor plays for Prince Nikolai Gagarin on 18 December 1823, 

when the letter writer, A. la. Bulgakov, describes Sor’s playing and singing.310  

 Sor visits St. Petersburg on more than one occasion, where he plays for the imperial 

family before 5 October 1825.311 She does not return in time to see him, so his Marche 

Funèbre à la mort de S. M. l’Empereur Alexandre must have been commissioned by 

Nicholas I or by his wife, Alexandra Feodorovna, who must have given Sor presents. 

                                                 
308 26 February 1790. 
309 ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, in the 
translation by Jeffery and quoted in Fernando Sor…, 1994, p. 77. 
310 The Julian date in the source is given as 6 December 1823. 
311 This is probably a Gregorian date which, if not, would be 17 October 1825. 
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 The mourning period from 1 December 1825 to 1 September 1826 (Gregorian dates) 

(two days before the coronation of Nicholas) left Sor assisting in rehearsals for Hercule 

et Omphale and able to play only at the benefit concert for the sick Mr. Panin. 

 Sor’s ballet Hercule et Omphale is premièred on 28 October 1826 (9 November 1826 

Gregorian calendar), he and Caroline return to Paris alone either before or after this.  

 Sor stops in Berlin a week after 9 November 1826 (unless he left earlier), and stops in 

Bonn to discuss simultaneous publication of his planned Méthode pour la Guitare. 

 Sor arrives in Paris in time to negotiate with Meissonnier over the revised edition of his 

Collection Complète “corrected and fingered by the author” announced on 6 December 

1826.312  

 Or he arrives slightly later in December, having come to an agreement in principle with 

Meissonnier by correspondence, he negotiates final details and begins his supervision of 

the reissued Variations Brillantes sur un Air Favori de Mozart Op. 9, which is announced 

by Meissonnier on 21 February 1827313 and, having long before arranged to play it at 

Aguado’s concert at l’Ecole Royale de Musique in Paris on that date, given that the 

concert is announced on the title page of that edition. 

 
312 Entry 5205, Journal général d’annonce, IIe Année, No. 97, mercredi 6 décembre 1826. 
313 Entry 79, Journal général d’annonce, IIIe Année, No. 15, mercredi 21 février 1827. 
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3. A Theory Announced 

Rudolph Ackermann (1764–1834) published his magazine entitled The Repository of Arts, 

Literature, Commerce, Manufactures, Fashions, and Politics (hereafter “Ackermann’s 

Repository of Arts…”),1 between 1809 and 1829 from his print-shop in a building called the 

Repository of Arts at 101 Strand, London. The illustration on the previous page shows the 

interior of his shop. It was in this magazine that Sor would announce his theory. Rudolph 

Ackermann produced his magazine, beautifully illustrated with hand-coloured lithographs, 

with the object of both entertaining and informing his readership while keeping them up to 

date with the latest products and ideas of the day. The middle-class readers of the magazine 

could find descriptions of the latest fashions from Paris or the latest in furnishings and 

appointments for the modern home, accompanied by hand-coloured lithographs depicting 

them. In a typical month a reader might find a picture of a modern English country cottage 

with a thatched roof, stone walls and an English country garden that, to us, might look like an 

illustration from the Tales of Peter Rabbit. They might read eye-witness accounts of travels to 

remote and exotic places, receive regular reports from America, or from post-revolutionary 

France; read reviews of the latest musical publication; or even consider the advantages of 

Ackermann’s latest steering mechanism for their cabriolet. From furniture, interior 

decorating, garden and landscape design, to the latest set of Three Italian Arietts by Fernando 

Sor, there was something in the magazine for everyone in the modern middle-class family. 

Written in a chatty, conversational style, Ackermann’s Repository of Arts was the 

prototype that would spawn the worldwide publishing industry of the fashion magazine and 

the multitude of special-interest magazines devoted to popular culture and contemporary life, 

from Architectural Digest to National Geographic and from Gramophone to Car, from 

Vogue to Woman’s Day. Its influence can even be seen today in the radio, television and on 

the internet. As beautiful as this magazine is to us, it was essentially a fashion magazine, not 

a scholarly musical periodical like the Harmonicon. It nevertheless set a reasonably high 

standard in its music reviews, which were clearly written by someone with musical training. 

In February 1820 Fernando Sor’s recently published Six Divertimentos for the Guitar 4th Set, 

                                                 
1 The Repository of Arts, Literature, Commerce, Manufactures, Fashions, and Politics, First Series, 14 vols., London: 
printed for R. Ackermann by L. Harrison, 1809–1815; Second Series, 14 vols., London: R. Ackermann, 1816–1822; Third 
Series, 12 vols., London: R. Ackermann, 1823–1828; Fourth Series, nos. 1–9, London: R. Ackermann, 1829. 
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was deemed fashionable enough for Ackermann’s Repository of Arts….2 The material for this 

review—the guitar music of Fernando Sor—was a departure from the usual editorial policy 

of the magazine, which preferred to review works like Sor’s sets of Three Italian Arietts with 

piano accompaniment that were all the rage at the time and had attracted ecstatic reviews.3 By 

this time Sor had become an acknowledged celebrity in London both as a singing teacher and 

composer of music for voice. This occurred as a result of his imitation of the castrato 

Girolamo Crescentini,4 on 20 July 1816 at the Fulham villa of Mrs. Billington, and repeated 

at the home of the Prince Regent on 21 July 1816.5 The February 1820 review of Sor’s Six 

Divertimentos 4th Set, was probably due to his reputation as the composer of the Three Italian 

Arietts, which had been reviewed thanks to his celebrity as a singer, for his concerts, and the 

willingness of the best singers in London to appear with him.6 The reviewer had just heard, 

and been inspired by, Sor’s guitar playing, so he was interviewed for that reason too. The 

reviewer begins with a declaration of bias: 

If hitherto guitar-music has been considered by us as lying outside of the sphere of our 
critical functions, we candidly plead in our defence, the opinion which our own 
experience had led us to entertain of the limited powers of the instrument; and the 
unimportant nature of the compositions which had come under our cognizance. 7 

The need for this preliminary justification is an indication of both the lowly status of the 

guitar in London and the enormous impact Sor’s playing had on the public. Editorial policy to 

exclude guitar music from review portfolios had been taken because of collective editorial 

“experience” of the guitar as “limited” and its compositions as “unimportant”. The reviewer 

continues: 

It was with this bias that we recently chanced to hear Mr. Sor touch the guitar, and our 
previous prejudice gave way to astonishment and admiration. We will not attempt to 
describe the sensations which the magic of his play excited within us, but our readers 
may form some idea of what we felt, when we state, that this gentleman executed, with 
the greatest precision, and with the deepest expression, scores of five and six distinct 
parts, nay, played fugues of the most complicated texture. How this was done, how it can 

                                                 
2 Review in Ackermann, Repository of Arts…, February 1820 which is quoted in part in the notes to Jeffery, Sor Complete 
Works…, 1982, vol. 2; reproduced in full in Jeffery, Fernando Sor…, 1994, pp. 62–63; and also in Jeffery, The New 
Complete Works, second edition, 2004, vol. 2, p. viii. 
3 According to Brian Jeffery, the “…second to the seventh sets inclusive were all reviewed in the Repository of Arts…”; 
Jeffery, Fernando Sor…, 1994, p. 49. The eighth set, and wrongly named first set (appearing between the eighth and the 
ninth sets) and the ninth and tenth sets, were not reviewed by The Repository of Arts…. The third set was reviewed on 1 
September 1818; the second set on 1 January 1819; the fourth set on 1 April 1819; the fifth set on 1 March and 1 April 1820; 
the sixth set on 1 December 1820; and the seventh set on 1 January 1821. See Jeffery, Complete Italian Arietts…, vol. 1, 
2002, where copies of these reviews are given at pp. xxv–xxxv.  
4 Girolamo Crescentini, born in Urbania, 1762, died in Naples, 1846, see Nicola Lucarelli: ‘Crescentini, Girolamo’, Grove 
Music Online ed. L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 23 November 2005. 
5 Jeffery, Fernando Sor…, 1994, pp. 42 and 46. 
6 Mrs Salmon was on the programme on 24 April 1816 at the Argyll Rooms; Mrs Billington sang on 20 July 1816.  
7 Jeffery, Fernando Sor…, 1994, p. 62. 
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be done, remains at the moment, a matter of wonder to us. We have seen and heard; we 
therefore must believe: otherwise, we own, we should have staked a round sum, that two 
or three guitars had been actively at work at the same time. 8 

This is an ecstatic review. It is also first-hand testimony of the aural impression Sor made in a 

performance on the guitar. Accepting the reviewer’s lack of specialised knowledge of the 

guitar, it is clear that Sor gave a magical performance, his compositions were expressively 

performed, in several distinct parts, reminiscent of a fugue played on more than one guitar at 

a time. The limited knowledge of the reviewer is not enough reason to doubt that Sor played 

with “precision”, “magic” and “the deepest expression”.  

The suspicion that all this is mere romantic hyperbole arises when we come to “…scores 

of five and six distinct parts…” or, not happy with the weight of that description, the reviewer 

writes that Sor “…nay, played fugues of the most complicated texture…”. Guitars did not 

play fugues anywhere in Europe at this time (to the best of my knowledge), so what was this 

reviewer trying to describe? I intend to labour this point here because this is very important if 

we are to understand the remarkable change Sor brought to the guitar world by his playing. 

Absolutely literally, fugues of the kind played on an organ, with subject, answer 

countersubject, stretto and so on is not what the reviewer was trying to find the words to 

describe. I will suggest that the work the reviewer heard was in fact Sor’s Fantaisie in F 

major that Meissonnier published as the Troisième Fantaisie Op. 10. Listen to the Coda and 

see what springs to your mind? Whatever was actually heard, the idea of ‘fugue’ sprang to 

mind, the aural impression being of six strings on the guitar being conceived contrapuntally. 

Sor aimed at achieving just such an effect in his listeners and his compositions make it clear 

that everything in his performances would have been calculated to enhance this perception. 

The reviewer at Sor’s concert heard a texturally complex composition, performed in a way 

that enhanced the contrapuntal aspects of the work, on an instrument totally unsuited to this 

aesthetic purpose.  

It is with some relief, the reviewer says, to discover that these effects were not the 

product of some mysterious art, but the application of a rational system: 

This unrivalled perfection we find, upon inquiry, to be the result of a system at once 
simple and efficient, the fruit of matured experience, and of a diligent inquiry into the 
nature and the capabilities of the instrument. Without this, Mr. Sor’s excellence might 
astonish his contemporaries, like a passing meteor, whose reappearance in the horizon is 
a matter of chance, but with his system, his art is in a manner perpetuated: some of his 

                                                 
8 Jeffery, Fernando Sor…, 1994, p. 62–63. 
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pupils already wield the lyre in a masterly manner, and its unassuming elegance daily 
gains ground in higher circles.9 

This explanation of Sor’s “system” sounds like it was taken from notes of an interview with 

the man himself or with someone close to him. In February 1820, therefore, it became public 

knowledge that Sor described his method of composing for the guitar as based on a “system”. 

There is no further explanation of how this “system” worked or of what it consisted until Sor 

published his Méthode pour la Guitare in 1830. The publications of Castro from 1804, and 

the editions published by Meissonnier from 1815 on, had left guitarists all over Europe trying 

to reconstruct Sor’s “system” solely from the notation of his editions. It was only ten years 

after the review revealed that Sor had a “system”, that he would himself explain what he had 

meant by his announcement. Sor suffered plenty of criticism, but beneath the surface, there 

were guitarists who purchased Sor editions, constructing a market which, by the early 1820s, 

had generated enough demand for a collected edition of Sor’s works to be published by 

Meissonnier in Paris. 

The final paragraph in the review turns to Sor’s latest composition: Six Divertimentos 4th 

Set, as an instance of the application of his “system”. Playing these elementary pieces through 

on the piano (as the reviewer probably did), could have given no indication of the reception 

these pieces received from guitarists of the time. The reviewer’s assessment takes less than a 

third of the available space, stating that the music was of the high standard of the already 

ecstatically reviewed sets of Three Italian Arietts for voice and piano.10 The review is brief 

and to the point:  

Our readers may, in some degree, form a conception of the capabilities of the guitar, by 
an inspection of the six divertimentos which are the subject of the present article. They 
are generally written in three distinct parts, and in keys of very different kinds: the 
harmony is full, and modulation seems in no instance to be pressed or confined by the 
limits which we ourselves had erroneously considered as dictated by the instrument.11 

In the context of Sor’s remarkable playing, the reviewer recognises in the score of the 

Divertimentos an application of his “system”. In general, a non-guitarist or a pianist would 

have had little to quarrel with in the reviewer’s description of the harmony as “full” enough, 

the modulations appearing natural enough without being “pressed or confined” by the 

                                                 
9 Jeffery, Fernando Sor…, 1994, p. 62. 
10 Sor published 11 sets of Three Italian Arietts, 2 sets of Three Italian Duets and one set of Three Canons for Three Voices 
all with pianoforte accompaniment. Reviews of the Three Italian Arietts appeared in Ackermann, Repository of Arts…, with 
the 2nd Set reviewed on 1 January 1819; the 3rd Set on 1 September 1818; the 4th Set on 1 April 1819; the 5th Set on 1 April 
1820; the 6th Set, on 1 December 1820; and seventh set on 1 January 1821. A review of the 6th Set also appeared slightly 
earlier in the London Magazine in July 1820. 
11 Jeffery, Fernando Sor…, 1994, p. 62. 
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“limits” of the instrument. The works are seen as interesting, but lightweight salon pieces 

suited to the mainly amateur readership of Ackermann’s Repository of Arts. Guitarists might 

not have agreed—the reviewer was not a guitarist after all. For non-guitarist readers of the 

magazine, this was an entertaining celebrity anecdote, but any guitarist purchasing the work 

may, at first reading, have been challenged by the unusual keys of B♭, E♭ and C minor; the 

dense part-writing, the high positions, the big left-hand stretches; and the notes that could be 

played in a number of ways, but were left unfingered. Then there were the embellishments, a 

few misprints and wrongly placed fingerings, creating notes that were unplayable, all of 

which would have been quite a challenge in 1820. The score of these simple amateur pieces 

was a departure from how guitar scores ought to look and was also something of a departure 

from how the guitar ought to be played. Even reading the score today raises similar problems.  

In his 1830 Méthode…, Sor would list the sorts of criticisms he suffered in an obliquely 

self-referential passage. The passage below is his parody of an ignorant, opinionated, guitar 

teacher addressing a pupil: 

…A learner will say to him, "I have heard Mr. N. He played a fantasia on the air N—Ah! 
what a pretty piece! I should like to have it; is it published? Should I be able to make it 
out? “Then the answer is quite ready—“Oh! certainly, it must be an excellent piece. He 
has wonderful talent!, but that exceeds all limits; it is a different style; …and it is 
rashness to pretend to play his music. He writes for himself alone, there are continual 
barred notes and deviations, it is no longer within the fingering or powers of the 
instrument. He writes that for the pianoforte, and indeed I do not believe that he plays all 
that he writes: there are a great many notes merely for the eye. However it is a pity that 
he does not give lessons, for he would either tell us how to play them, or we should see 
what notes he omits in performance…”.12 

The trouble with Sor’s Six Divertimentos 4th Set, is that any contemporary player might have 

been forgiven for holding exactly these opinions. Sor prefers not to indicate fingering at all, 

but when he does, he still leaves much to implication. His fingering is modern and 

interesting, but it must be properly understood with misprints eliminated and implications 

identified. Sor’s notation of the fingering must not be thought of as consisting simply of four 

numbers attached to individual notes on the score, as the concept is normally expressed in 

instrumental notation. Some of the prescriptions in his notation like the duration and voicing 

of notes have very specific fingering implications. This introduces implied fingerings as an 

                                                 
12 Sor Method…, translated Merrick, 1832, p. 44, lines 11–18. « …Un écolier lui dira : ‘ J’ai entendu M. N. , il a joué une 
fantaisie sur l'air N. Ah! quel joli morceau ! je voudrais l’avoir , est-il publié? Pourrai-je le déchiffrer?’ Alors la réponse est 
toute prête. ‘ Oh! certes, ce doit être, un morceau excellent ; quel beau talent que le sien ! mais cela sort entièrement des 
bornes ; c'est un autre genre… ; prétendre à jouer sa musique, c'est une témérité. Il écrit pour lui seul, ce sont des barrés et 
des écarts continuels ; ce n'est plus ni dans le doigté ni dans les moyens de l’instrument. Il écrit cela au piano, et même je ne 
crois pas qu'il joue tout ce qu’il écrit ; il y a beaucoup de notes seulement pour l'œil. Cependant c'est dommage qu'il ne 
donne pas de leçons , car ou il nous dirait comment il faut s’y prendre, ou nous verrions quelles sont les notes qu'il supprime 
en jouant’… ». Sor, Méthode…, 1830, p. 78. 
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element in his notation. Sor used a wide vocabulary of techniques like slides, held notes and 

prepared fingers which, because of his preference for a clean score, he seldom indicated. The 

reason for this was the transition, in his lifetime, from guitar tablature to music notation: 

fingering was a step backwards into the secret language of tablature, which the guitar had 

only just jettisoned. In order to examine these issues we need to be as certain as possible that 

Sor’s editions are as close as we can get to what he can be shown to have intended. Misprints 

must be fixed, missing accidentals supplied. Sor’s notation has implications for the fingering.  

Sor’s four sets of Six Divertimentos were published in London between mid-1815 and 18 

December 1819. These sets of six, make a total of twenty-four ‘Divertimentos’, which were 

conceived by him as a single group. The first and second sets entitled “Six / Divertimentos / 

for the / Spanish Guitar…”, were published by Monzani & Hill in 1815, soon after he arrived 

in London.13 He had the third set printed by Rutter & McCarthy between November and 

December 1818 and entered at the Stationer’s Hall on 29 January 1819.14 The fourth set was 

published by Sor as a shareholder in the Regent’s Harmonic Institution and entered at the 

Stationer’s Hall on 18 December 1819, more than a month before the third set.15 The edition 

reviewed in Ackermann’s Repository of Arts in February 1820 was the Six Divertimentos 4th 

Set.16 

Sor had considerable authorial control over his 24 Divertimentos. The first two sets had 

no fingering, which was only added in the third and fourth sets. The engraving must have 

been supervised by Sor, for him to realise the specialist guitar notation he required, as few if 

any London engravers would have been guitarists. This means that Sor’s editions would have 

been expensive to produce. The first set published by Monzani & Hill has the words “1st Set” 

in Sor’s hand on the Guildhall copy, with all legal copies probably signed on the title page by 

                                                 
13 In Jeffery, Fernando Sor…, 1994, p. 57 where the date “probably 1815” is given for the first and second sets. The Notes 
included in Jeffery, Sor Complete Works…, 1982, vol. 1 and in Jeffery, The New Complete Works, first edition, 2001, persist 
in giving this date range as 1813–1815. Sor only arrived in London in March 1815 (a full discussion of this date is to follow) 
and the known copies are signed “F. Sor”, so there is nothing to suggest Sor sent the manuscript to London for publication 
before he arrived there. 
14 Jeffery suggests this date using Neighbour and Tyson, see Jeffery, Fernando Sor…, 1994, pp. 152.  
15 Jeffery, Fernando Sor…, 1994, pp. 154.  
16 First published by The Regent’s Harmonic Institution, a publishing enterprise of which Sor may have been a founding 
member (Jeffery, Fernando Sor…, 1994, p. 59). According to Jeffery it was entered “at the Stationer’s Hall on 18 December 
1819…” (Jeffery, Fernando Sor…, 1994, p. 154). On the same date the third and sixth sets of Three Waltzes for piano duet 
were issued by the same publisher (Jeffery, Fernando Sor…, 1994, p. 58). The Fernando Sor, Six Divertimentos for the 
Guitar by F. Sor 4th Set [Op. 13], London: Regent’s Harmonic Institution, plate 313 (the unauthorised opus number added by 
Meissonnier later), and The Favorite Air–“Oh Cara armonia” from Mozart’s Opera Il Flauto Magico arranged with an 
Introduction and Variations for the Guitar. As Performed by the Author at the Nobilities [sic] Concerts, dedicated to his 
Brother by F. Sor [Op. 9], London: Royal Harmonic Institution, plate 602, were the only two guitar editions to be issued 
under a publishing arrangement with the Regent’s (later Royal) Harmonic Institution. 
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Sor.17 The “2nd Set” (so engraved on the title page), was also published by Monzani & Hill 

and signed by Sor.18 The third set was printed for the author by Rutter & McCarthy, which 

suggests Sor was the publisher; a signed copy apparently exists in the collection of Mary 

Belle Swingle.19 The fourth set is not signed, but was published by The Regent’s Harmonic 

Institution, which was a co-operative in which Sor was a shareholder. In this case, it is likely 

Sor was effectively the publisher with the responsibility for proof-reading; only unsigned 

copies remain of this edition, which was printed by Barrett and Co., suggesting these copies 

were taken off the plates without Sor’s permission, at a later date.20 Monzani & Hill would 

have required Sor to supervise the engraving of his editions and proofread them. Sor’s 

fingering must be considered as much an integral part of the score as the notes, and ought to 

be accorded the same status as other notational marks in these editions. 

The Parisian publisher Antoine Meissonnier also published Sor’s music, making strict 

copies of the London editions, to which he added his own unauthorised opus numbers and 

corrections. Eric Stenstadvold’s article dating Meissonnier’s song editions is the basis for the 

dating offered later in this thesis,21 based on the London first and second sets, Meissonnier’s 

earliest editions of the Six Divertissemens pour la Guitare have the plate numbers 51 and 53, 

and were published with the imprint address: “182, Rue Montmartre, au coin du Boulevard”. 

Meissonnier was at this address from May 1815. In November 1816, the address of his elder 

brother Louis—“et à Toulouse, chez Meissonnier Aîné et Cie, Rue St Rome N° 49”22—was 

added to the plates. The Meissonnier editions based on the Six Divertimentos…, 1st and 2nd 

Sets, can therefore be dated between May 1815 and November 1816. Sor’s arrival in London 

in April 1815 means Meissonnier must have engraved and published his editions soon after 

their publication in London. His third set of Six Divertissemens has the same imprint address 

with the Toulouse address added and the plate number 118, dating it to after November 1816. 

It also has a caption above the first page of the music reading “Nouvelle Collection. / 11re. 

12e. Liv[r]aison”.  

                                                 
17 I have seen the copy in the British Library which is signed and according to Jeffery, the copy in the Spencer Collection is 
signed as is the later issue in the Guildhall School of Music and Drama. Jeffery, Fernando Sor…, 1994, p. 149. 
18 These copies and the later issue in the Spencer Collection are signed as is the copy in the Guildhall School of Music and 
Drama, Jeffery, Fernando Sor…, 1994, p. 149. 
19 Jeffery, Fernando Sor…, 1994, p. 152. 
20 As I explain in Chapter 13, ‘Dating Meissonnier’s Sor Plates’, Sor signed these editions to control copies made from the 
plates, not to authenticate them. 
21 Stenstadvold, ‘Bibliographical Study…’, 2001, pp. 11–33.  
22 Stenstadvold, ‘Bibliographical Study…’, 2001, pp. 26–27. 
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Stenstadvold argues that since the marking “Livraisons 9e and 10e” occurs three times, 

together with this caption in known editions (plates 98, 118 and 145), the Nouvelle Collection 

series, as it was called, may have been published over three years. The publisher’s address for 

all Nouvelle Collection pieces is Rue Montmartre No. 182. These instrumental plates cannot, 

however, be related to contemporary plates in Meissonnier’s Journal de lyre ou guitare, since 

its issues of the 7e to 10e Année, between 1817–1820, are missing. Stenstadvold explains: 

The appellation “Nouvelle Collection” is mysterious; it is quite clear that Meissonnier, 
during that period, did not publish a new periodical. Nevertheless, the “Nouvelle 
Collection” seems to fill the slot of the missing 7e–10e Années of the Journal. If this 
apparent correlation is not just coincidental, then publications marked “Nouvelle 
Collection” were probably issued from 1817 to 1820 with the Journal.23 

By this argument, the 7e Année is 1817, the 8e Année is 1818, the 9e Année is 1819 and the 

10e Année is 1820. Since we know that the 11e and 12e Livraison markings on these plates, 

indicate months, in this case the eleventh and twelfth months (November and December), 

Sor’s third set of Six Divertissemens must have been published in Paris in November or 

December 1817; or in the same months in 1818, 1819 or 1820. Since the English edition was 

only printed between November and December 1818 and entered at the Stationer’s Hall on 29 

January 1819, Meissonnier must have published it either in late 1819 or in late 1820, so long 

as he made his copy from the English edition. 1819 is more likely, going by the speed at 

which the first two sets were published.24  

Comparing the two editions, we can see that Meissonnier translated the English title: “Six 

/ Divertimentos / for the / Guitar, / By / F. Sor. 4th Set.” into the French as “Quatrième / 

Divertissement / Pour la Guitare / Facile et Soigneusement Doigté / Composé par Ferdinando 

Sor Op. 13 …”. This edition was published between April 1821 and January 1822, with plate 

number 175.25 The Meissonnier title adds the information that it was carefully fingered by 

Sor, and also adds an opus number. This is not something that Sor considered it necessary to 

add in London; opus numbers were Meissonnier’s preoccupation and he added them to all the 

Sor editions that he published (without authorisation). Sor resolutely omitted any opus 

numbering until his collected works appeared, when he appears to have given up. All his later 

editions, published with Pacini, follow a consecutive numbering with a couple of errors. 

                                                 
23 Stenstadvold, ‘Bibliographical Study…’, 2001, p. 30. 
24 Meissonnier’s edition of Sor Op. 9 Mozart Variations appears with plate number 119 and the mark “Nouv. Coll. 9e et 10e 
Lon”, suggesting a Paris publication date of 1820 (at the latest). The edition from which it was derived was, however, 
published in London and entered at the Stationer’s Hall on 1 March 1821.24 Sor either published this work in 1820 and 
Meissonnier very snappily published it in Paris or Sor sent the work to Paris before it was published in London; or the 
explanation put forward by Stenstadvold faces a new challenge. 
25 Stenstadvold, ‘Bibliographical Study…’, 2001, p. 27. 
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Meissonnier’s Quatrième Divertissement has a number of differences when compared to the 

English edition, but, paradoxically, it is also completely identical in other important respects. 

I shall come to this later. 

In our time, Brian Jeffery has been forced to face the same problems that Meissonnier 

was faced with, when his “re-engraved” Tecla edition of The New Complete Works was 

published. The introductory notes to the Six Divertimentos 4th Set [Op. 13] reads as follows: 

In no. 3 the fingering in the original is seriously wrong in several places, that is to say 
simply misprinted or else impossible to play. Was it perhaps added by someone other 
than Sor? In any case, I have taken the exceptional step of removing the fingering in this 
piece. Anyone who wishes to study it can do so in the Tecla facsimile edition.26 

So puzzling and incomprehensible is the fingering in this piece that it had to be removed and 

doubt was cast on whether Sor could ever have been the author. As it turns out, these errors 

can in fact be explained as ordinary misprints that were partially understood by Meissonnier. 

Jeffery’s response to his own incredulity is to ask: “Was it perhaps added by someone other 

than Sor?” On the one hand, this is an historical question about whether Sor had full control 

over the notation in his editions or whether there was editorial meddling. On the other hand, it 

is a question about the internal logic of the notation itself, whether an edition can be shown to 

have internal coherence as it stands. Failing to address these two questions provides an easy 

carte blanche when the editorial going gets tough. Sor’s notation is a critical component in 

his expression of his theory of how harmony ought to be applied to the guitar, his notation 

matters! His editions present his opinions on notation and his intentions are set out in great 

detail in this Méthode…, directed especially for those who appear unable to read his editions. 

In the case of the divertimento Op. 13, No. 3, the misprints made this difficult—as we see 

from Jeffery’s incredulity. Sor’s use of the guitar was also unusual, so it was a combination 

of the notes and the misprints that confused Sor’s readers.  

In this chapter I will show that Sor’s errors can be resolved at a very local level. The task 

facing anyone reading his music is usually to suspend incredulity, at least until a way of 

playing the work is devised. The main difficulty is that almost all of his sources are printed 

editions, with no corroborative manuscripts that would confirm their validity, introduce new 

information, or challenge their status. The result is that Sor’s editions have generated a kind 

of generalised suspicion that they are at some remove from the intentions of their author, and, 

for this reason, are in need of editorial ‘normalisation’ or ‘translation’ to render them 

playable. Legions of editors have found it necessary to change Sor’s notes by relying on their 

                                                 
26 Jeffery, The New Complete Works, second edition, 2004, vol. 2, p. viii–ix. 
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own playability tests, which amounts to nothing less than arriving at the score with a 

particular ideological standpoint. Obviously ‘the disinterested reader’ is a myth but faced 

with Sor’s editions as objects fully formed by the intentions of their author, some attempt at 

an objective reading ought to be made, while accepting that reading is never innocent. Sor’s 

publishers always had to contend with him standing over their shoulders telling them how to 

read. For Meissonnier this was metaphorical, whereas for his London publishers it was very 

probably literal. The indications are, misprints excepted, that Sor considered the engraved 

editions that were produced under his own direct supervision to be ideal scores that 

superseded his own manuscripts. One autograph manuscript of a guitar work survives that 

was never engraved.27 Not one of the apograph manuscripts that Sor gave to his various 

publishers has survived. There may be a reason for this: it is at least possible that he strove to 

produce editions that were the best embodiments of his intentions. He cared about his œuvre, 

an ideal that had begun to form in 1813 after he arrived in Paris and systematically set about 

reforming guitar notation and the conventions governing the composition and performance of 

music for the instrument. To this end, he needed to control his engravers with as much of an 

iron fist as he could muster, while always striving for clarity and simplicity of expression, 

even this did not ensure that his most closely supervised editions would emerge error-free. 

Sor had a carefully formed intention when he published his works and that intention is made 

manifest in his surviving editions over which he exercised the control of careful scrutiny. 

It is generally accepted that hardly any of the sources of Sor’s music fall into the list that 

James Grier categorises as: 

…the stuff of editors’ dreams: sketches, autograph drafts and fair copies, other 
manuscript copies produced under the composer’s supervision, proofs corrected in 
autograph, [instead it may be possible to show that in the Sor editions we have music that 
was] …printed under the Master’s watchful scrutiny, …[or] printed copies (as opposed to 
proofs) with autograph corrections…28 

The printed editions we have of Sor’s music stand at varying degrees of closeness to the 

composer.29 This requires us to grant an elevated status in respect to the authority of an 

edition to printed editions that were more closely supervised by Sor. Grier says: “In the 

presence of even a single complete source that can be associated with the composer, the 

importance of those not so associated is diminished…”.30 The evidence we have of Sor’s 

relationship to the editions he published, consist of signatures on his title pages, autograph 
                                                 
27 Sor, Fantaisie, dedicated to Natalie Houzé, edited Romero, 1995. 
28 Grier, The Critical Editing of Music…, 1996, p. 110. 
29 Grier, The Critical Editing of Music…, 1996. I am appropriating some of Grier’s vocabulary to make this point. 
30 Grier, The Critical Editing of Music…, 1996, p. 110. 
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corrections to printed scores (where they exist), and historical factors, like the proprietary 

relationships he had with publishers, or his proximity to them when the work was published. 

While every copy has to be separately examined for the composer’s mark, his principles (as 

they are expressed in his writings) are also of value, as is the internal coherence of the score 

as an object. This introduces a set of values into the act of editing: 

In the course of making any edition, editors confront many problems… that admit no 
definitive answer. At such points, they must assume authority over the text, for the state 
of the sources leaves it uncertain as to whether the composer’s authority generated the 
reading of the source. 31  

There have been many editors willing to “assume authority over the text” in Sor scholarship. 

During Sor’s lifetime the first editor to deal with his texts was Meissonnier, whose editorial 

discretion was heavily fettered by Sor. The reissues of the Meissonnier editions by Simrock 

in Bonn were lightly edited, with ‘misprints’ corrected, as were the later Pacini editions. 

Shortly after his death, publishers like Dunst in Hamburg edited the Pacini editions for 

publication. It cannot be ascertained “whether the composer’s authority generated the reading 

of the source” in such cases.32  

Sor’s studies of various kinds are a case in point. Napoleon Coste33 edited 26 studies by 

Sor as an appendix to his method, which he claimed to be based on oral transmission of Sor’s 

principles to him. Much later, Andres Segovia derived his selection of the studies from the 

Coste edition, rather than from the editions Sor published.34 Recent critical editions of Sor’s 

works by Mijndert Jape, Brian Jeffery and Matanya Ophee in conjunction with Richard 

Savino make use of sources that reasonably far removed from the composer’s authority. Jape, 

for example, includes all variant editions including those published shortly after Sor’s death. 

Ophee and Savino use editions close to Sor, but also include the Simrock and Shonenberger 

editions over which he had no control whatsoever; they also consult Coste’s studies and, at an 

even greater remove, two modern editions, the first being Segovia’s Twenty Studies and the 

second being the 30 Estudios…35 by Regino de la Maza. All of these editors then cherry-pick 

their preferred solutions to the ‘problems’ they identify.  

                                                 
31 Grier, The Critical Editing of Music…, 1996, p. 110. 
32 Grier, The Critical Editing of Music…, 1996, p. 110. 
33 Coste Méthode de Guitare…, ca. 1851. 
34 Andres Segovia, Twenty Studies for the Guitar by Fernando Sor, revised, edited and fingered by Andres Segovia, New 
York: Edward B. Marks, 1945. See also Erik Stenstadvold, ‘Coste's Contribution to the "20 Studies by Sor"’, Soundboard, 
vol. 11/2, 1984. 
35 Regino Sainz de la Maza, 30 Estudios seleccionados y digitados por Regino de la Maza, Madrid: Union Musical 
Española, 1960. 
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The critical question is: Which editions can be identified as probably having been 

supervised by Sor? Jeffery tacitly privileged the London editions over the Meissonnier 

editions in this regard, but I will show that, with some exceptions (like his first edition of 

Sor’s Op. 9, Op. 3, and Op. 23), Sor had considerable control over certain Meissonnier 

editions: for example, the reissues of the London editions, the Variations Brillantes Op. 9, the 

editions Sor revised in the Collection Complète, and the editions he published when he was in 

Paris. Where it is difficult to find direct and incontrovertible evidence of his hand in an 

edition, such as Sor’s Spanish-period publications by Castro, the weight of historical factors, 

stylistic considerations and notational habits and principles becomes greater. Grier says  

In order to reach a decision, [editors] …engage in a critical transaction that involves the 
careful consideration of the evidence bearing on the problem. Understanding the musical 
idioms that make up a piece, knowledge of the historical conditions under which it was 
composed or the social and economic factors that influenced its performance, coupled 
with an aesthetic sensitivity for the composer’s or the repertory’s style, can all contribute 
to a heightened critical awareness.36 

Modern editors faced with problematic passages in Sor’s music routinely blame the 

publisher—usually Meissonnier rather than Castro for some reason.37 There is a widespread 

assumption that Jeffery’s bibliographical evidence is settled scholarship, but the dating of the 

Meissonnier editions can still be refined. Meissonnier’s unauthorised opus numbering needs 

to be replaced, as it randomises and fragments Sor’s œuvre. The twenty-four consecutively 

numbered etudes have the opus numbers 6 and 29. Meissonnier does not deserve to be 

demonised: his careful engravings of Sor’s music and his collections of Sor’s complete works 

are monumental publishing achievements. The Paris copy of the Collection complète must 

have appeared around or shortly after 19 August 1825.38 The second edition of this collection 

was revised for publication in 1828 by Sor himself; see Chapter 13, ‘Dating Meissonnier’s 

Sor editions’.  

For almost two hundred years Sor’s œuvre has undergone a process of ‘normalisation’ 

that obscures the evidence his scores and writings provide. More can be obtained from a close 

reading of Sor’s editions than is traditionally accepted. Many guitarists find his music 

difficult to play, and consider his technique to be eccentric, but Sor’s preference for clean 

scores unencumbered by fingering, provided performers with a framework to exercise their 

prerogative of playing his music any way they liked. No composer of Sor’s time composed 
                                                 
36 Grier, The Critical Editing of Music…, 1996, p. 5. 
37 Serious misprints were also overlooked by Sor in his Introduction and Variations… [Op. 9], plate 602. 
38 Fernando Sor, Cinquième Divertissement très Facile pour la guitare [Op. 23, plate 348, first edition, Paris: Meissonnier, 
first advertised on 19 August 1825, copy included in Sor, Collection complete…, first edition, c. 1825, in Paris, Bibliothèque 
nationale, shelf number Vm8 u. 113. See Jeffery, The New Complete Works, second edition, 2004, vol. 3, p. xi. 



A  T h e o r y  A n n o u n c e d  131

guitar music that could be played in such a wide variety of ways. In my analysis of the 

divertimento [Op. 13], No. 3, below, Sor’s approach to fingering and notation is examined.39 

SIX DIVERTIMENTOS 4TH SET [OP. 13], NO. 3 
Fingering is considered to be unequivocal. The absence of fingering is not. Where there is no 

fingering, the fingering implied by the notes is either so obvious that it should be considered 

to be implied, or it suggest that the variety of possible fingerings requires the performer to 

exercise a discretion. Implied fingerings are dictated by musical context and no alternative is 

reasonably possible. Discretionary fingerings, in contrast, require the player to exercise a 

choice from an unspecified number of alternatives. The exercise of this discretion is usually 

determined along two axes: the first is governed by an aesthetic, with fingerings chosen on 

the basis of musical ideas, with less regard paid to technical difficulty; the second axis is 

technical, in which fingerings are chosen according to the balance of physical convenience—

for example, the ability of the player, the difficulty of the piece, the tempo, and so on. In 

practice, fingering is decided using a balance between these two axes. In Sor’s editions 

fingering is not restricted to numbers on scores: the remaining un-notated fingerings are 

either implied by his notation, for example, in the durations of notes and rests; at other times, 

the fingering is discretionary to be decided ad libitum by the player.  

As my arguments revolve around the finest details in the notation, the examples taken 

from the editions that I examine are all scanned in order to avoid introducing yet another 

editorial layer to the text. The Six Divertimentos 4th Set, published by The Regent’s Harmonic 

Institution, here referred to as “the London edition”, is taken from Brian Jeffery’s 1982 

facsimile edition.40 The Meissonnier edition of the same work, which is entitled Quatrième 

Divertissement… Op. 13, taken from the first edition of the Collection complète, is referred to 

here as “the Meissonnier edition”. 41  Where necessary line breaks have been digitally 

removed for ease of reading, for example, by the addition of clef and key signatures to the 

middle bar in a line that is made clear by the bar numbering. The misprints have been 

corrected by digitally “dropping in” copies of the necessary marks, notes, accidentals or 

                                                 
39 Fernando Sor, Six Divertimentos for the Guitar by F. Sor 4th Set [Op. 13], London: Regent’s Harmonic Institution, plate 
313. The unauthorised opus number was added by Meissonnier later. 
40 Jeffery, Sor Complete Works…, 1982, vol. 2. Jeffery’s facsimile, comes from the Sor, Collection complete…, second 
edition, 1828, in the Spencer Collection and has no opus number. 
41 Fernando Sor, Quatrième divertissement Pour la guitare: Facile et Soigneusement Doigté Composé par Ferdinando Sor 
Op. 13, Paris: Meissonnier, plate 175, Jeffery facsimile from Sor, Collection complete…, first edition, c. 1825, Bibliothèque 
nationale de France, shelf number Vm8 u. 113. 
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fingering, etc., this is shown by square brackets or (where space does not allow) is mentioned 

in the caption. Misplaced fingering numbers are corrected by placing plain digits above or 

below the struck through original fingering (sometimes with arrows). Numbers in greyed 

boxes indicate implied fingerings that are not present in the score but are the only reasonable 

possibility in some particular context; discretionary fingerings are shown in greyed boxes 

with the numbers in square brackets and occurs when a number of possible fingerings exist 

but one is added, usually on the basis of some evidence, justification, argument or analogy. 

Such fingerings do not appear in the score and neither are they required by the context. In the 

section that follows I illustrate these terms with some examples. 

Implied and Discretionary Fingering in [Op. 13], No. 3 
The Six Divertimentos 4th Set [Op. 13], No. 3, Minore, in the first 4 bars (17–20 below) has 

almost every note fingered (for the left hand), leaving only a few notes unfingered. Those that 

are unfingered either indicate an implied fingering or require the player to exercise a 

discretion: 

 

Example 1. First 8 bars of the Minore (starting at the upbeat to bar 17). The London edition of the Six 
Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 17–20. 

The second pair of bars (183–202) sequentially imitates the first pair bars (163–182). At bar 

182 the lack of a fingering suggests an implied fingering, but, since at least three choices are 

available, a discretionary fingering is required. The first fingering option for 182 (shown in 

the example below) avoids a barré by the premature removal of finger 2 from the c (at 181) in 

the bass,42 under cover of the pedal g in the middle voice, to be used on the melody c1 at 182, 

freeing finger 1 for the e♭ in the bass (at 182). This fingering is indicated in a greyed box 

signifying that it is my addition and in square brackets indicating a discretionary fingering: 

                                                 
42 The guitar is a transposing instrument, so the sound middle c1 is actually notated an octave higher on the transposing 
guitar G-clef. The tradition of adding an 8 below the clef was not followed in Sor’s notation. 
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Example 2. The London edition  of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, detail bars 17–18 
showing use of the discretionary fingers 2 and 1 on the last chord. 

The quaver rest on second half of bar 182 can only be partially controlled by lifting the two 

notes shown, since the internal pedal g continues in the middle an would probably require the 

right hand to silence it. This could also be accomplished by the left hand, as we shall see. The 

second no-barré option (below) sees the fingers 3 and 4 (on 181), slide down to the first fret 

(on 182). Surprisingly, this unfamiliar fingering is quite easy to play, but creates the same 

difficulty sustaining the bass c for its full duration on 181, and controlling the pedal g at the 

quaver rest (on 182): 

 

Example 3. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, detail, bars 17–18 
using fingers 3 and 4. 

So far the discussion of the above two fingerings is mainly technical, with the control of the 

general rest, closing the first phrase, introducing an aesthetic consideration. Deciding how 

best to achieve this creates a technical question once more. In my view, the third and best 

option entails the use of a barré on 182 to enable the left hand to control the general rest by 

easing pressure on the barré at the end of the phrase, on the second half of bar 182: 

 

Example 4. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 17–18 using a 
barré at position I. 

In the answering phrase at bars 183–202 (in the example that follows), bars 192-3 are 

unfingered and, therefore, require the allocation of a discretionary fingering. It is possible to 

apply to use a fingering to mimic the sequential imitation in the melody. In the antecedent at 
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bars 172–3 Sor uses a second finger to slide up from c1 to e1♭ in the melody then descending, 

on the same string, to the final c1 in bar 182, keeping all the melody notes on the second 

string. Taking this as a cue for the consequent, at bar 191–2 the second finger on 191 can be 

used in exactly the same way as it was in the antecedent, sliding up the second string from d1 

to f1 at 191–2 and then falling to the d1 at 202, once more keeping all the melody notes on the 

second string. Sor’s existing fingerings43 are maintained in the example that follows with 

discretionary fingerings added by me. Note the misprinted finger 1 on the e♭1 at bar 201, 

which should be a finger 2 (this and other misprints are discussed in greater detail below): 

 

Example 5. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 17–20. Using 
aesthetic criteria keeping the melody on the same string so that first phrase is imitated by the consequent. 

By keeping all the melody notes on the second string, and using a sliding second finger to 

play the rising a third in the melody line in both the antecedent and consequent phrases, we 

employ a fingering that utilises a complex of articulatory, registral, and timbral elements to 

reinforce the congruence in the two phrases. The counterpoint between the bass and melody 

in the antecedent phrase, on the other hand, relies on the timbral polarity of contrasting 

wound bass strings with the melody played only on the second string; these two voices are 

interleaved with an internal pedal g between bars 171–181. The registral congruence of a 

melody on the second course only, as occurs in the melody here, is of a higher order of 

congruence than (as appears in the bass here) the use of wound strings as a timbral signifier 

of the bass, contrasting with the gut strings standing as a signifier of melody. It is evident 

from the g at 172 notated on the fourth course, and stemmed down, to indicate a bass note, 

immediately contrasting with the open pedal g in the alto that follows, that Sor understood 

these timbral congruencies. In the consequent pair of bars (183–202) the bass and the melody 

are in parallel tenths at bar 191–3 accompanied by the internal pedal g at 191–2. At 193–201 the 

equivalent g on the fourth course has to be used for the pedal g because of the C minor chord. 

The antecedent phrase begins with the bass a sixth below the melody at 171–2, increasing to 

four parts at bar 173, while the bass on 172 sliding down to transform itself into the tenor on 

                                                 
43 See my Chapter 12, ‘The Paris and London Editions’ for a discussion of the holograph status of Sor’s London publications 
and the reasons that this fingering should be considered Sor’s own. 
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the dominant seventh note suspended on 181 and resolving onto e at 182 (once more in the 

bass voice) for the less-than-final I6 chord that ends the antecedent phrase. This is typical of 

Sor’s technique of expanding three parts into four and back again to create a subtle 

broadening and thinning of the texture, while also controlling the dynamics in a careful 

delineation of the phrase. He does the same in the answering phrase at bars 183–202, where 

the descent in the bass to the root-position dominant on bar 201 takes advantage of the timbral 

qualities of the sixth string to impose greater finality on the consequent phrase.  

The internal pedal point g, which is mostly played on the open third string in a kind of 

alto register, disguises the more difficult chord changes. In order to distinguish this pedal g 

from the bass g at bar 172, Sor fingers the bass g on the wound fourth string to give it the full 

duration needed to create parallel sixths with the melody, keeping all the bass notes on wound 

strings. The consequent phrase has all the bass notes on wound strings with the alto pedal g 

on the third string (191-2). At bar 201-2 the suspended e1♭ to d1 in the melody forces the alto g 

onto the fourth string, which has the timbre of the bass register. This illustrates another level 

of timbral contrast, provided by the right-hand fingers (i m a) being used to signify the 

melody, while the thumb (p) is used to signify the bass. At bar 201, the bass g is transformed 

into an alto voice by the use of the right-hand index finger instead of the thumb. Sor exploited 

this contrast at bar 172 where the bass and alto voices overlap at the unison, registral contrast 

clarifying the part-writing, the upbeat to following phrase at bar 203 Sor confirms his use of 

this registral distinction by specifying an open third string for melody g forming the upbeat. 

This fingering complements the carefully constructed aesthetics of Sor’s voice leading, which 

is much more complex and carefully worked out than the music of any of his contemporaries.  

The next example offers a technically more practical fingering, using the same aesthetic 

for the discretionary fingering just discussed, at bar 191-2 finger 4 sliding up the second string: 

 

Example 6. Six The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 17–20, with 
an alternative fingering using the same aesthetic criteria. Note the corrected misprint at 201. 
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In theory it is possible to apply registral congruence rules to the bass at bar 191–2, by sliding 

the finger 2 up to the d on fifth string,44 but the penalty is the transition from 2 on the fifth 

string d at 192 leaping to 2 on the e♭1 on second string at 193. By accepting a lower level of 

registral congruence using wound strings to signify basses, the d on the open fourth string 

eases the transition to the C minor chord on 193. This solution tempers the strict aesthetic of 

the previous example with some ordinary technical common sense, freeing finger 1 to prepare 

the barré on 193 and holding on to the registral congruence of the melody on the second 

string. Sor probably intended this left-hand fingering, which is easy to play and complements 

the musical aesthetics; however persuasive an argument such as this might be, the fingerings 

added here exercise a discretion granted by the composer and cannot be said to be implied.  

As we have just seen, an important factor in exercising a fingering discretion is technical 

convenience. The most obvious fingering of this passage places 4 on the d1 in bar 191, and 1 

on the f1 in bar 192: 

 

Example 7. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 17–20, showing a 
utilitarian fingering in first position and the correction of the misprint at bar 201. 

This is how the notes would typically be sight-read. It is, however, harder to play since finger 

1 must leap from the first string f1 at 192 to the bass c at 193, which is formed into a barré at 

this point. This can be done but it disturbs the legato in the bass and strains the masking 

capacities of the pedal g. The more penetrating tone of the first string f1 may be appropriate if 

the aesthetic required entailed ending the phrase forte, but this seems to be inappropriate for 

the end of the phrase in this case, because of the innate decrescendo caused by the thinning of 

the parts from four to three at the end of both the antecedent and consequent phrases.  

On my copy of a Lacôte guitar,45 strung with gut strings, the f1 on the first string, in this 

context, really does seem to “…pierce the ear too sharply”,46 as Leopold Mozart says of the 

violin strung with gut. In a passage from his Gründliche Violinschule of 1756, he discusses 

                                                 
44 My thanks to Professor John Griffiths for pointing out this possibility. 
45 Made by Ian Watchorn, Melbourne, Australia after an 1825 Lacôte, with frets 12–17 on the body of the instrument. 
46 Leopold Mozart, Versuch einer gründlichen Violinschule, Augsburg: Johann Jacob Lotter, 1756, second edition in 1769 
and 1770, and third edition in 1787, translation of the first and third editions by Editha Knocker as A Treatise on the 
Fundamental Principles of Violin Playing, second edition, London: Oxford University Press, 1951, pp. 100–101. 
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the use of alternative strings to play a note, recommending that violinists consider taking a 

note on the next lowest string for reasons of tone and timbral congruence: 

Everyone who understands even a little of the art of singing, knows that an even tone is 
indispensable. For to whom would it give pleasure if a singer when singing low or high, 
sang now from the throat, now from the nose or through the teeth and so on, or even at 
times sang falsetto? Similarly an even quality of tone must be maintained on the violin in 
strength and weakness not on one string only, but on all the strings, and with such control 
that one string does not overpower the other. He who plays a solo does well if he allows 
the open strings to be heard, but rarely or not at all. The fourth finger on the 
neighbouring lower string will always sound more natural and delicate because the open 
strings are too loud compared to the stopped notes, and pierce the ear too sharply.47 

This idea of a contrast in timbre would not have been new to Sor, who learned the violin at 

Montserrat and prided himself on having risen to the position as leader of the orchestra.48 It is 

reasonable to assume that this aesthetic may have been part of his vocabulary as a violinist. 

Sor writes about this on the guitar in his Méthode …, where he is discussing the imitation of 

the horn: 

I should avoid producing a silvery and tinkling sound, and, in order to succeed, I take no 
note with the left hand on the string to which it first belongs, but on the following string 
contiguous to it, so that I do not play any open string.49 

Sor was also an exceptional singer, so that vocal qualities are ever-present in his writing for 

the guitar, which makes it reasonable to assume that the control of register was an important 

part of his musical vocabulary. His familiarity with these principles suggest that he probably 

applied them as I have suggested in the passage discussed above.  

Sor’s guitar was smaller than the modern guitar and would have been strung with gut for 

the upper three strings and silver wound on silk for the lowest three strings. The nylon strings 

of the modern guitar do a disservice to nineteenth-century guitar music by starkly dividing 

these registers into two: bass (wound silver) and treble (nylon). In 1610 Robert Dowland, in 

the Varietie of Lute-lessons, the strings had metaphorical names analogous to vocal registers: 

“Contra-tenor”, “Tenor” and “Base”50. Sor may well have heard guitar strings as six voices in 

just this way, preferring strings that enhanced this conception of the instrument. In the above 

                                                 
47 Leopold Mozart, A Treatise…, 1951, pp. 100–101. 
48 ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 162, 
paragraph 7. 
49 Sor, Method…, translated Merrick, 1832, p. 16. « Je dois éviter de produire un son argentin et clinquant; pour y parvenir, 
je ne prends aucune note avec la main gauche sur la corde à laquelle elle appartient la première , mais sur son immédiate; de 
sorte que je n'en attaque aucune à vide. » Sor, Méthode…, 1830, p. 20. 
50 Robert Dowland, Varietie of Lute-lessons, London: Thomas Adams, 1610. Facsimile of copy in the British Library, by 
Edgar Hunt, London: Schott, 1958, p. 19. The relation of the six strings of the lute to the gamut is presented in an 
explanatory diagram after the introduction with the upper three string names being: “Treble, Smale meane, Great meane”. 
The treble strings would have been of gut and basses probably of loaded gut. 
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passage Sor uses string contrast to clarify part writing, making an art of the differences in 

timbre among the strings by making complex choices about how to move among them. It 

seems very likely that this was the basis of the complicated texture of five or six distinct parts 

that the reviewer for the Ackermann’s Repository of Arts heard Sor produce on the guitar.  

The purpose of this discussion is to suggest that the editions of Sor’s music with which 

he can be shown to be closely associated had every aspect of the notation controlled by him. 

In these editions he is the author of the voicing and the fingerings; he is also the author of any 

implied fingerings that can reasonably be imputed. Some discretionary fingerings supported 

by a proper basis in argument may justify being read into Sor’s notation. Where there is not 

such a basis, fingerings become the prerogative of the performer. Sor made room for, and 

actively supported, this prerogative in his preference for clean scores omitting fingering 

altogether; but this was a limited prerogative given that his notation is so prescriptive that the 

implied fingerings leave hardly any room for discretionary fingerings. Modern editions need 

to take this into account. Much more hard information can be recovered from Sor’s editions 

than is currently thought and all we need to do is pay attention to his notation—not just to 

what he had to say in his writings. 

Misprints in [Op. 13], No. 3, Minore 
The authority of Sor’s Six Divertimentos 4th Set, has been called into question by Jeffery’s 

editing of the Minore of No. 3, which makes it necessary to justify and explain the misprints 

that he left unresolved. Jeffery’s The New Complete Works generally preserves the stemming, 

voicing, slurring and note durations, but excludes the fingering in the Minore, changes 

slurring indications,51 silently corrects the b♮ in bar 20 and introduces a minor misprint.52 

Sor’s London edition was used by Meissonnier as the apograph for his French edition,53 

correcting misprints and creating differences that will be discussed as we get to them. The 

example below is a facsimile of the London edition of the Minore middle section of the 

divertimento, which is in three sections:54 A/B/Aembellished. Neither the Andantino section A 

nor the Maggiore section Aembellished have any fingering at all. Fingering therefore appears 

only in the Minore B section, which has two eight-bar phrases modulating from C minor to 

E♭ major and back again to C minor. The misprints are shown at letters A–I below: 
                                                 
51 In the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bar 11, there is no slur in the original; bar 15 has the slur 
removed. 
52 A dotted f in the middle voice in bar 23. 
53 See my Chapter 12, ‘The Paris and London Editions’. 
54 Section A/ Andantino: has 8 bars (repeated) + 8 bars (not repeated); Section B/ Minore: has 8 bars (no repeat) + 8 bars 
(repeated); and Section Aembellished/ Maggiore: has 16 bars in a written out embellishment of Section A/ (with no repeats). 



A  T h e o r y  A n n o u n c e d  139

 

Example 8. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 17–32. 

Misprint A: Bar 163 has no crotchet rest in the bass: 

 

Example 9. Misprint A: Bar 163, omitting the crotchet rest in the bass, corrected by the addition of the rest. The 
London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 16–17. 

Sor is not altogether consistent in the use of this rest. For example, he applies the convention 

at the end of sections with a double bar or a repeat where one general rest suffices, as notated 

at 163 (above). For the upbeat bars he places a rest in the bass at 203, 223, 243, but not at 183, 

writing notes that exclude the rest at 263, 283 or 303. The solution is to add the rest at 163. 

Misprint B: The rest completing the bass at 182 is missing a quaver rest and the upbeat at 

Bar 183 has no crotchet rest in the bass: 
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Example 10. Misprint B: Bar 182 omits a quaver the crotchet rest to complete the bass, and omits the rest 
beneath the upbeat at 183 corrected by the addition of the two rests. The London edition of the Six 
Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 18–19. 

Misprint C: Bar 201 has the fingering indication 1 on the e1♭ which cannot be played by 

the first finger, which takes a barré on the G in position III, forming a second inversion of C 

minor at bar 193. This fingering is retained at bar 201: 

 

Example 11. Misprint C: Bar 201, wrong fingering number 1, corrected by the addition of fingering number 2. 
The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bar 201. 

Finger 1 was punched instead of finger 2, this was a simple in error probably caused by the 

engraver not being a guitarist. Finger 1 must be substituted with a finger 2 as shown. 

Misprint D: Bar 202, middle voice, the natural on the third of the dominant chord is 

missing. This is an obvious misprint, confirmed by the fingering indication of a 2 on the note. 

In the Meissonnier edition (not shown) this misprint is not corrected. In the example below, 

the original (left) is digitally corrected (right): 

 

Example 12. Misprint D: Bar 202, missing natural, fingering number 2 confirms a b♮ and digital correction 
with no square brackets. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bar 20.  

Misprint E: At Bar 213 the top voice g1 cannot reasonably be played with finger 2 while 

at the same time playing the d♭ and b♭ in the chord: 
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Example 13. Misprint E: Finger 2 in this bar is unplayable with this chord. The London edition of the Six 
Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 21–22. 

Solution 1: This solution proposes finger 2 was misplaced and ought simply to be moved 

to a position below the chord as indicated by the arrow: 

 

Example 14. Solution 1: Reposition the finger 2 below the chord for the b♭ as shown. The London edition of 
the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 21–22. 

The explanation of how this error might have occurred argues that the autograph manuscript 

used in the preparation of the London edition had the fingering 2 between the chords on 212 

and 213 hard against the accidental flats. The engraver, unfamiliar with guitar music, rejecting 

the 2 jammed in between the flats, decides to move it off the staff. Faced with a choice of 

above or below the chord, wrongly positions the 2 above the staff; Sor misses the mistake in 

his proofreading. By making this simple correction, a set of implied fingerings results, which 

use finger 3 as a pivot to anchor the hand for the transition between the chord in at 213 and 

the barré chord in bar 221 (this is shown by a dotted line between the two numbers 3). The 

moved fingering is shown as a plain digit and the implied fingerings are in greyed boxes: 

 

Example 15. Solution 1: The implied fingering that results from this fingering change. The London edition of 
the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 21–22. 
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A variation of this fingering (below) moves the 2 below the staff but one beat left at bar 

213 instead. This results in the same set of implied fingerings as those shown above but as 

there is no explanation for how such an error may have arisen this solution is not justified: 

 

Example 16. Variation of Solution 1: Moving 2 below the chord and one beat left to bar 202 is good but this 
error cannot be explained. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 
21–22.  

Solution 2: This substitutes a 3 for the finger 2 explaining the error as a simple mistake. 

This is an unlikely fingering, producing the same result as Solution 1: 

 

Example 17. Misprint E. Solution 2: Fingering 2 at 213 has been misread and should be a 3. The London 
edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 21–22.  

Placing the 3 above the chord to show the changed finger on the g1 in bar 213 is possible, but 

fingering the two lower notes on 212–3 would be better. The implied fingering are the same as 

Solution 1, but this is not as easily inferred from by placing a 3 at bar 213: 

 

Example 18. Solution 2: Fingering 2 as a misreading for 3. The London edition of the Six Divertimentos 4th Set 
[Op. 13], No. 3, Minore, bars 21–22. 

Solution 3: Meissonnier’s solution was to substitute a 4 on 213 for the misprinted 2 in the 

London edition (below top) with no obvious explanation for how such an error might have 
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occurred. He recognises the 2 as a misprint and correct it in his edition (the lower example 

below). This fingering does not accord with Sor’s technical intentions, as we shall see: 

 

Example 19. Solution 3: sees fingering 2 as a misreading to be corrected by a 4. Above is the London edition of 
the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 21–22; below is the Meissonnier edition of the 
Quatrième Divertissement Op. 13, showing this to be his reading of this misprint. 

Applying Meissonnier’s correction of the 4 above the chord at 213 to the London edition 

produces the implied fingerings shown in the example below. Finger 4 on 213 requires the 

first g1 on 211 to be played under a half-barré with finger 3 pressing the third-string c1. This 

finger can slide down into a contracted position on the b♮ on 212 (holding the barré) and then 

continue to slide on down to b♭ on 213. In the alternative, finger 2 is placed on the b♮ at 212, 

so, to get to the b♭ on 213, a jump from position III to position I is necessary. This is possible 

but not elegant. Because the 4 on 213 cannot be argued as intended by Sor, neither of these 

solutions are any indication of his technique, only of Meissonnier’s: 

 

Example 20. Solution 3: showing the implied fingering when 4 replaces 2, with (below) a possible alternative 
fingering of 211–3. London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 21–22. 

By using 4 at 213 Meissonnier prefers to hold a contracted position for the slur from g1 to f1 

in bar 221 and then extend the fourth finger up to the a♭ at bar 222. There are various options 

for the fingers on 212–3 but Sor’s answer is to use the 3 on the b♭ at bar 213  in a finger-per-
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fret position to be ready for slur on 221 an the a♭ on 222. Remembering that the indicated 2 on 

the g1 at 213 is impossible, which is why this solution substitutes a 4 as a possible solution to 

the problem of misprint C. 

Misprint F: At bar 23 on the second quaver, finger 2 appears to refer to the a♭ above it. 

This can be remedied by repositioning the 2 a little below the staff and to the right so this 

ambiguity disappears: 

 

Example 21. Misprint F. Finger 2 cannot be played on the a. The solution (right) is to reposition fingering 2 at 
231 to refer to the f on 232 instead of the a on 231. London edition of the Six Divertimentos 4th Set [Op. 13], 
No. 3, Minore, bars 21–22. 

This error came about because the engraver was not a guitarist so placement of the finger 2 

refers to the a above it rather than the tenor f next to it. Guitarists read this fingering as 

applying to the a♭, which is exactly how Meissonnier read this misprint in his edition.  

The next example shows the Meissonnier edition (below) compared to the London 

edition (above), in which the misprint is corrected by deleting the 2 on f at 232 and replacing 

it with a 1. The deletions and additions to that Meissonnier have been added to the London 

edition (below) to show the changes he made to the apograph edition that Sor sent him:  

 

Example 22. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 23–24 (top) 
showing Meissonnier’s editing, compared to Meissonnier’s edition of the Quatrième Divertissement Op. 13, 
(below). 



A  T h e o r y  A n n o u n c e d  145

In the London edition Sor’s fingerings at 231, of 1 on the bass B♭ and 3 on the d1, forces the 

hand into a finger-per-fret first position. The 2 on f at 232 is forced into an extended position 

that allows finger 4 to obtain a better legato reaching for the high e♭1 in bar 241. As an editor, 

Meissonnier refuses to accept that Sor could possibly have intended such a difficult extension 

fingering, instead substituting 4 for the 3 at 231, instead the 4 on 233 up to the e♭1 at bar 241 

in the process of changing the chord. Sor’s extension fingerings did not come naturally to 

Meissonnier. 

Misprint G: In the next example the fingering at block G has a 4 on the upbeat b♭ (bar 

243) and a 2 on the first g1 (bar 251). The tied note cannot be held with the fingering as it 

stands but the fingering at 253 is inadvertently correct, which contributes to the confusion: 

 

Example 23. Misprint G: An impossible fingering at bars 243–242 given by Sor. The London edition of the Six 
Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 24–25. 

There is a simple explanation for this string of errors: the top three fingering numbers were 

accidentally shifted one note to the right in the engraving process. The solution is, therefore, 

to move the three fingerings one note to the left, as indicated in the example below:  

 

Example 24. This solution shows how the fingering can be repositioned by moving three numbers one note to 
the left. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 23–25.  

Meissonnier provides the correct solution by re-fingering the passage as follows: 

substituting a 2 for the 4 on the b♭ (bar 243); substituting a 3 for the 2 on the g1 (bar 251); 

retaining the fingering at bar 252, and providing no fingering for bar 241. It is clear that 

Meissonnier did not concern himself with how this mistake arose: 
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Example 25. Misprint G: Meissonnier sees the solution but fails to recognise the leftward shift needed, leaving 
e♭1 in bar 24 unfingered and adding 3 on g1 on bar 252. Meissonnier Six Divertissemens Op. 13, bars 23–25. 

Of course, the 3 on the g1 in bar 252 is redundant despite its being correct, transgressing the 

convention that only first occurrences of a note need be fingered.  

Misprint H: At bar 263 the 2 in the bass voice implies a B♮, in the bass not a B♭: 

 

Example 26. Misprint H: is the lack of the accidental for B♮ in the bass at bar 263, based on the fingering of the 
chord. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 26–28. 

The explanation for how this error occurred is much more complex. The apograph manuscript 

that Sor supplied to his engraver in London probably had the fingering as it stands here, with 

the exception of a missing accidental for B♮ at 263 making a diminished-seventh chord. The 

first possibility has the engraver reads an error in bar 261–3 of Sor’s apograph, where the bass 

falls a diminished octave from b♭ to B♮ and, therefore, omits the♮ sign. Not being a guitarist, 

the engraver fails to recognise that finger 2 on B♭ was impossible to play. If the London 

edition was the apograph as I suggest, it has no accidental at bar 263, suggesting that bar 261–2 

is in E♭ major as V6
4—V5

3—V7—vi, making finger 2 on the B♭ at 263 into the mistake 

(easily fixed by substituting finger 2 with finger 1). This is the wrong choice, however, since 

bar 261–2 is harmonised V6
4—V5

3 in E♭ major at the upbeat at 263 raising the bass to B♮ 

harmonised as as secondary diminished seventh viiº7—i in C minor played by finger 2.  

The use of secondary sevenths with dominant function was routinely employed by Sor, 

who learned it as basic grammar that he was taught by Father Anselmo Viola at Montserrat, 

which was adapted from hexachordal solmisation. As explained in the ‘Mémoires de Sor’, the 

major scale ut ré mi fa | sol re mi fa is named in this way because the second tetrachord has 

mutated, as soh[=doh] re mi fa, into the dominant key. In order to signify the mi of sol, a 
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secondary dominant or diminished-seventh chord is used, as Sor does here, raising the bass of 

a first inversion dominant seventh in E♭ major a semitone to create a localised modulation to 

C minor. The voice leading shows the initial b♭ in three-part harmony for bar 261–2 

harmonised as V6
4—V5

3. When the B♮ enters on 263, it does so by abruptly expanding the 

texture into four parts with a new bass voice. The b♭ at 261 has a double function, either it 

falls a diminished octave as a bass voice or it mutates into the tenor, later resolving by step 

onto the a♭ as a diminished seventh over the B♮ in 263 and falling to the g in bar 271. It is 

possible to make this voice leading explicit by adding a rest in bar 261 to show four parts and 

placing the “♮” on beat three, as shown here: 

 

Example 27. Misprint H. The missing accidental B♮ is confirmed by the fingering and should be added as 
shown. Adding a minim rest for a four-part texture in bar 261 is pedantic and misleading. The London edition 
of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 26–28. 

This rest at 261 is pedantic and implies a four-part texture two beats earlier than Sor shows. 

His subtle thickening of the texture from three to four voices occurs on the upbeat to bar 27, 

thinning immediately, on the C minor chord, without no need for complex four-part writing. 

Like the registers of an organ, the third string of the guitar is in a different register to a wound 

fifth string, so when the B♮ enters in the bass it is as a new voice in different register, which 

increases the harmonic tension together with the volume of sound. The third string b♭, played 

with the thumb p, is in the bass register as it begins at 261; it then ambiguously alters its role 

into the tenor, played with the index finger i, disguising the diminished octave fall by its 

contrast with the fifth string bass entering at bar 263. The effect is elegant, subtle and 

sophisticated. The thickening and thinning of texture in this way occurs throughout Sor’s 

music and has long been used by composers writing for plucked instruments. Tablature 

presents no obstacle to the notation of this technique; it was the introduction of polyphonic 

staff notation that created voice-leading dilemmas of this sort. Sor rarely supplies 

acknowledging rests when moving from three-part to a four-part texture or vice-versa.  

In the example below the existing fingering is by Sor, the accidental has been digitally 

replaced and implied fingering is added in grey boxes showing slides and barré indications: 
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Example 28. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 26–28. This 
shows the implied fingerings in modern notation, with slides, substitute fingerings and barré signs.  

These indications show Sor using a subtle fingering which, by implication, requires the 

substitution of fingers, extension and contraction fingerings, preparation, slides and holds.  

The missing accidental in bar 263 was not in the London edition that Meissonnier used as 

an apograph to make his copy he probably pencilled in his corrections into that apograph in 

preparation for the engraving, which resulted in the changes implemented by him that appear 

on his finished copy (the lower of the two examples below). Accordingly, I have added these 

changes to the London edition (the upper of the two examples below) to indicate the changes 

that he made to the apograph edition. I argue in my Chapter 12, ‘The Paris and London 

Editions’, that the agreement between Meissonnier and Sor for the copying of the London 

editions in Paris left Meissonnier little or no authority to make changes. It is nevertheless true 

that he also could not publish fingerings that were totally incomprehensible, irrational or 

impossible, leaving him with a dilemma over what to fix. It is obvious that the following 

passage (with Meissonnier’s fingering added to the London edition) is one such example:  

 

Example 29. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 26–28 (top) 
with Meissonnier’s corrections added to the original for comparison. The Meissonnier edition is shown below. 

Meissonnier does not recognise a secondary diminished seventh on bar 263 as a possibility, so 

he alters the fingering instead. He also rejects Sor’s substitution of fingers on the e1♭ in 271–2. 
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In Sor’s fingering, the 3 on the e1♭ in bar 272 requires a 2 on the fourth string f below it, 

forcing the 1 into an extended position for the a♭ on the third string, which perpares the hand 

for the barré to take the f1 in the melody at 273. Thus the 3 on e1♭ bar 272 is fingered to allow 

it to be held for a legato transition to the a1♭ that follows it, the 3 on e1♭ sliding down to the 

d1 on 273. The f on 272 also slides down into the difficult chord on 281, the slur c1–b has to 

apply to the e–d below at 281–2. The Meissonnier fingering introduces a nasty staccato when 4 

on the e1♭ (at 272) is lifted for the a1♭ that follows. He ignores the f on 272, which probably 

implies a 3. Meissonnier’s incredulity at Sor’s fingerings caused him to offer a poor solution 

to the Parisian guitarists who bought the French edition. This made Sor’s music substantially 

more difficult to play adding fuel to the view that his music was completely unplayable. 

Misprint G: The last note in bar 29 might be interpreted as a d, it is, however, just a c 

with a missing a ledger-line: 

 

Example 30. Misprint G is a missing ledger-line (left), for which the solution is to add the ledger-line (right). 
The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 29.  

Solution: Add the missing ledger-line for the c at 293. 

The editorial changes needed to restore this edition to something approximating what Sor 

might have hoped for in his London edition require the following alterations:  

1. Changes to notation: add the rest at A  (163); add the two rests at B  (172–3); add the 

accidental omitted in error at D  for the b♮; at H  restore the accidental omitted by the 

engraver at 263, the addition of a minim rest at 261 would be wrong as Sor’s solution is 

better conveys the thickening of vocal texture; at I  add the ledger-line c (293). 

2. Changes to fingering: substitute the impossible fingering 1 at C  with finger 2 (201); 

reposition the existing finger 2 at E  below the staff (213); at F  move finger 2 downs so 

that it refers to the f (232); at G  the top three fingering indications (243–252) are moved 

one note to the left (241–251). 

These changes leave us with the fingering intended by the composer. Meissonnier recognised 

some of these changes, missed accidentals and rejected some of Sor’s fingering. Jeffery gave 
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up on the problem completely saying the London edition is “…seriously wrong in several 

places, that is to say simply misprinted or else impossible to play…”.55The consequences of 

rejecting this fingering should have been to exclusion all fingering in the Six Divertimentos 

4th Set, but fingerings in Nos. 1, 2, 3 and 6 are inexplicably retained. In my corrected version 

I have digitally altered a facsimile of the London edition (above) to show the corrections: 

 

Example 31. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 16–32. Sor’s 
fingering is here digitally restored. 

Misprints in [Op. 13], No. 3, Andantino and Maggiore 
In the section above I examined, out of context, the problem of the misprints that escaped Sor  

in his London edition of the Minore of No. 3 of the Six Divertimentos 4th Set Op. 13. The 

editing responses of Meissonnier and Jeffery to this piece were discussed with the intention 

of reconstructing Sor’s probable intention for the score were it not for the unintended errors. 

There are some surprising fingerings, such as the chord on bar 281 and reiterated at bar 311–2, 

which are not discussed in this context because they are, in my view, not misprints. My quest 

is to try and show only the fingering and notes that Sor hoped to present in his edition. In this 

section, the same method is applied to the remainder of this piece in order to try and identify 

the score Sor hoped to present, while at the same subjecting his rich and complex notation to 

                                                 
55 ‘Notes on the Pieces’ in Jeffery, The New Complete Works, vol. 2, p. viii–ix. 
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an ever-widening discussion. The Divertimento No. 3 of the Six Divertimentos 4th Set Op. 13, 

consists of three 16-bar sections: A/B/Aembellished. The middle section B is the Minore, in C 

minor as just discussed; this is preceded by an A section Andantino in C major; the Minore is 

followed by a concluding Maggiore in C major, described as Aembellished.  

The Andantino has a central repeat :||: indicating that the first eight-bar phrase should be 

repeated; however, the repeat of the second eight-bar phrase has the sign || , which does not 

confirm this repeat. The Minore has the sign ||: after the first eight bars, indicating no repeat, 

but warning that the next eight-bar phrase is to be repeated; the sign :|| confirms this. The 

Maggiore has no central double bar in bar 40 at all, indicating that the sixteen bars are played 

without a repeat, which is confirmed by the sign || at the end. There are therefore no repeats 

in the embellished recapitulation. The problem becomes, “what did Sor intend?” Are any of 

the above indications misprints? The first interpretation suggests the two outer sections 

should be played repeating both phrases in the Andantino and ending with no repeats in the 

Maggiore: 

Aphrase 1:||: Aphrase 2 :|| Bphrase 1 :||: Bphrase 2 :|| Aembellished 1 || Aembellished 2 ||  

The second interpretation is to repeat the second phrases only in sections A and B, ending 

with no repeats in the Aembellished section, given there are no second-time bars for the repeats: 

Aphrase 1||: Aphrase 2 :|| Bphrase 1 ||: Bphrase 2 :|| Aembellished 1 || Aembellished 2 || 

Before we can discuss Sor’s fingering, we also need to address the misprints and errors 

that are to be found in the two other sections of the Six Divertimentos 4th Set Op. 13, the 

Andantino (bars 1–16) and Maggiore (bars 33–48), and supply appropriate corrections. There 

are only two misprints in the Andantino: the missing accidental at block A and the alteration 

to the duration of the last note of the motif at block B. I have excluded the missing ledger line 

at bar 152 (where the notes are f1 and a1) since this kind of error has been discussed in the 

Minore. I have also excluded notational issues around rests beneath entering voices. When 

Sor thickens the texture by adding a bass he does not provide rests preceding that entry (see 

bar 13). This is confused by his use of rests in exactly analogous situation in bars 441–452. 

The strict use of rests in three or more parts is not Sor’s general approach to notation. He 

minimises rests when it is clear where that a new voice enters or departs. This makes scores 

less cluttered and easier to read bringing the score closer to tablature. For Sor, rests are 

instructions to silence a sound (see bars 62, 112 , 131–2) The misprints in the Andantino are: 
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Example 32. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 1–16 
showing two possible misprints at blocked letters A and B. 

Misprint A: In the melody at bar 101 there is no accidental confirming the c♯1. Modern 

convention demands that the c1♯ at bar 101 (below left) should reiterate the accidental after 

the barline. Sor appears to subscribe to the older convention whereas Meissonnier reiterates 

the accidental. The modern solution is to do the same, below (right): 

 

Example 33. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bar 10 (left) 
showing the misprint and (right) bars 9–10 showing a digitally added accidental c♯1 in bar 10. 

Misprint B: The d1 at bar 132 is notated as crotchet below (left) but other instances of this 

motif suggest it should be a quaver and quaver rest, shown digitally corrected below (right): 

 

Example 34. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bar 13, showing 
correction (right) to the duration at B in the last occurrence (left) of the little motif at bar 13. 
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The reason that this note should be a quaver and quaver rest is discussed in detail further on, 

but briefly, the initial motif occurs three times (at bars 1, 3 and 9) with a quaver and quaver 

rest, but on its fourth occurrence in bar 13 it is a crotchet instead. I argue that it should have 

the articulation of the previous motifs at B. Meissonnier does not recognise this as a misprint, 

nor does Jeffery. The corrected Andantino plate is as follows: 

 

Example 35. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 1–16 with 
digitally corrected accidental c♯1 at block A in bar 10 and the duration correction at block B in bar 13. 

The next section to be corrected is the London edition the Maggiore of No. 3 of the Six 

Divertimentos 4th Set Op. 13. I have excluded the missing ledger line at bar 152 (where the 

notes are f1 and a1) since this kind of error having been discussed in the Minore; and I have 

excluded notational issues surrounding rests before entering voices, so there are in total three 

misprints in the Maggiore. At bars 441 to 451–2 the intention is to silence the G on 442. The 

first possible misprint is the incorrect duration in the final note of the now embellished motif 

at bar 352; the second is the c1 that should be suspension of d1 in the melody at bar 381; and 

the third is the duration of the embellished motif note at bar 412. These misprints are marked 

on the facsimile of the London edition (below) with the blocked letters A, B and C: 
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Example 36. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bars 33–48. At A 
the crotchet on 352 should be a quaver and quaver rest; at B the c1 at 381 should be a d1; and at C the a crotchet 
on 412 should also be a quaver and quaver rest. 

Misprint A: The crotchet duration of the g at block A, the final note in the embellished 

motif at bar 352, should imitate the initial motif in bar 32 of the Andantino, as well as the first 

embellished motif at bar 332. The paradigm of consistency is a more modern construct, but in 

the Andantino Sor uses this form of the motif at bars 12, 32, 92, but not at bar 132; while in the 

Maggiore embellished form this motif appears at bar 332, but not at 352, not at 412, once more 

appearing for the last occurrence at bar 452. Since no expressive reason is discernible, I 

consider this to be a misprint; Meissonnier and Jeffery do not recognise this as a misprint. My 

solution is to change the crotchet to a quaver and quaver rest on each occurrence (right): 

 

Example 37. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bar 35, original 
(left) and correction (right). 

Misprint B: The c1 in bar 381 (below) should be a d1, held as a suspension, to be resolved 

on 382. This is a simple an engraver’s error. The solution is to alter the c1 to a d1. Meissonnier 

recognises this error and corrects it as a misprint.  
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Example 38. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bar 38, original 
(left) and correction (right). 

Misprint C: At bar 412 the crochet duration of the final note of the embellished motif at 

block C should be a quaver and quaver rest. This is not recognised by Meissonnier or Jeffery. 

The solution is to change the duration to a quaver and quaver rest (right): 

 

Example 39. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bar 412, crotchet 
duration (left) changed to quaver and quaver rest (right). 

A conservative implementation of these corrections, without fingering, represents more 

closely the score of the Maggiore as Sor might have conceived it in London: 

 

Example 40. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, showing the 
corrected misprints at blocks A, B and C. 
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The apograph manuscript that Sor gave his London engravers is lost. Meissonnier used 

the London edition as an apograph to make his own Paris edition. This is discussed in detail 

in my Chapter 13, ‘Dating Meissonnier’s Sor Plates’. The apograph did not assist 

Meissonnier when he was confronted by the misprints in that source. In bar 391 of the 

Maggiore his edition appears to introduce a new misprint in bar 391. This provides interesting 

evidence that the apograph edition that he used for his Quatrième Divertissement Op. 13, was 

an earlier issue than those London editions that survive. In the London edition of the 

Maggiore Sor failed to notice the misprint c1 at bar 381 when proofreading his own edition: 

 

Example 41. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore bars 37–40 
showing the misprinted c1 and the plate damage at bar 39.  

As we can see (above) , there is plate damage at bar 391, which appears in copies of the 

London edition known to me and implies that an earlier state of the plate existed with an error 

that was subsequently corrected. Comparing this to Meissonnier’s edition we can see that 

Sor’s misprint in bar 381 is corrected by him as a misprint (see the example below), and he 

appears to have introduced a new misprint at bar 391 by engraving an E minor seventh chord 

in place of the G major chord: 

 

Example 42. The Meissonnier edition of the Quatrième Divertissement Op. 13, Maggiore, bars 37–40 showing 
his correction of Sor’s misprint at bar 38, but his introduction of an apparently new misprint in bar 39.  

In bar 39 of the London edition (previous example) the visible damage to the plate is exactly 

consistent with the repair of the misprint we see in the Meissonnier edition. This entailed 

hammering out the back of the plate, re-punching the note, and re-engraving the two damaged 

lines on the staff. This alteration is important because it shows that Meissonnier’s apograph 

edition had misprints at both bars 381 and 391 making his apograpy an earlier issue than the 

London plate we know today. He did not work off a manuscript apograph as the spacing and 

many other features were taken directly from the London edition in a very literal copy. 



A  T h e o r y  A n n o u n c e d  157

This is the chain of events: Sor sends his latest edition to Meissonnier to use as an 

apograph; Meissonnier recognises the misprint in bar 381 and corrects it, but continues to 

copy the remaining notes in the apograph including the error at bar 391; after having sent a 

copy to Meissonnier, Sor discovers the misprint at bar 391 on his own copy and (once again 

overlooking the error in bar 381) instructs his engraver to correct the error. Thus the London 

edition we see here is a later issue than the one first published. This also helps to confirm the 

arrangement between Sor and Meissonnier, which I explain in my Chapter 12, ‘Sor’s The 

Paris and London Editions’, whereby Sor sent hot-off-the-press editions to Meissonnier who 

copied them faithfully for the Parisian market. His strict adherence to the agreement is 

demonstrated by his edition, which is scrupulously copied from the London edition: both 

editions have five pages of engraved music, line breaks and spacing are identical on every 

page; Sor’s unusual fingerings (for example, the dotted lines to indicate held fingers in the 

Divertimento No. 2) are copied with his notation and voice leading carefully replicated. I 

argue that this was agreed between Meissonier and Sor before the latter left Paris, which 

meant that Meissonnier had no need to purchase or pirate Sor’s London editions. Whole-scale 

piracy can be wholly excluded in an arrangement that would endure until about 1828.  

The problem for Meissonnier was unforeseen misprints: the solution to the misprint at 

bar 381 was obvious; but it is clear he did not recognise the E minor seventh chord in bar 39 

as a misprint. Misprinted accidentals proved even more challenging. Meissonnier’s readings 

of Sor’s apograph edition would have been typical of, or better than, most readings of Sor’s 

music by guitarists in France at the time, but had he simply compared the Andantino with the 

corresponding passage in the embellished Maggiore, he would have seen that bar 71–2 in G 

major has no hint of E minor and changed the Maggiore e in the bass to a d (bar 391): 

 

Example 43. The Meissonnier edition of the Quatrième Divertissement Op. 13, Andantino, bars 5–8 (above) 
and the corresponding passage in the embellished Maggiore, bars 37–39.  
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Meissonnier appears to have been seduced by his apograph version being easier to play and, 

in spite of its being unmusical and incorrect, was never prompted to alter the plates. He did 

not play the guitar in the same way as Sor and often struggled to see what the composer was 

driving at. By opting for the unmusical and incorrect version, the blame in Paris for this poor 

chord choice fell squarely on Sor. This misprint on the Meissonnier plate was finally 

corrected in the revision by Sor himself that appeared in Meissonnier’s second edition of the 

Collection Complète announced in 1828.56 

Bel Canto Embellishments in [Op. 13], No. 3, Maggiore 
Modern performers are generally cautious and uncertain about Sor’s style. Works such as his 

sonatas conceived in the international late classical style used by composers like Schubert or 

Beethoven appear to have all been composed in Spain, before they could have been 

influenced by Reese, Cramer or Cherubini in London. In my Chapter 9, ‘Sor and Publishing 

in Spain’, the Gaceta de Madrid advertisements show the following to have been composed 

in Spain: ‘una sonata’, probably the Sonata Seconda, [later Op. 15] advertised on 26 

September 1806;57 the ‘gran sinfonía de Sors’, probably his Sonata Prima [later Op. 14 

Grand Solo] on 24 October 1806;58 his ‘grande sonata para guitarra’, the Grande Sonate Op. 

22, advertised on 5 June 1807;59 one unaccounted for ‘sonata’, probably in one movement, 

advertised on 3 July 1807.60 This discovery requires a re-evaluation of the idea that his early 

Spanish sonatas were influenced mainly by Haydn and Italian opera overtures. Sor’s 

divertimentos may also have been composed in Spain,61 and offer evidence that he also 

composed in an improvisatory style that was based on the performance practices of bel canto 

singers like Manuel García and his famous children, whose use of extensive improvised 

embellishment and rubato in the Italian opera repertoire was central to their success. No. 3 of 

Sor’s Six Divertimentos 4th Set, has a Maggiore section that is a da capo repeat of the 

Andantino that began the piece, which is an example of this kind of embellishment aimed at 

amateur players of the guitar. We can see a short illustration of this style in the example that 

follows, which shows bars 11–12 of the Andantino followed by Sor’s written out 

embellishments in the Maggiore bars 43–44: 

                                                 
56 Sor, Collection complete…, second edition, 1828, copy in the Spencer Collection, Royal Academy of Music, London. 
57 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
58 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
59 Gaceta de Madrid, no. 48, 5 June 1807, page 574. 
60 Gaceta de Madrid, no. 56, 3 July 1807, page 674. 
61 Gaceta de Madrid, no. 41, 12 May 1807, p. 494. 
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Example 44. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 11–12 (top) 
compared with the Maggiore bars 43–44 (below) without fingering as it appears in the original. 

The turn in bar 112 is a well known ornament, but how should it be played? The repertory of 

guitar ornaments of the period, as they appear in guitar methods, are not very useful in regard 

to Sor’s music given that he was so heavily critical of guitar conventions from outside Spain. 

He relied on what he knew as a singer, so the notation of this ornament is better explained by 

consulting the singing treatise of Manuel Patricio Rodríguez García,62 whose father was 

Manuel Del Pópulo Vicente Rodríguez García, the great Spanish tenor who was born in 

Seville in 1775 and died in Paris in 1832. He had two daughters who became famous mezzo-

sopranos, Maria (later Malibran) and Pauline (later Viardot), and he had a son, Manuel 

Patricio, who initially trained as a singer but achieved greater renown as a singing teacher and 

as the inventor of the laryngoscope. His treatises were published after Sor’s death, but are 

based on the practice and teachings of his father, who was a close contemporary of Sor, 

providing us with some of the best sources of this style of performance. Like Sor, Manuel Del 

Pópulo Vicente Rodríguez García also had a convent education:  

García made his début in Cádiz, where he married the singer Manuela Morales in 1797. 
The next year the couple joined Francisco Ramos’s company in Madrid. García’s début 
with the company, in a tonadilla, took place on 16 May 1798 in the Teatro de los Caños 
del Peral. The premières of his own tonadillas, El majo y la maja and La declaración, 
followed in December 1798 and July 1799. After a fight with the military guard at the 
Teatro del Príncipe, for which he was briefly imprisoned early in October 1799, García 
left Madrid. In 1800–01 he was in Málaga, where he achieved considerable success as a 

                                                 
62 Manuel Patricio Rodriguez Garcia (1805–1906) published the first part of his celebrated Treatise on Singing in 1840, the 
second part together with the first in 1847 followed by various revisions and an abridgement, until the sixth edition of 1872, 
which is the one that was used in the edition consulted here: Traité complet de l’art du chant en deux parties / Trattato 
completo dell’arte del canto in due parti / Manuel Garcia, edited by Stefano Ginevra, Torino: Giancarlo Zedde, 2001 
(hereafter: Garcia, Traité complet de l’art du chant…, 2001). An abridged English translation appeared reducing the number 
of examples entitled: New treatise on the art of singing: a compendious method of instruction, with examples and exercises 
for the cultivation of the voice, London: Hutchings and Romer, [18??] (Hereafter: Garcia, New Treatise on the art of 
singing…, [no date 18??]). 



C h a p t e r  3  160 

composer and singer. In a letter to the Marquis of Astorga dated 29 November 1800 he 
expressed an interest in returning to Madrid to promote the cause of Spanish opera. The 
king’s permission was solicited by Astorga in March 1801. García returned to Madrid as 
first tenor and sang the role of the Count in the Madrid première of Mozart’s Le nozze di 
Figaro on 20 May 1802. 63 

Sor arrived in Madrid in about 1800 and so would only have come across García after 20 

May 1802. Sor had the patronage of the Duchess of Alba until her sudden death on 23 July 

1802.64 Sor and García would have had quite a lot in common if they met at that time: both 

sang and composed seguidillas; García’s Tonadilla premiered in Madrid concurrently with 

Sor’s opera seria Il Telemaco nell'isola di Calipso in Barcelona.65 Sor could have heard 

Mozart’s Le nozze di Figaro sung by García on 20 May 1802 in Madrid and at about this time 

describes meeting Crescentini,66 where he was involved in the circle of singers at the Teatro 

de los Caños del Peral. Sor may again have met García in London for the 1818 revival of 

Mozart’s Clemenza di Tito and, a month later, Rossini’s Elisbetta, regina d’Inghilterra.67 The 

Sor and García seguidillas were known to Londoners and were included by Madame Vigo, 

Paulina Argüelles,68 in a concert of songs after 1823(?).69 In 1829 García, on his return from 

Mexico, hosted a dinner for Rossini and his wife Isabel Colbran celebrating the success of 

Guillaume Tell in Paris. Sor and Aguado were invited and played a duet by Sor70 and other 

pieces while García sang his seguidillas, and Sor may have obliged with some of his own. 

Manuel Patricio Garcia describes Sor’s ornament in bar 112 of the Andantino (above) 

under the heading “Mordente (gruppetto)”: 

The gruppetto, or turn, is, the appoggiatura excepted, the most common, and therefore 
most necessary, in vocal music: it is simply composed of the union of the higher and 

                                                 
63 From the article by James Radomski, ‘Manuel (del Pópulo Vicente Rodríguez) García’, Grove Music Online ed. L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 21 January 2006. 
64 María del Pilar Teresa Cayetana de Silva y Álvarez de Toledo the XIII Duchess of Alba in her own right was born in 1762 
and died in 1802. See ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie 
pittoresque…, 1835, p. 164b. 
65 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 30, note 52: “The 17 
performances took place during season 1797–1798, on 25 and 26 August, 2, 12 and 15 September, 3, 6, 20 and 25 October, 
14, 18 and 27 November, 23 December, 15 and 19 January, 10 February, and one single time at the beginning of the 
following season, on 19 May.” (My translation). 
66 ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165b. 
Sor may be referring here to 1800–1801, just before Isabella Colbran left to make “…her concert debut in Paris (1801) and 
[later] her stage debut in Spain (1806).” Elizabeth Forbes, ‘Colbran, Isabella [Isabel] (Angela)’, Grove Music Online, ed. L. 
Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 21 January 2006.  
67 Emanuele Senici, ‘Adapted to the Modern Stage: “La Clemenza di Tito” in London’, Cambridge Opera Journal, vol. 7/1, 
March 1995, pp. 1–22, at p. 12. 
68 Daughter of José Canga-Argüelles (1770–1843), who appears to have lived in exile in London between 1823 and 1829. 
69 Vicente Llorens, Liberales y Romanticos, Madrid, 1968, a book about Spanish émigrés in London that mentions a 
programme containing works by both. See Jeffery, Fernando Sor…, 1994, pp. 39–40. 
70 Possibly Fernando Sor, Les Deux Amis Fantaisie pour deux Guitares Composée et Dédiée à Monsieur Denis Aguado par 
Ferd. Sor Op. 41, Paris: Lenglart. 



A  T h e o r y  A n n o u n c e d  161

lower appoggiatura, with the leading note. …A turn must begin with a bold sforzando, on 
the first of the three notes composing it. The stress given to this note should carry off the 
two others that follow. …The gruppetto can be affixed to the commencement of a note, 
to its middle, and to its end. In the first case, the note must be struck by the turn; 
example:– 

 

…In the second case, the note should first be fixed, and the turn placed in the middle of 
its duration; example:– 

 

In the third case, the value of the note must be accomplished by the turn; example:– 

 

Example 45. The English translation from Garcia, New treatise on the art of singing…, p. 33, the music 
examples from the French/Italian edition of Traité…, p. 59, and the figures are taken from the Traité complet 
de l’art du chant…. 

The speed of this ornament in vocal music is given also by Garcia as follows: “The essential 

character of a turn being rapidity and animation, its duration should be that of a semiquaver, 

at No. 100 of Maelzel’s metronome. …”71 

An example of the first kind of gruppetto in Sor can be found in the Six Divertimentos 4th 

Set, No. 5 marked Andante Pastorale, which also has a Minore section and an embellished 

Maggiore, as No. 3 does. In the Minore at bar 30 the following ornament appears: 

 

Example 46. The London edition of the Six Divertimentos 4th Set, No. 5 Minore, bars 30–32 showing the 
gruppetto indicated without a slur. I suggest this is García’s first kind of double appoggiatura. 

The rhythmic identity of the dotted figure is preserved by executing the turn on the first note 

as recommended by García: “…A turn must begin with a bold sforzando, on the first of the 

                                                 
71 Garcia, New Treatise on the art of singing…, [no date 18??]), p. 60.  
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three notes composing it. The stress given to this note should carry off the two others that 

follow. …”72 This description suggests a slurred ornament on a guitar with the initial f♯1 

played as “a bold sforzando” followed by four little notes all slurred. If a slur is necessary 

(and Sor does not think it is), it should be from the main note f♯1 to the final note of the 

ornament. Brian Jeffery in his critical edition slurs the ornament to the next g1 as follows: 

 

Example 47. The critical edition of the Six Divertimentos 4th Set, No. 5 Minore bars 30–32, Jeffery, The New 
Complete Works. vol. 2, p. 38. 

This has the effect of creating a syncopated accent on the first note of the turn and fusing the 

ornament into the semiquaver g1 and blurring its identity as the main note after the dot.  

The ornament in Sor’s Andantino at bar 11 is probably García’s “third case”: Sor’s main 

chord is a crotchet and the turn in demisemiquavers requires it to begin after half the value of 

the main note (one quaver) and filling the remainder of the duration of the main chord (one 

quaver). This leaves Sor a demisemiquaver for the transition to the b1. This is difficult if the 

chord and turn are played in the first position, requiring a fast leap to the b1. The duration of 

the chord underneath the turn is notated as a crotchet sounding right up to the b1♭ on the 

second beat, this can only be achieved by a fingering in the fifth position similar to the one 

shown below. A slur, should it be needed (and Sor does not think it does), would be used for 

the turn a quaver into 111, the appoggiatura b1 on 112 being sounded with the right hand: 

 

Example 48. The London edition of the Six Divertimentos 4th Set, No. 3, Andantino, bars 11–12. The ornament 
forces position V to be used. 

In the corresponding embellished passage in bars 43–44 of the Maggiore Sor uses no “petites 

notes” (as Garcia calls them), instead relying on written-out embellishments. The two 

                                                 
72 The English translation in Garcia, New Treatise on the art of singing…, [no date 18??]), p. 33. 
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passages (compared below) show how the notes in bars 11–12 of the Andantino are 

expressively anticipated and delayed in bars 43–44 of the Maggiore: 

 

Example 49. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 11–12 
compared to the Maggiore, bars 43–44 showing Sor’s expressive displacement of the notes. 

The displacement of the notes in this short passage can be explained in detail as follows: 

Bar 43: The after-the-beat turn in bar 111, begins early in the embellished bar 431 where 

it also is slowed down. Bar 432 has the cambiata figure around a1, delaying the appoggiatura 

b1 to a1 at bar 112, squeezing it into shorter notes to be played later. Bar 433 begins on a lower 

appoggiatura e1, delaying the resolution f1 and causing the bass F at 113 to be omitted or 

fused into the octave f in the middle voice, which therefore arrives a semiquaver early in bar 

433 together with the a that is a quaver late; the final melodic d1 in 113 is the only note that is 

not rhythmically displaced in 433.  

Bar 44: The V6/4—V5/3 in bar 121 of the Andantino is altered to I6/3—V5/3 in the 

Maggiore, the bass at on the second quaver at 121 as a bass high g overlapping the tenor 

falling an octave to the G in bar 442 retaining the I6
4 feeling of the e at 441 in the tenor falling 

to the d in 442. The purpose is the delay of the G in bar 442 at the phrase end.  

The whole point of this type of embellishment is that it takes place without any change to 

the underlying meter; only the duration and the placement of the individual notes are changed 

with added ancillary notes filling in the gaps. Sor’s embellishments are largely melodic but 

he also changes the bass or the accompaniment notes while retaining the basic harmony of 

the unembellished source. He is clearly modelling this divertimento on a voice and continuo 

accompaniment. It is important to recognise This embellished Maggiore is a didactic example 

for amateurs and students of how to read the notes in the Andantino; the Maggiore is not a 

composed variation based on the Andantino, it is one reading of an infinite set of possible 

readings giving one example of an improvised response in a da capo section. The 
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conventions governing embellishment were developed over centuries by singers and were 

imitated by instrumentalists. Sor was a master in the application of this art to the guitar and it 

is a serious misrepresentation of his music to ignore improvised embellishment in his da capo 

sections in his aria-like pieces, such as the divertimentos, by insisting on a dreary repetition 

of the initial material that has already been heard. In the example below Sor’s Andantino and 

his Maggiore have been placed one above the other to facilitate comparison. The misprint c1 

in the Maggiore at bar 381 is revealed by comparison to the Andantino (bar 6) showing that 

this note should have been a d1; and the accidental c♯1, omitted in bar 10 of the Andantino, is 

shown in bar 42 of the Maggiore to be a misprint. in assembling the following example my 

purpose is to show the differences in placement and duration in the embellished Maggiore as 

a reading of the Andantino. There are three basic kinds of embellishment in Sor’s Maggiore: 

the first applies a cambiata ornament to the recurring motifs; the second applies a chord 

flourish to a single note; and the third displaces notes by delay or anticipation and inserts 

passing notes and so on. Sor’s Maggiore embellishments are compare on the next page: 

 The embellishment in bar 331 of the initial motif in bar 11 consists of a cambiata around 

the g1, delaying the arrival of the e1 until just before the c1 at both bars 12 and 332.  

 The motif in bar 3 is embellished in the same was way in bar 35.  

 The d♯1–e1 accented chromatic lower appoggiatura (bar 41) above the bass appoggiatura 

rising b–c1 is embellished with a dominant seventh f1–e1 (bar 361–2) suspension over the 

anticipated tonic c in the bass (bar 361 and 2).  

 In bars 51 the c1 is embellished at 371 with sextuplet flourish that carefully retains the 

three-part chord prolonging those notes with ties on 52.  

 The upbeat 53–61–3 is left unembellished at 373–383. In bar 391 Sor is forced to find a 

different flourish on G major but again ties two notes into the chord on 392. At 401 the 

bass G on 82 is omitted.  

 The motif in bar 91 is embellished with the cambiata at 411 as before, the articulation at 

91 should be replicated at 411. Bar 93–103 are not embellished in bar 413–423. The turn at 

bar 111 is anticipated in bar 431, the chromatically raised cambiata in 432 both hastens 

and delays the notes on 112. At bar 113 the f1 is embellished at 433 by an accented e1–f1, 

appoggiatura; the bass at 113 being delayed and raised an octave on 433. 

 The motif in bar 131 is embellished by the same cambiata at 451, the misprint on 132 this 

time. For bars 133–161 there are no embellishments at 451–481. 



A  T h e o r y  A n n o u n c e d  165

 

Example 50. London edition, Six Divertimentos 4th Set, No. 3, Andantino and Maggiore compared. 
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Sor may have intended players to embellish the final undecorated chords, but even if he 

did not, such additions would still be in keeping with this style. This is not an elementary 

piece, as its first reviewer suggested in February 1820. Sor’s embellishments were suited to 

their time, but the fact that they were written-out suggests they were unfamiliar in that 

context and had to be spelled out. From our vantage point the most important message we can 

take from this is that Sor expected embellished repeats of this kind to be employed in his aria-

like pieces and his variation sets. The lack of fingering leaves us with the challenge of 

working out how Sor played what he wrote and how he imagined his work might be read by 

the intelligent, sympathetic and diligent reader for whom he was writing.  

The above examples showing how Sor embellished his Maggiore are indicative of his 

adherence to the performance style that is the subject of Richard Hudson’s Stolen Time: The 

History of Tempo Rubato.73 Hudson explains what Sor is doing here in terms of the concept 

of tempo rubato, Sor’s embellishments being characteristic of what he calls “the earlier type” 

of tempo rubato.74 This kind of rubato maintains a strict pulse (which, for Mozart and Chopin 

at keyboards, meant “in the left hand”) while displacing the melody notes in an expressive 

anticipation or delay. This was first described by Pier Francesco Tosi in 1723 as theft75 and, 

in practice, robs the notes of their duration making up for the loss by adjusting the notes that 

follow—the earlier rubato. The later rubato, Hudson says, “…involves tempo flexibility, but 

usually of a more subtle and expressive nature than the retards and accelerations marked in 

the score.”76 The main distinction between the two types of rubato is that the earlier rubato 

does not retard or accelerate the beat, whereas the later rubato does. The expressive slowing 

(or hastening) of the tempo is fundamentally a device of the romantic period and constitutes 

what we generally understand as ‘rubato’ today. In Sor’s music the later type of tempo rubato 

is mainly shown by his use of the appropriate Italian terms modifying tempo, which suggest 

that he was not among the avant-garde of romantic composers in this respect. 

                                                 
73 Richard Hudson, Stolen Time: The History of Tempo Rubato, first ed. 1994, this edition Oxford: Clarendon Paperbacks, 
1997, p. 1.  
74 Hudson, Stolen Time…, 1997, p. 1.  
75 Hudson, Stolen Time…, 1997, p. v. 
76 Hudson, Stolen Time…, 1997, p. 1. 
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RECONSTRUCTION OF SOR’S FINGERING 
Sor’s fingering is integrally incorporated into the notation of his music. As already discussed, 

there are three levels of fingering that can be extrapolated from the guitar scores of Sor: first 

there is the fingering notated by Sor himself; secondly, there are the implied fingerings that 

flow from the notation and from what fingering there is; and thirdly there is the fingering that 

Sor left to the discretion of the player, the merits which competing alternatives require 

argument and justification. Considering the Divertimento No. 3 out of its composed order, I 

begin with the Minore, which has fingering already inserted by Sor. In the example below, 

the London edition strictly retains Sor’s fingering, with the misprints corrected as the basis 

for the added implied fingering in greyed boxes, barré and position indicators, dashed lines 

for holds and solid lines for slides; and in square brackets the discretionary fingering. This is 

not how I believe the score should finally be published—there are good reasons for leaving 

out many implications in the final score and my discretions may not all be attributable to Sor. 

The notes are fingered unambiguously while adhering to Sor’s indications to illustrate how 

advanced and modern his fingerings are. The discretionary fingerings are not merely a matter 

of my opinion, they can be argued to form an integral part of an idealised holographic score 

capable of being imagined by any careful reader of Sor’s edition with knowledge of his 

Méthode… of 1830 and his other works for the guitar. A careful reader of this kind would 

know how to apply the slides, holds and other devices that were part of Sor’s technical 

repertoire: 
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My reasons for the above fingerings are justified below. In the example that follows the 

fingering in bars 17–21 is discussed bar-by-bar:  

 

Example 52. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 17–20. 

Bar 17: The fingering is given. The stemming of the g 172 is in the bass which, together 

with its crotchet duration, indicate that a unison g on the third string is required.  

Bar 18: The half-barré on 182 is a discretionary fingering that is marginally easier than 

alternatives because it facilitates damping the quaver rest on beat two. 

Bar 19: The sequential phrases discussed earlier govern the choice to play the f1 on the 

second string, bringing the hand into position for the C minor chord on the upbeat. The d on 

192 could slide up on the fifth string but complicates the change to the chord. 

Bar 20: The chord on bar 202 is the final beat in an anacrusic bar not notated as a quaver, 

the upbeat g at 203 is stemmed up to signify melody on the third string and, confirmed by 

fingering, is so differentiated from the g on 201. This requires the barré to be lifted for the 

open string to create a phrase ending and a new beginning on the upbeat of the new phrase. 

The next example we examine the fingering for bars 21–25: 

 

Example 53. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 21–25. 

Bar 21: Finger 2 on 213 has been moved to its correct position below the b♭ where it 

determines the implied fingerings that surround it. The barré on 211 anticipates the d1 on 212 

and ensures a proper legato on the first two g1s. Finger 2, implied on the b♮ at 212, is readied 

for the slide down to the b♭ on 213, which displaces the barré for the 3 on g1. This 3 on g1 

serves as a stabilising finger to facilitate the extension of the position at 221 for the formation 

of the half-barré required on bar 221.  
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Bar 22: No fingering in this bar. The continuation of the implied 3 on the g1 at 221 

confirms that the hand is in finger-per-fret in position. The rest on 223 confirms the lifting of 

the half-barré, allowing the hand to prepare for full barré at bar 231, with the 3 on the d1 in 

finger-per-fret in position. It seems that a barré across five strings, in accordance with Sor’s 

third maxim in his Méthode…: “To be sparing in the operations called barring and shifting”77 

was not envisaged for B♭ in bar 231, which is held until the e♭ in the bass at bar 241. 

Bar 23: The barré at 231 is extended to the fifth string for the B♭ where the 3 on d1 

compels a finger-per-fret position, which in turn requires an extension for the 2 to play the f 

indicated by Sor’s own fingering. This confirms the implied fingerings in the previous bars. 

The choice of the extended position fingering 3 and 2 here facilitates a legato transition to the 

e♭1 in the melody of chord at bar 241, which is appreciably more difficult on a modern guitar 

than it is on a guitar of Sor’s time with its string length of about 620 mm. 

Bar 24: The hand, already in the first position, reaches the 4 indicated by Sor on e♭1 at 

241 (as corrected), readying the hand for the E♭ chord. The bass e♭ lifts for the crotchet rest 

on 242, while the 4 on the e♭1 acting as a stabilising finger for the placement of 2 on the b♭ at 

243 (indicated by Sor) in an extended position to prepare for g1 and e♭1 at 251–2.  

Bar 25: The 4 on e♭1 at 252 (Sor’s fingering) requires the corrected fingering shown here, 

all notes available in first position. The b♭ from the previous bar is tied, forcing the finger 2 

into the role of stabilising finger for the placing of the other fingers. The b♭ is then lifted for 

the g on the third string (now considered a bass note) beneath the held third e♭1 g1. 

My discussion of the fingering continues with the passage from bars 26 to 32: 

 

Example 54. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Minore, bars 26–32. 

                                                 
77 Sor Method…, translated Merrick, 1832, p. 48. “3e. D'économiser les barrés et les déplacements de la main.” Sor 
Méthode…, 1830, p. 86.  
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Bar 26: The chord formed in bar 25 is re-formed by Sor’s fingering of the 2 on the b♭ and 

the holding the e♭1 g1 from bar 25. The minim duration of the b♭ 261–2 requires an extension 

fingering for the f1 on 262. The reason Sor provides a complete fingering may be an 

anticipation that he would be misunderstood. The small barré on the f1 prepares the a♭ on 263 

and provides the stability for the substitution of finger 4 for finger 3 d1 on 263 so that both 2 

and 4 can slide up into the next chord. I would exercise the discretion of retaining the 3 to 

prepare for the chord on 272 but this is not in accordance with the indicated fingering that is 

being discussed here.  

Bar 27: Sor’s substituted 3 on e♭1 at 272 facilitates a legato to the high a1♭ that follows, 

again dictating later fingerings in this bar. The double slide in tenths from 263–271 is easy but 

the substitution of 4 on e♭1 at 271 with 3 at 272 is difficult. The only way to play the chord on 

272 is with 2 on f using a difficult extension, the purpose being to slide of the e1♭ down to the 

d1 at 273. The 2 on f at bar 272 is now available to slide down in bar 281. 

Bar 28: Sor’s complete fingering on the first beat begins with the slide of finger 2 from f 

at 272 to e♭ on the first fret, forcing a reverse contraction with finger 1 on c1 at the same fret 

and the low G played with 4. The single slur indicated between 281 and 282 requires a slur 

and pluck that is harder to play than a double slur; the 6/5 and 4/3 double suspension suggests 

a double slur and I have indicated it here. Sor omits the rest in bass for the third beat at 283, 

as explained above, thinning the texture from four to three parts no longer needing four-part 

notation. The finger 4 on G at bar 281 is lifted at the end of the phrase. 

Bar 29–32: Bar 29 is a common formula in guitar music with a chromatic upper voice 

falls a third against a diatonic the lower voice rising a fourth resulting in the chain of 

fingering implications shown. The upper voice notes are on the beat, while those in the lower 

voice are off the beat; Sor does not notate this as it sounds in three parts, although the lower 

voice is fingered to lengthen the notes into crotchets. The fingering of the c at 293 is the same 

as the fingering 271–2 in the bass to facilitate the slide in bar 312 to form a broken chord with 

the same shape as the chord on bar 281. The chord on 313 can be played in two ways but I 

have elected to slide finger 2 up the fourth string so as to leave fingers 3 and 1 free to form 

the half-barré on 321 more easily. 
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The Divertimento [Op. 13], No. 3, Andantino 
There is no fingering in the  Andantino or the Maggiore of the Six Divertimentos 4th Set Op. 

13, No. 3. There are many places in the score where adding the fingering is entirely 

discretionary but there are others where the notation determines a fingering. In the following 

example only the implied fingering has been added: 

 

Example 55. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 1–16. Implied 
fingering. 

We can see that discretionary fingering is required for the motifs that begin on the upbeats to 

bars 1, 3, 9 and 13 and for the missing fingerings in bar 4, bars 5–8, bar 10 and bars 14–16. 

The fingerings in the Andantino have a direct bearing on the Maggiore (as an embellished 

repeat) and vice-versa.  

The Andantino begins with an eight-bar antecedent phrase of four triadic, dotted-note, 

rhythmic motifs that can be played any number of ways. The first motif has an octave leap, 

and a triad comprised of a dotted quaver semiquaver figure that ends on a quaver with a 

quaver rest. This is answered by a motif that leaps a fifth and falls in the same way as the first 

motif. How did Sor intend these triads to be fingered? Are they to be played across three 

strings as chords or not? The first two motifs are shown below: 
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Example 56. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 1–4. The first 
four bars show the triadic motif repeated, both with a quaver and quaver rest as the final notes. 

In addition to his description of imitating the French horn on the guitar by playing the 

notes on closed strings (mentioned earlier),78 Sor writes:  

In accompanying airs of Italian operas, I frequently met with little melodious passages in 
some instrumental part, and by endeavouring to execute them on the guitar, I found that 
the fingering which I employed for harmony was the basis of that which I found 
necessary for melody, and that the latter [melody] should be almost entirely dependent 
on the former [harmony].79 

In other words, the technique for playing melodies on the guitar is intrinsically based on 

chords. In his chapter entitled “Fingering of the Left Hand in Regard to Melody”80 he 

addresses the subject again, saying 

As it is very rare that I can determine to leave unproved any thing that I advance, I am 
about to state why it is I almost always make the fingering which I employ for melody 
depend on that which I use for harmony. [My italics] 

I consider the scale, no matter in what key, as the perfect chord or triad of that key, 
commenced by the base ascending, or by the upper part descending; and sounding 
successively, not only the parts composing that chord, but likewise all the notes that fill 
up the intervals between those parts….81 

Obviously the idea of a scale consisting of passing notes between essential chord tones is a 

very old principle. Sor’s innovation was to apply the idea technically to the guitar. The little 

triadic motifs in the Andantino melody can be fingered as a chord across three strings in this 

way, as shown in the following example: 

                                                 
78 Sor, Méthode…, 1830, p. 20. Sor Method…, translated Merrick, 1832, p. 16.  
79 Sor Method…, translated Merrick, 1832, p. 6. « En accompagnant des airs d'opéras italiens , je rencontrais souvent de 
petites reprises chantantes dans quelque instrument ; en cherchant à les rendre sur la guitare, je trouvais que le doigté que 
j'employais pour l'harmonie était la base de celui qu'il me fallait pour la mélodie , et que ce dernier devait être presque 
entièrement dépendant du premier » Sor, Méthode…, 1830, p. 4.  
80 Sor, Méthode…, 1830, p. 46 “Doigté de la main gauche à l’égard de la Mélodie”; Sor Method…, translated Merrick, 1832, 
p. 28. 
81 Sor Method…, translated Merrick, 1832, p. 28–29. « Comme il est très rare que je puisse me résoudre a laisser sans preuve 
rien de ce que j'avance , je vais dire pourquoi je fais dépendre presque toujours du doigté que j'emploie pour l'harmonie, 
celui dont je me sers pour la mélodie. 

Je considère la gamme, n'importe dans quel ton , comme l'accord parfait de ce ton, commence par la basse en montant, ou 
par le dessus en descendant; et faisant entendre successivement non seulement les parties dont il est compose, mais aussi 
toutes les intonations qui remplissent les intervalles entre ces parties ». Sor, Méthode…, 1830, p. 46. 
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Example 57. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 1–4. 
Showing how each triad in the motif can be fingered across the strings according to Sor’s Méthode…. 

A consequence of this fingering is that the silence of articulation, created by the quaver 

rest at the end of the motif, is easily played by lifting the stopping fingers of the left hand. 

The notes g1 to e1 in above example could easily be fingered on the first and second strings, 

for example, without notes lasting over each other as a chord. Slurring triadic notes is the one 

of the ways of signifying their triadic nature on a guitar, but Sor does not slur this motif as he 

will in the motif at bar 12. There is no indication that he intended open strings to be used, and 

there are no grounds for assuming the convention that open string fingerings apply where no 

fingering exists, was accepted by Sor. We need to consider the force of him saying: “I almost 

always make the fingering which I employ for melody depend on that which I use for 

harmony…”82 and bear in mind that he was capable of a more nuanced approach to fingering 

such as the one I will present here. The same triadic articulation can be obtained for the 

second occurrence of the motif by avoiding open strings and allowing the silence of 

articulation to be easily played. The slurring the first two notes in the second motif is also 

possible, the last note arriving on the open g, so making the silence of articulation a matter 

for the right hand and obscuring the triadic quality of the motif. The use of the fourth string 

for the second motif forces the g into a different register, but by using the right-hand fingers 

in place of the thumb (as indicated by the upward stem), the trade-off is better control of the 

quaver-rest articulation. The upbeat g in both instances is probably an open third string. 

The third occurrence of the motif is at bar 9, where the diminished triad can be played 

across three strings, in the same way as the first two motifs, producing the same articulation. 

In order to accomplish this, the g1 upbeat to the motif fingered 1 slides up the first string to 

the b1♭, returning on the quaver rest to the second position for the upbeat to bar 10: 

                                                 
82 Sor Method…, translated Merrick, 1832, p. 28–29. « …je vais dire pourquoi je fais dépendre presque toujours du doigté 
que j'emploie pour l'harmonie, celui dont je me sers pour la mélodie. ». Sor, Méthode…, 1830, p. 46. 
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Example 58. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 9–10 (bar 10 
misprint accidental added). The third occurrence of the motif is at bar 9 with a triadic cross-string fingering in 
position VI jumping down to position II on the rest. 

The fourth occurrence of our little motif, at bar 13, differs from the other three in having 

a slur indicated by Sor between the dotted quaver and semiquaver figure, also altering the 

motif to end with a crotchet on bar 132: 

 

Example 59. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 13–14 final 
statement of the motif. 

The crotchet as the final note in this motif appears to me to be a misprint since this is the only 

motif in the Andantino where the duration of the last note is not a quaver and quaver rest. It is 

also the only motif with a slur. The randomness of this difference makes it unlikely it was an 

expressive device. All four occurrences of the motif in the Andantino, on the other hand, can 

easily and naturally be played with a slur from dotted quaver to semiquaver but none have 

such a slur indicated. Were no slur is written none is intended. The slur occurs in the fourth 

motif because the interval of a second is contained in the triad as a dominant seventh with no 

third. This motif cannot readily be fingered across three strings in the triadic manner. I read 

this slur as saying: “Don’t bother to finger me as a chord—use a slur instead”. This is the old 

plucked string convention that if chords cannot be played on different strings, a slur suffices 

to create that impression. The reason there are no slurs on the other motifs is that Sor 

intended them to be played across the strings and the reason there is a slur on the fourth motif 

is that it was the exception to the rule. The duration misprint in this motif is corrected thus: 



C h a p t e r  3  176 

 

Example 60. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bar 13. Suggested 
correction to the possible motif misprint, showing the digitally added quaver and quaver rest and fingering. 

The quaver and quaver rest articulation is the distinctive feature of this motif an is 

confirmed by the corresponding bars of the Maggiore, bars 45–46:  

 

Example 61. The same motif embellished in the Maggiore (bars 45–46) corresponding to bars 13–14 of the 
Andantino. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino and Maggiore.  

In both versions the rest gives the player time to change position for the chord that follows.  

Neither the second nor the third motifs in the Maggiore have quaver rests, while both the 

first and fourth motifs do. The first three instances of the motif in the Andantino have the 

quaver rest while the fourth does not. While in the Andantino it may be reasonable to assume 

that the majority determines the articulation of the motif or that the final difference was an 

expressive device, there is no discernible logic behind the Maggiore occurrences. Most 

performers then as now would view changes to the articulation as a performer’s prerogative. 

These changes to the motif occur on open strings so they could be read as an expressive way 

of creating variety, but I am left wondering why one would phrase the first three occurrences 

of the motif in the Andantino with a quaver rest and only the first and last occurrences in the 

Maggiore in this way. It doesn’t make sense. I therefore suggest all instances of the motif 

should have quaver rests.  

The focus now shifts from motifs to the discretionary fingerings in the other bars. 

Bars 1 to 4: The two bars between the motifs exercise different levels of discretion. In 

bars 13 to 21–2 there is no other way of playing the notes, so the fingerings are implied. In bar 

4 the fingerings are discretionary: the first option exercised by me has the upbeat f1 in bar 33 

and the e1 at bar 42 on the first string, the other fingers decided by balance of convenience; 
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the second option shows the f1 and d♯1 on the second string, which appears outlandish but is 

easy to play following the motif fingered as a triad: 

 

Example 62. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino bars 1–4. The 
fingering at bar two is implied; as no other fingering is possible the discretionary fingering at bar 4 is mine. 

It is also possible to play the above fingering for bars 33 to 42 in the third position, placing the 

three melody notes on the second string: 

 

Example 63. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino bars 4–6. The 
alternative fingering in bar 4 creates an unpleasant contrast of register between the e1s at bars 42 and 52. 

Besides being more difficult, the answering phrase in bar 5 requires an open e1, which 

contrasts sharply with the closed e1 in bar 42 making it less likely. The same applies to the use 

of the second string for the f1 in bar 33, which, at the same point in the Maggiore, must be 

played on the first string, suggesting that the first option (above) should prevail. It is 

interesting to note how many viable ways there are of playing this passage. 

Bars 5–8. In this example, Sor’s treatment of the phrase ending is a beautifully crafted 

crescendo that relies on registral contrasts in the guitar to clarify the voicing, and the gradual 

increase and decrease in the number of parts played:  
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Example 64. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino bars 5–8. This 
shows Sor increasing and decreasing the number of parts as an expressive effect. The added discretionary 
fingering (in square brackets) shows how the passage might be fingered to enhance the voice leading. 

The phrase begins with the unaccompanied melody beginning on the upbeat followed by 

three-part chords leading to the suspension at bar 61, which resolves on the weaker second 

beat at bar 62 with only two notes struck (the bass note is tied). This creates a diminuendo as 

the three-part chords in bar 52 to 61 melt into the rising two-part quavers in thirds. The upbeat 

to bar 7 returns to three parts, increasing to four parts on the upbeat to bar 8 and subsiding 

into three parts to end (or maybe four, if all the notes of the chord are held). The diminuendo 

in the middle of the phrase gently increases to three parts on bar 63, where the bass occurs 

naturally on the third string, falling to the chord on bar 71 on the same string. The second beat 

of bar 7 introduces the wound-string tessitura of the fourth string and the upper two voices 

become slightly louder. The upbeat to bar 8 is in four parts to increase the volume of sound 

on the V7–I at bars 73 to 81, this is accompanied by a slight thinning of the texture as the f♯1 

and a1 converge onto the single g1, leaving the alto seventh to fall from c1 to b on the third 

string. The bass d at 73 uses the bass tessitura of its fourth course to realise the cadential soh–

doh by playing the g on the fourth string, not the open g, which is then echoed by the lower 

octave G on the sixth string to end. The tessitura of an open g in the first position in bar 81 

disrupt this voice leading by making the bass disappear into the upper voices while the open d 

string threatens to create a second inversion chord because it is difficult to stop. Using the 

upper three strings in bar 81 also confuses the voice leading, for while a1 resolves correctly 

onto g1, f♯1 effectively resolves down to the b on the same string, while the seventh c1 drops 

down to the open g also on the same string.  

Bars 9–11: In the next example, the motif is fingered as a triad and the chord on bar 93 

has an implied finger 1 on c♯1, which is held into chord on bar 101. The discretionary 

fingering maintains that finger as finger 2 slides into the same fret on the third string for the 
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a. This creates a reverse contraction between finger 1 on the second string and finger 2 on the 

third string, which, by convention, is usually reversed with 2 on the c1♯ and 1 on the a. Sor 

often uses these reverse fingerings, and does so explicitly in the Minore at bars 28 and 31 (as 

discussed above), for example. Bar 11 has to be in position V to hold both lower notes to 112: 

 

Example 65. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino bars 9–11. 

Bars 11–13: The fingering for the turn at bar 112 is discussed (below) in greater detail, 

the implied fingerings, bars 113 to 122, are determined by the low F on the sixth string. The b1 

on bar 112, played with the hand in the fifth position, requires a rapid descent to the barré in 

the first position at bar 113, the notation showing a hinged barré sliding down in preparation 

for the F. This is somewhat provocatively offered here because I am convinced that Sor used 

sophisticated left-hand fingerings of this kind, even though the notation of these techniques 

had yet to be developed. The notes in bar 12 offer no discretions and are therefore implied 

fingerings: 

 

Example 66. . The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino bars 11–13. The 
low bass F at 113 determines the fingerings that follow until bar 122, all of which are implied. 

Bars 14–16: This concluding short phrase is unfingered, with almost no discretionary 

fingering required. The missing ledger line at 152 (where the notes are f1 and a1) has been 

digitally corrected. The slur connecting 151–2 is not repeated in the corresponding bar of the 

Maggiore,83 Jeffery deletes this in his critical edition but Meissonnier retains it. I do not think 

this slur can be construed as a misprint or as notation that was not intended, instead it would 

appear to signify a glissando. Sor and his engraver appear decided that a single stem should 

                                                 
83 Jeffery, The New Complete Works, second edition, 2004, vol. 2, p. 35. 



C h a p t e r  3  180 

used for the upper third in the chord at 152, which makes double slurs redundant, the modern 

notation for this would be two glissando lines between the note-heads (below right).: 

 

Example 67. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino bars 15–16. The 
original notation (left) probably intending a glissando (right). Note the digitally added ledger line. 

This is fingered in the example that follows. There is only one way to play the chord on 151; 

the glissando in thirds can be performed by sliding 1 and 4 into an extreme contraction at 152, 

which is not difficult. The only other solution may be substitute fingers during the slide, 

which is more difficult. This passage shows how many fingerings can be implied by the 

notation alone, leaving scarcely any discretions: 

 

Example 68. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino bars 13–16. Most 
of the fingerings are implied with the discretionary fingerings in square brackets. 

In the example below, the Maggiore, bars 33–48 is shown complete with discretionary 

fingering (in square brackets in greyed boxes) added to the implied fingering in accordance 

with the reasoning presented above. Additional slurs, and indications of holds and slides, and 

left-hand contractions and extensions to the hand position are included: 
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The Divertimento [Op. 13], No. 3, Maggiore 
In this section I begin with the implied fingering for Sor’s Six Divertimentos 4th Set, No. 3, 

Maggiore shown in the following example: 

 

Example 70. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bars 33–48. Implied 
fingering based on the Andantino. 

The passages without implied fingering are: the motifs beginning on the upbeats to bars 33, 

35 41 and 45; the connecting passages that precede or follow them, like the second flourish at 

bar 39 and bars 42 to 44. Since the Maggiore embellishes the Andantino, the examples that 

follow are given together, one below the other for easy reference. First I discuss the 

embellished motifs: 

Bars 33–36: The first two instances of the embellished motif in the Maggiore consist of a 

double appoggiatura gruppetto ornamenting the dotted quaver g1 and the dotted quaver d1. In 

this example slurs have been added and the fingering has been adapted to the discretionary 

fingering used in the discussion of the Andantino above. There are no slurs and few clues as 

to how Sor thought the right hand should be used. The speed of the ornaments and flourishes 

suggests slurs were used, but he clearly considered slurring a branch of fingering to be left at 

the discretion of the performer. The last note of the Maggiore quintuplet is the second note of 

the triad that has been rhythmically delayed in comparison to the Andantino. The final quaver 

and lowest note of the triad on beat two with its quaver rest are not embellished: 
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Example 71. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bars 33–36 (below) 
compared to the Andantino, bars 1–4 (above). Slurring of the two gruppetto figures in the motif is editorial. 

The triadic motif in the Andantino is preserved in the Maggiore by treating the first four notes 

of the initial quintuplet as a gruppetto played with the m finger followed by two triad notes, 

played with i and p, forming a chord on the adjacent strings. The first instance of the motif is 

played on strings one to three and the second motif on strings two to four.  

Bars 41–42: The third occurrence of the motif is bar 41 of the Maggiore and bar 9 of the 

Andantino. The embellishment of the motif has the same structure of gruppetto and triad as 

the first two motifs and is slurred and fingered in a comparable manner: 

 

Example 72. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bars 41–42 (below) 
compared to the Andantino, bars 9–10 (above). The gruppetto slurring is editorial as are right-hand fingerings. 
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Bars 45–46: The final occurrence of the motif is at bar 13 in Andantino and bar 45 in the 

Maggiore. This is slurred in the Andantino, so the Maggiore embellishment is a gruppetto in 

position II that falls to the slurred f♮1. This seems to me to justify slurring all the notes of the 

quintuplet. The gruppetto is played in position II and the 1st finger is extended towards the 

nut for the f♮1 allowing finger 2 to slide up the second string into the chord during the rest: 

 

Example 73. The London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bars 45–46 (below) 
compared to the Andantino, bars 13–14 (above). The slur in the Andantino dotted figure is imitated by slurring 
the complete gruppetto figure. 

We now turn to the flourishes in bars 37 and 39 of the Maggiore, which embellish bars 5 

and 7 of the Andantino. The first flourish embellishes the note c1 beat one, bar 5, the second 

flourish embellishes the G major triad on beat one bar 8: 

 

Example 74. London edition, Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore, bars 37–40 compared to the 
Andantino, bars 5–8. 
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The careful ties in these broken chords at 371 and 391, are technical indications in which Sor 

specifies that certain notes be held. In bar 371 the B, e and c1 are not held, which leaves only 

the c and g tied into the second-beat chord, confirming the three-part writing in the Andantino 

and to facilitate performance. In bar 391 Sor ties only the g and d1, forcing the first four 

semiquavers to be played on open strings so that the open string g can be tied into the chord, 

which is done by forming a small barré at III for the d1 and g1. This unusual solution silences 

the second string b while leaving the d1 tied into the chord as indicated. The third position is 

maintained for the high b1, extending the fourth finger into a five-fret span. The chords at 393 

and 401 should be played in third position, with the g on the fourth string, to ensure a root 

position final chord and to stop the open d string from sounding on, as discussed (above).  

Bar 39 looks as if it could be played in the third position like the Andantino at this point, 

but, in the next example the passage is refingered to show that the alternative generates 

consequences that Sor’s notation explicitly contradicts: 

 

Example 75. Alternative fingering at bar 39 ties the b into the chord (digitally added here) creating four parts 
two beats early. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore bars 37–38. 

Fingering the chord in the third position, bar 391 forces the b onto the third string under a 

barré, prolonging the b into the second beat, thus creating a four-part texture earlier than 

appears in the Andantino, which I have indicated by the tie attached to the b (although this 

note is not included in the chord on 392). The omission the of the b specifically contradicts 

such a fingering. The speed of the flourish may require dragging the thumb across the three 

notes from the fourth string d, but this is not indicated. Performers will do what they like, but 

this solution goes beyond what is indicated in the score. My previous fingering, on the other 

hand, matches the notation in the score, but it does not address the problem of how Sor used 

his right hand. 

Bar 37: While no slurs are indicated, the speed of the flourishes suggests slurs would 

have been used. The first bass note in bar 371 would obviously be played with a thumb. Sor 

specifies that the orientation of the right hand centred on the placement of the i index finger 
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on the second string, whereas Tarrega, Segovia and most modern players orient their basic 

hand position with the i finger on the third string, which is important for the chord flourishes: 

 

Example 76. Right-hand fingering showing the slur in bar 37; a slur from the g1–b1 in bar 39 is possible, but not 
indicated here. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Maggiore bars 37–38. 

The slur on the B to c in bar 37 is required so the thumb p can be dragged through to the third 

string, leaving the index i and the middle m to play the final two notes of the flourish. I have 

indicated this with an apoyando on p and a line indicating the drag through until the third 

string which it is played tirando. This technique is repeatedly used by Sor and is remarkably 

easy and fluent compared to the modern use of i m a on the final g, c1 and e1 in this example. 

The justification for this fingering appears in Sor’s Méthode… in his principles for using the 

right hand, which is first addressed by him at the start.84 Later he writes: 

I have already explained, in the first part, the reasons which induced me to lay down, as a 
general rule, to employ commonly, but three fingers [p i m]. In consequence, I always 
hold my hand elevated, so as to enable the thumb to pass over four strings [6th to 3rd], and 
the other two fingers in front of the other two strings [2nd and 1st], so that, without 
shifting my hand, I may find the strings which are to produce the notes of the twentieth 
example, plate V., which is only the detailed expression of a chord.85 

The initial slur from B to c in bar 37 is essential to this technique despite not being indicated. 

Bar 39: No obvious right-hand fingering suggests itself here. The ties suggest a possible 

slur from g1 to b1 (392) that is entirely discretionary, with no musical justification I can see. 

The connecting passages between motifs at bars 34, 38 and 42 in the Maggiore are 

fingered in exactly the same way as the Andantino. The embellished passage at bars 43–44 is 

the next to be discussed, below showing a discretionary fingering in the fifth position with 

slurs added:  

                                                 
84 Sor, Méthode…, 1830, pp. 13–14. Sor Method…, translated Merrick, 1832, p. 11–12. 
85 . Sor Method…, translated Merrick, 1832, p. 20. « J'ai déjà exposé dans la première pour établir' e partie les raisons que 
j’ai eues pour partie que j'ai eues pour comme règle générale de n'employer ordinairement que trois doigts; d'après cela, je 
tiens toujours la main à une hauteur qui tienne le pouce à même de parcourir quatre cordes, et les autres deux doigts vis-à-vis 
des deux autres de quatre cordes, qui sorte que, sans que la main change de place, je puisse trouver les cordes qui doivent 
produire l'exemple vingtième (Pl. X) qui n'est que l'ex pression détaillée d'un accord. » Sor, Méthode…, 1830, pp. 28–29. 
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Example 77. The London edition of the Six Divertimentos 4th Set [Op. 13], No. 3, Andantino, bars 11–12 (top), 
and the Maggiore, bars 43–44 (bottom), showing the most likely fingering for this passage with added slurs.  

In the Andantino, the gruppetto on the second half of the bar requires position V, but using 

this position for the embellishment in the Maggiore requires an extension fingering to reach 

the g1♯ on the second string, a fingering that Sor might have used in improvising this passage 

adding anticipated and delayed notes to the Andantino, later finding that a simpler, more 

expressive solution could be obtained in the first position, re-fingering it thus:  

 

Example 78. The London edition of the Six Divertimentos 4th Set, No. 3, Andantino, bars 11–12 (top) and the 
Maggiore, bars 43–44 (bottom), showing the likely fingering, the gruppetto figures starting on the first string. 

In the Maggiore the embellishment is a gruppetto figure added to the first f1 in bar 11 of the 

Andantino. The appoggiatura on the second beat of the Andantino decorates the a1, which is 
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the note that is the structural basis for the second gruppetto figure in the Maggiore on bar 432. 

The third beat of the Maggiore has an accented lower appoggiatura added to the f1 on the 

upbeat to bar 12 of the Andantino.  

The final chords at the ends of both the Andantino and Maggiore are identical except for 

the slur at bar 151–2 of the Andantino, which Meissonnier reproduces, Jeffery deletes and I 

suggest implies a glissando. This is missing altogether from the Maggiore (see below).:  

 

Example 79. The London edition of the Six Divertimentos 4th Set, No. 3, Andantino, bars 14–16 and Maggiore, 
bars 46–48 showing the absence of embellishment in the final bars. 

I suggest that Sor’s omission of the slur is an invitation to dramatically enhance an otherwise 

repetitive and somewhat predictable finale by embellishing these final bars, perhaps adding 

an arpeggiated flourish to bar 461 and introducing the delays and anticipations such as those 

used in the Maggiore. Sor would have expected readings of his scores along these lines. His 

painstaking notation of ornamented and rubato elements in the Maggiore cannot be read in 

isolation or considered to be a feature of only this piece.  

To conclude this section on the Maggiore of the Six Divertimentos 4th Set [Op. 13], No. 

3, I have added discretionary fingering to the English edition of the score, with additional 

slurring indications and signs to show the extensions and contractions of the left hand: 
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Sor was thoroughly schooled in the late eighteenth-century and early nineteenth-century 

tradition of improvisatory embellishment: he would have practiced these devices himself as a 

singer, would have applied these techniques in his Italian Arietts and would have heard them 

brilliantly applied by Angelica Catalani, Elisabeth Billington and Manuel García, who 

developed these practices into an industry upon which their livelihoods depended. This was a 

performance practice that stretched back to great castrati like Girolamo Crescentini, who Sor 

had the technique to imitate in a public demonstration of his abilities as a singer. Sor could 

not have produced the unique tessitura of a castrato (unless there is something we do not 

know about him), but he must have had a complete command over the Italian style employed 

by singers like Crescentini and Manuel García that was characterised by free improvisatory 

embellishments and ornamentation. The old bel canto style was familiar to all late eighteenth 

century and early nineteenth-century composers, and traces of its practices survived into the 

Romantic period in composers like Chopin, Bellini and Donizetti. Sor leaves many signs that  

he expected improvisatory rubato to be used, in the right context, in his works. He describes 

imitating the women singers at the Italian opera as a child and thoroughly understood the 

conventions of late eighteenth- and early nineteenth-century operatic composers. This has to 

be regarded a strong stylistic indicator for Sor’s music in variation form, although many of 

his pieces that are not based on themes, like his minuets and waltzes for example would also 

be embellished and may have been played with the kind of rubato that Chopin used.  

The main purpose of this chapter has been to draw attention to the complexities that face 

students of Sor’s œuvre. His published editions confront us with multiple problems, from the 

bibliographical aspects of dating to the correction of misprints, to how to read Sor’s notation 

in a way that would contribute to our understanding of what might constitute an accepted text 

of his guitar music. I believe that the first priority is to establish the authority of each existing 

edition according to the level of authorial responsibility that can be demonstrated from the 

circumstances of its  production. I hope to have shown here that Sor’s music is carefully 

crafted when his editions were published under his control (even with misprints). I have also 

tried to show that his notation reveals much more than the bare and unfingered text suggests. 

When he arrived in London, he had long been writing music for the guitar based on his 

“system”, which he had conceived in Spain as a teenager. So that we might eventually begin 

to understand Sor’s sophisticated conception of the guitar and its technique, we need to give 

greater consideration to this idea. For us it demands analyses of his guitar music that take 

account, not just of the individual characteristics defining each work, but also of the wider 

internal relationships across all his guitar music that the existence of a “system” entails.



 

 



 

 



4. London Venues and Organisations 

When Sor arrived in London in 1815, he would have been introduced by musicians he met 

through the Philharmonic Society to the system known as the ‘benefit concert’. Sor knew 

musicians from Paris, like Camille Pleyel, and knew some of the Spanish musicians he met 

and became acquainted with others through the embassy. This is known from the benefit 

concert of Francesco Maria Vaccari held on 27 April 1815 that was advertised as “Under the 

immediate Patronage of his Excellency the Spanish Ambassador…”,1 indicating that Spanish 

expatriates may have enjoyed some official assistance. It is not certain how much Sor in 

London was affected by his afrancesado status in Spain.  

Sor arrived in London at the beginning of the industrialisation of musical culture that 

resulted from the “…rise of the master composers—Haydn, Mozart, Beethoven, later Handel 

and J. S. Bach, and finally Schubert, Weber, Schumann, and others—to musical sainthood 

that took place during the 1850’s and 1860’s…”2 William Weber argues further that this was 

…an early form of mass culture …The new respect for the masters was as much a 
commercial as an artistic phenomenon, one which took many saleable forms during the 
second half of the century—medallions, lithographs, busts, and a multitude of literary 
expositions. It grew directly from the burgeoning industries of music publishing, 
instrument manufacture, and concert management.  

From 1813 in Paris Sor participated in these new industries by exploiting commercial 

opportunities that came his way. He did the same in London in 1815. Weber explains: 

The growth of amateur musical training during the eighteenth century had made teaching 
in bourgeois and aristocratic homes a broad, highly lucrative market and provided a 
stable source of income from which musicians could launch careers as public performers. 
These events, usually called « Academies » or « Benefit Concerts », had audiences 
primarily of the families for which the sponsor had taught or performed, since hiring a 
musician for such purposes carried with it an obligation to buy tickets to his or her 
annual concert. The web of relationships extended to the performers themselves, since 
these concerts had long, elaborate programs played largely by the colleagues of the 
sponsor, many of whom were often amateurs. Touring performers drew upon the same 

                                                 
1 British Library and Gale Cengage Learning, 19th Century British Library Newspapers 1600–1900, Detroit: 2007, 
searchable database consulted in this thesis at <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/>, accessed 
repeatedly in the course of this research. Specific dates of access are supplied with each citation below. All references to 
nineteenth-century British newspapers in this thesis are taken from this database unless otherwise indicated. This citation 
appeared in the ‘Advertisements and Notices’ section of The Morning Chronicle (London, England), Saturday, April 15, 
1815; Issue 14336, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/>, accessed 1 October 2009.  
2 William Weber, ‘Mass Culture and the Reshaping of European Musical Taste, 1770-1870’, International Review of the 
Aesthetics and Sociology of Music, 25/1-2, June–December 1994, pp. 175-190, at p. 176. 
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network of ties, for musicians provided each other with help in obtaining supporting 
performers and attracting audiences.3 

Sor’s success should not be put down to some kind of natural gift for the system. The signs 

are that he had been advised by Ignace Pleyel in Paris and, after he arrived in London, must 

have continued to share information with his fellow performers. It is clear that Sor had been 

part of an extensive network of musicians in Spain who, after they were displaced by the 

Spanish War of Independence, ended up as his compatriots in a foreign land, many Spaniards 

appearing on his programmes and he on theirs.  

The old systems of musical exchange that had evolved through the circulation of musical 

manuscripts were still operating in the sophisticated network of musicians in every city and 

country right across Europe. The early manuscript copies of Sor’s music (not in autograph), 

which mainly come from Spain, were products of an industrialisation of this process.4 The 

network of copyists in Spain account for the Sor editions subsequently published by Castro 

and those acquired independently him by Meissonnier. Weber explains the system: 

The German music historian Klaus Hortschansky has shown that the vast majority of 
music written in most European countries was sold copy-by-copy through a complex 
web of ties among composers, musicians, and interested amateurs. Each composer would 
ask colleagues in different cities to solicit subscriptions to a new composition (whether 
printed or not) for a small remuneration, usually advertising these agents in periodicals. 
The principal buyers were the local ensembles we have just discussed, therefore a quite 
limited market. Many musicians spent a considerable part of their time selling music in 
this manner. Once again we find that trusting relationships were the key to success: 
Hortschansky cites instances where certain composers incurred the wrath of their 
colleagues of refusing to return expected favors of this kind. Here, too, we can see that 
this system was self-limiting, since only rarely could a work receive more than four or 
five hundred subscribers.5 

The system of subscribers used by Aguado for his Méthode Complète Pour la Guitare, in 

its French translation by François de Fossa that was published by Meissonier in Paris in 1826, 

contains an interesting list of subscribers with 71 names on it. This list paints a picture of the 

network Aguado could call upon and shows that he used the system. Sor did not use the 

subscription system for the publication of his Méthode… and its translations. This suggests 

Sor devoted less time to cultivating the music distribution network in Spain to facilitate the 

                                                 
3 Weber, ‘Mass Culture …’, 1994, pp. 178–179. 
4 Jeffery, Fernando Sor…, 1994, Catalogue of Works, pp. 147–190. The Spanish manuscript copies identified by Jeffery 
include only two Minuets from Op. 11 for guitar, whereas more of Sor’s vocal works, patriotic songs and seguidillas 
composed in Spain still survive in manuscript copies, see Chapter 9, ‘Sor and Publishing in Spain’ for newly identified 
copistería listings.  
5 Weber, ‘Mass Culture…’, 1994, p. 179 quoting Klaus Hortschansky, ‘Der Musiker als Musikalienhändler in der zweiten 
Hälfte des 18. Jahrhunderts’, in Sozialstatus, pp. 83-102; see also Hortschansky, ‘Pranumerations- und Subskriptionslisten in 
Notendrucken deutscher Musiker des 18. Jahrhunderts’, Acta Musicologica, 1968, 40, pp. 154-174. 



L o n d o n  V e n u e s  a n d  O r g a n i s a t i o n s  195

circulation and distribution of his compositions. While he published many works through the 

copistería in 1806 and 1807,6 he nevertheless claims to have had no control over what was 

copied by this new industrialised network of booksellers and copyists. He did not see himself 

as a professional composer in Spain. He does, however, appear to have been well connected 

socially and seems to have known many of the performing musicians in Spain who turned up 

on his concert programmes in London, suggesting links from an earlier time—what else 

might explain Sor and his daughter Caroline staying at the home of the Spanish tenor Reyes 

on their arrival in London, at very short notice, after they fled Paris? We know this from 

Camille Pleyel, who wrote to his parents on 3 April 1815: “…I have seen Sor, who is living 

at the home of Reyes [the tenor], the young Spaniard of whom I often wrote to you when I 

was in Bordeaux…”.7 

Also important in this musical industry were the domestic economies around the wealthy 

aristocratic households and royal establishments that provided lucrative opportunities for 

musicians like Sor. His success as a member of this network depended on the approval of his 

fellow-musicians and the applause of his audiences. It was also important to Sor that Camille 

Pleyel wrote to his parents of his success in his debut concert.8 Good reviews and plenty of 

applause attracted invitations to play for the likes of the Marchioness of Douglas. Sor entered 

the professional concert system much later than his contemporaries: Beethoven, for example, 

only eight years older than Sor, by the age of 24 earned money from “teaching, performing 

and publications”.9 Sor began doing this in Paris in 1813 at the age of 35 and continued to do 

so (with greater success) in London in 1815. It should not be assumed that benefit concerts 

provided him with an easy living: 

The benefit concert, like the amateur ensemble, could not become a large-scale event 
because personal relationships were so central to it. No musician could develop enough 
contacts to draw more than at most five hundred people to a concert, and many had to 
give tickets away to get big houses. It is doubtful whether many concerts showed much 
profit; their purpose was rather to maintain contacts and develop reputations. In any case, 
the whole idea of trying to attract audiences on an impersonal basis was far from the 
imagination of eighteenth-century musicians.10 

When the famous composer Luigi Cherubini (1760–1842) came to London for his second 

visit—he left Paris during the Hundred Days and was announced as having arrived on 4 

                                                 
6 See my Chapter 9 ‘Sor and Publishing in Spain’. 
7 Benton, ‘London Music in 1815…’, 1966, p. 37. 
8 Benton, ‘London Music in 1815…’, 1966, pp. 38–39. 
9 Barry Cooper, editor, with Anne-Louise Coldicott, Nicholas Marston and William Drabkin, The Beethoven Companion, 
London, Thames and Hudson, 1991, p. 110. 
10 Weber, ‘Mass Culture…’, 1994, p. 179. 
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March 181511—a veritable who’s who of London musicians turned out to play at his concert 

on 24 April 1815, as we see from the Morning Chronicle advertisement: 

…The following eminent Instrumentalists and Vocal Performers have kindly offered 
their assistance: Mrs. Bianchi Lacy, Miss Griglietti and Madame Marconi; Mr. Braham, 
Mr. Ledesma, Mr. Graham, Mr. Lacy, Mr. Le Vasseur and Mr. Naldi; Mr. F. Cramer, 
Mr. Vaccari, Mr. Spagnoletti, Mr. Mori, Mr. Rosquellas, Mr. Lindley and Mr. 
Kalkbrenner. The Orchestra will be numerous, and complete in every department, and 
will be assisted by a full Chorus…12 

Cherubini had every reason to expect a great success on this his second visit to London, but 

not even the best musicians of the day made a decent profit.  

The Philharmonic Society “…was a progressive organization and a wealthy one, and 

Cherubini was satisfied with its offer of two hundred pounds as remuneration”13, but his 

letters to his wife revealed that he was unhappy with the money he was making. After his 

concert of 3 April 1815 he wrote to her: 

…Despite this success, I foresee that my journey here will be a failure; I expect hardly 
any profit from it. We have reckoned up the expenses, and they come to 100 guineas. If I 
have not a full house, I risk, after taking a great deal of trouble, gaining only fifty 
guineas, if indeed, I am not something out of pocket. Money runs away here like water, 
and the slightest things are proportionately dear. The outlay will amount to so much, 
since I shall not be able to have more than three parts of the band without paying them… 
All this clouds my soul, and I am so affected by it, so sad, that, with the work I am 
obliged to do, if I do not fall ill it will be a miracle. Already my health, which up to now 
has been good, is becoming bad; for several days my nerves have been ill, and I suffer 
from a melancholy which I cannot overcome. All this troubles [sic] consumes and wears 
me away…14 

And Cherubini was a famous and popular composer. It should not be expected that Sor would 

have earned much from playing his Fantasia on the fringes of the Philharmonic Society. He 

was hoping to enhance his reputation with his fellow musicians, grow audience support and 

acquire a pool of paying pupils. On a personal level he would have needed to be composing 

daily, practising the guitar and socialising with his network of acquaintances. Judging from 

Camille Pleyel’s letters, there appears to have been a high degree of solidarity among the 

members of the Philharmonic Society, with advice given on all aspects of the business. As a 

composer, Sor would have been strongly influenced by the important musicians he heard and 

                                                 
11 Margery Stomne Selden, ‘Cherubini and England’, The Musical Quarterly, 60/3, July 1974, pp. 421–434 at p. 430. 
12 The announcement then summarises the programme and gives details of where the tickets can be purchased. The whole 
announcement is quoted in full in the article with no author entitled: ‘Cherubini in England’, The Musical Times, vol. 49, No. 
781, March 1, 1908, pp. 160–163 at p. 162. 
13 Selden, ‘Cherubini and England’, 1974, p. 430. 
14 Author not given, ‘Cherubini in England’, The Musical Times, vol. 49/781, March 1, 1908, pp. 160–163, at p. 162. 
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met in these circles. For us, reading his programmes and studying the context helps to build 

up a picture of his influences. 

Jean Mongrédien, discussing these concerts in France as presented at the Feydeau theatre 

in Paris between 1789 and 1815, describes a musical content of “…appalling monotony…”,15 

indicating that they were less successful than the Philharmonic Concerts, but even in London 

there is much in the programming that suggests they were no less formulaic and monotonous. 

Variety came from contrasting orchestral works, concertos and accompanied vocal works, 

using different combinations of soloists and instrumentalists, and offering the occasional 

novelty instrument, like the harp of Dizi, or the guitar of Fernando Sor. Many concerts 

arranged in the venue in its season were not under the auspices of the Philharmonic but 

formed part of the whole experience. Every so often truly great performances took place, and 

it appears that Sor’s performances on the guitar in the Argyll Rooms fall into that category. 

SOLLICITÆ JUCUNDA OBLIVIA VITÆ 
“The Happy Forgetting of an Anxious Life” was the motto above the stage in the old Argyll 

Rooms, Little Argyll Street, the home of the Philharmonic Society from its inception on 24 

January 1813, before it was rebuilt as the New Argyll Rooms, in Regent Street, during 

1819.16 Sor made his reputation playing the guitar beneath this motto in a small, tightly 

packed recital room full of enthusiasts, there to listen, in a state of happy forgetting, to mainly 

instrumental music. The experience would have been mainly aural rather than visual—in 

contrast to what might have been had at the opera. The typical Philharmonic Society 

subscriber, seated in the Argyll Rooms, was there to be rendered oblivious to the life’s cares 

through the reverie of listening. Sor was in the right place, at the right time, to introduce the 

guitar to a wider audience that was in attendance specifically to listen—a purpose for which 

the Argyll Rooms, as a concert venue, was ideally suited. 

Sor’s achievement at his first concert was to command a place among the finest 

instrumentalists of the day by appearing on the fringe of the Philharmonic Society concerts. 

The calibre of instrumentalists involved similar fringe concerts can be seen from the 

advertisements for each concert, and the programmes of the Philharmonic Society. The 

Society acquired a reputation across the whole of Europe, attracting the best musicians of the 

                                                 
15 Mongrédien, French Music…, 1996. 
16 F. H. W. Sheppard, editor, Survey of London: volumes 31 and 32: St James Westminster, Part 2, 1963, pp. 284–307. 
<http://www.british-history.ac.uk/report.asp?compid=41478>, accessed 10 May 2006. I would like gratefully to 
acknowledge the English Heritage website British History Online which quotes sources that are not available to me. 
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age to London all seeking to enhance their reputations—even Beethoven obtained a 

commission the Philharmonic Society and planned to perform there.17 Many musicians at this 

time had come to London for more pragmatic reasons associated with the terrible wars of the 

Napoleonic era: London was musical and prosperous but, above all, it was free of civil 

disorder, war and strife. Before embarking on a detailed examination of Sor’s London 

concerts, and the pieces that he played, we must first look at the venues and organisations 

with which he was associated in London between 1815 and 1822. 

Venues and Organisations 
The surviving reports of Sor’s London concerts show that he played concerts at the Argyll 

Rooms, Little Argyll Street. Associated with this venue were two institutions with which Sor 

was involved: The Philharmonic Society18 and the Regent’s Harmonic Institution (which I 

discuss further on). Sor gave concerts for The Philharmonic Society and for his own benefit 

at this venue, and he may have played at other important venues of which no record has yet 

been found. We know of two concerts organised by Andrew Ashe and his wife in Bath where 

Sor played and we know of the Nobilities Concerts that are mentioned on the title page of 

Sor’s Introduction and Variations on a Theme by Mozart ‘O dolce concento’ [Op. 9]. Apart 

from those concerts, other performances would have taken place, probably by invitation, 

either in the private residences of the aristocracy or among the growing merchant class, 

which only occasionally warranted a mention in the press.  

THE ARGYLL ROOMS IN LITTLE ARGYLL STREET 1813–1819 

In the examination of the Argyll Rooms that follows, my first interest is to create an 

imaginary space for Sor’s guitar in the context that it would first have been heard for on the 

fringe of the Philharmonic Society concerts. The building that became known as the Argyll 

Rooms was obtained freehold by Henry Francis Greville in July 1806, who made alterations 

over a number of years “converting the house for public entertainment” 19 after which it was 

taken over by Stephen Slade, who eventually purchased it in 1813 just before the 

                                                 
17 Beethoven was approached by Charles Neate on behalf of the Philharmonic Society with an order for “…three concert 
overtures…” that was engineered by Ferdinand Ries in 1815. Beethoven expressed an interest in going to London in the 
letter of 8 May 1816 and by the following year the invitation was extended, but Beethoven, after accepting, was too sick to 
go. Donald W. MacArdle, ‘Beethoven and Ferdinand Ries’, Music and Letters, vol. vol. 46/1, January 1965, pp. 28–29.  
18 See Robert Elkin, Royal Philharmonic: The Annals of the Royal Philharmonic Society, New York: Rider and Co. [1946]. 
19 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 11 May 
2006. 
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Philharmonic Society took up giving concerts there.20 Slade was apparently owed money by 

Greville.21 The Survey of London includes a general description of the building indicating that 

the concerts were held on the ground floor in a room 53 feet long and 26 feet wide, with 

“…an orchestra platform in a wedge-shaped annexe at the west end…”.22 When in 1808 

Greville “…claimed to have spent £3000 in fitting up the theatre for opera buffa…” he only 

obtained a licence for “…music and dancing, with occasional permission for masked 

balls…”23 This makes shows that the Philharmonic Society members must have considered 

the venue suitable for instrumental music, requiring a smaller hall than for “opera buffa”. 

The auditorium remained unaltered between 1813 and 1819 and Sor played his most 

important public concerts there from 1815 to 1819. Slade, who had already been notified in 

1814 that the Argyll Rooms were needed to make way for the formation of Regent Street, 

managed to delay the inevitable until February 1819, when he was finally forced to sell, 

eventually receiving a compensatory settlement of £22,750 from a jury.24 In 1818, Sor was a 

member of the consortium of musicians who formed a society called the Regent’s (later 

Royal) Harmonic Institution: “…to print and vend our own musical Compositions and the 

Compositions of our Musical Brethren at large who found themselves unable to obtain fair 

Terms from other Publishers…”.25 The Regent’s Harmonic Institution also contracted to 

rebuild the Argyll Rooms on the realigned site in Regent Street to a design by John Nash, 

taking commercial premises on the ground floor for their shop.26 Sor is not known to have 

played in the new building, which opened in February 1820, so it is in the old Argyll Rooms 

as they were between 1813 and 1819 that Sor played his concerts in London.  

                                                 
20 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 11 May 
2006. 
21 Entry entitled ‘Argyll Rooms’ by William H. Husk, Librarian to the Sacred Harmonic Society, in A Dictionary of Music 
and Musicians (A.D. 1450–1889) by Eminent Writers, English and Foreign…, edited George Grove in four volumes, 
London: MacMillan, 1890, vol. 1, p. 82. 
22 “A plan in the Public Record Office shows that this building consisted of a regular range of rooms fronting south to Little 
Argyll Street, and an irregularly planned series of rooms at the back. The internal width of the south range [of rooms] was 26 
feet, and the ground storey was divided by a transverse wall into two rooms. The large west room was 53 feet long, with an 
orchestra platform in a wedge-shaped annexe at the west end. The east room, 21 feet long, was entered from a lobby at the 
east end of the range which also served as an approach to the main staircase and the back rooms.” in Sheppard, Survey of 
London, 1963, pp. 284-307, Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 18 January 2010.  
23 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 18 
January 2010. 
24 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 10 May 
2006. 
25 In The English Spy, 1826, vol. 2/14, 1 March 1825, pp. 39–40, quoted in Sheppard, Survey of London, 1963, pp. 284-307, 
Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 18 January 2010, note 136. 
26 I will refer to these buildings as the “old Argyll Rooms” and the “New Argyll Rooms” respectively. 
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I have not been able to find a picture of the interior of the old Argyll Rooms, but there is 

a description from the period taken from Leigh’s New Picture of London, printed for Samuel 

Leigh in London in 1818, which describes the venue as Sor would have known it:  

…fitted up in a style of great magnificence. Corinthian pillars, illuminated by gilt lamps, 
grace the entrance and the lobbies. The ground-floor consists of three very extensive 
rooms, the first of which is hung with scarlet drapery. The drapery of the second is a rich 
salmon colour, lined with pea-green. The third, though inferior to the others, is 
nevertheless, finished in a capital style; and the whole is most brilliantly lighted up. 

The grand saloon is of an oblong form, with elliptical terminations, and is used for the 
purpose of theatrical representations; and also for masquerades and balls. Above the 
entrance, on each side, are three tiers of boxes, amounting in the whole to twenty-four. 
The first range above the ground tier is ornamented with elegant antique bas-reliefs in 
bronze; the upper tier is of ethereal blue, decorated with scrolls in stone colour, and both 
are enclosed with scrolls in rich gold mouldings. Over each box is a beautiful circular 
bronze chandelier, with cut-glass pendants. The draperies are of scarlet; and the 
supporters between the boxes represent the Roman ox, and Fasces, in bronze and gold.  

At the opposite end are the orchestra and stage, over which is the following appropriate 
motto: “Sollicitæ jucunda oblivia vitæ”. The walls of the middle space, of an ample size, 
are superbly ornamented with ranges of Corinthian pillars, representing porphyry with 
gold capitals. On the intermediate panels, which are surrounded with borders of blue and 
gold, are basreliefs, in stone colour, as large as life, the subjects of which are admirably 
adapted to the purposes for which they are placed there. 

On each side of this magnificent room are tiers of benches, covered with scarlet, over 
which are suspended eight superb glass chandeliers; and the whole internal space is 
marked out with chalk, in the most fanciful manner. Contiguous to this, are a refectory, 
painted with landscapes and wreaths of flowers; and a billiard-room, fitted up with 
similar neatness. On the other side is a spacious chamber, appropriated to card parties, 
the ceiling of which is richly painted, and the windows hung with scarlet drapery.—
Adjoining is a small apartment called the blue-room, decorated in a most pleasing and 
elegant style. The drapery is of light blue, and the sofas, with which the room is 
completely surrounded, are all of the same colour. The walls are ornamented with much 
fancy, in order to harmonise with the furniture; and in the middle of the ceiling, which 
represents the open sky, is an eagle suspending a chandelier of bronze and gold.'27 

The “elliptical terminations” to the rectangular shape of the room, having at the one end 

“three tiers of boxes over the entrance”, gives some indication of its height, and at the other 

end of the room an orchestra platform may have had more than one raked level to 

accommodate an orchestra of 60–70 players at the Philharmonic concerts.28  

Tiered seating down the length of the room, arranged so that the two sides of the 

audience faced each other rather than facing the stage, is surprising to the modern reader. 

Leigh’s description makes no mention of a central seating block facing forwards. It seems 

that our conventional view of a modern concert room with rows of people facing the stage 

                                                 
27 From: Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 
10 May 2006. 
28 Adam Carse, ‘The Choral Symphony in London’, Music and Letters, vol. 32/1, January 1951, p. 47. 
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may have evolved from the evolution of the pit (and later decline of boxes) in opera theatres: 

after all, in an opera the stage action is central to the work and needs to be seen; whereas 

instrumental music (the very raison d’être of the Philharmonic Society) only required 

listening. What was there to see anyway? Leigh mentions that “the whole internal space is 

marked out with chalk” 29 showing the room was set up for uses other than a concert, possibly 

also suggesting that loose-standing chairs may have formed a central block of forward-facing 

seats, but this may not have been the case at all. This tradition is apparently much older still, 

stretching back to the London Globe and before.30 

An earlier incidence of a similar seating arrangement is described by Michael Forsyth in 

the St. Cecilia’s Hall in Edinburgh, opened in 1762: 

The oval “musical room,” …was contained within the rectangular building and measured 
63 ft. (19.2 m) by 35 ft. (10.7 m) by 17 ft. (5.2 m) high. Its seating rose in tiers, 
accommodating about 500, with an aisle round the perimeter for access, the concert 
platform being at one end. The area left in the middle was used for promenading during 
intermissions. The listeners faced each other, “an arrangement much preferable to that 
commonly adopted of placing all the seats upon a level behind each other, for thus the 
whole company must look one way and see each other’s backs.” This curious 
arrangement, which is equivalent to the orientation of the boxes in an Italian opera house 
is similar to the seating in the Altes Gewandhaus…31 

In the Altes Gewandhaus in Leipzig (1871) the audience faced one another down the length 

of the hall, with forward facing seats at the back:  

                                                 
29 In ‘Advertisements and Notices’, The Morning Chronicle (London, England), Saturday, June 17, 1815; Issue 14390. 
<http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/>, “The “Argyle Rooms—Grand Masquerade” was the venue for 
the last dance of the season announced on 17 June 1815 at this venue. 
30 Private communication with Professor Suzanne Court. 
31 Michael Forsyth, Buildings for Music, Cambridge: Cambridge University Press, 1985, p. 53, quoting Hugo Arnot, History 
of Edinburgh, 1779.  
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Figure 1. The Leipzig Altes Gewandhaus concert hall as it was in 1780–1781, from a watercolour dated 1895 by 
Gottlob Theuerkauf just before demolition, reproduced here from <http://www.art-prints-on-
demand.com/a/theuerkauf/leipzigaltesgewandhaus-2.html>, also in Forsyth, Buildings for Music, 1985, p. 68. 

Surprisingly, this seating arrangement was maintained until 1895, when the building was 

demolished to make way for the Neues Gewandhaus, which also included a smaller venue for 

recitals. Although this was a replica of the first hall, the seating was changed so most of the 

audience faced the stage with only two rows each side facing across the hall.32  

This seating arrangement was also used in the Hanover Square Rooms, as can be seen 

from an engraving in the Illustrated London News of 1843, which shows the audience seated 

side-on to the stage, down each side of the room with an additional block of seats in the 

middle facing the front.33  

                                                 
32 Forsyth, Buildings for Music, 1985. p. 61. 
33 Engraving of 1843 is probably of a concert given by the Philharmonic Society given that the Hanover Square Rooms was 
used by them from 1833 to 1878 after the Argyll Rooms burned down on 6 February 1830 (Author not given, ‘The 
Philharmonic Society of London’, The Musical Times, vol. 53, No. 830, April 1, 1912, pp. 226). The engraving appeared in 
Illustrated London News, 24 June 1843, reproduced in Forsyth, Buildings for Music, 1985. p. 37. Also quoted as Figure 35 in 
the article by Cyril Ehrlich, Simon McVeigh, Michael Musgrave ‘London (i), §VI, 2: Musical life: 1800–1945: Concert life 
(i) 1800–1850.’ Grove Music Online ed. L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 20 
January 2006. 
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Figure 2. The Hanover Square Rooms in 1843 at a Philharmonic Society Concert engraving in the Illustrated 
London News, 24 June 1843, reproduced from Forsyth, Buildings for Music, 1985, p. 37. 

At this later date, the Philharmonic Society appears to have continued with the tradition that 

stretched back to Leigh’s description of the old Argyll Rooms. The concession to those who 

preferred to listen to music stereophonically seems to have been extended to only half of the 

patrons by 1843.  

Leigh’s description of the old Argyll Rooms gives no dimensions, but the Survey of 

London description (above) indicates that the concert room was 53 feet long and 26 feet 

wide.34 An indication of the seating capacity does appear in a letter from Luigi Cherubini to 

his wife dated London, March 22, 1815, which reads:  

…As for my benefit [concert] we will arrange it the best way we can, and I will be 
guided by the advice of the amico; we must not expect a very large profit, so that we may 
not be disappointed. …By dint of thinking what day I can give my concert I have only 
been able to obtain the Grand Chamberlain’s permission for the 24th April. I think that if 
the place is full at half a guinea each—and that price cannot be increased without making 
people cry out—the receipts will amount to 250 or 300 guineas, from which must be 
deducted the unavoidable expenses. It is better to give a concert in the Philharmonic 
Rooms than in the Opera House concert-room, which is much larger, and would drag me 
into greater expenses. …35 

                                                 
34 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: ‘The Argyll Rooms, Little Argyll Street’ accessed 18 
January 2010.  
35 Author not given, ‘Cherubini in England’, The Musical Times, vol. 49/781, March 1, 1908, p. 162.  



C h a p t e r  4  204 

Cherubini’s indication that his receipts would be “250 or 300 guineas” for seats at “half a 

guinea each” translates into a seating capacity of 500–600 seats for the old Argyll Rooms—

including the twenty-four boxes in the three tiers above the entrance. Cherubini’s other 

snippet of information comes from him making a distinction between the smaller Argyll 

Rooms (or “Philharmonic Rooms” as he calls them) and the “much larger” and more 

expensive “Opera House concert-room”, referring to the King’s Theatre Concert Rooms. 

When the old King’s Theatre was burned down in 1789,36 the new King’s Theatre was 

designed by Michael Novosielski in the modern horseshoe shape with the pit seats facing the 

front in a semicircle. It was finished in 1791:37 

One of the features of Novosielski’s design was a large and handsome concert room on a 
level with the principal boxes, 95 ft. long, 46 broad and 35 high; Captain Gronow (1794–
1865) says in his reminiscences that it was often used for balls, with refreshments and 
supper, after opera performances. …Here Salomon’s concerts were continued, variously 
described as the ‘Academy of Music’ or the ‘National School of Music’’ the Concert of 
Ancient Music was held here between 1794 and 1804…38 

This additional concert room appears also to have been called the King’s Concert Room39 at 

some time, presumably to distinguish it from the King’s Theatre. In order to try and establish 

the relative size of the old Argyll Rooms, I draw on the table produced by Alex Hyatt King 

with comparative sizes of London concert rooms40 focussing on the London Tavern, which he 

introduces by saying: 

It is instructive to study the dimensions of the London Tavern’s room and its probable 
capacity in relation to those of other contemporary buildings used for concerts. …It 
seems that the dimensions of the concert room were roughly the same as those of the 
other principal rooms, with good natural proportions which would have given a 
satisfactory acoustic of the kind then traditional in London.41 [my italics] 

This table unfortunately mentions only the New Argyll Rooms (after 1820), but in the 

process sums up the available information on the other London concert rooms as follows (the 

Almack’s Rooms were later called the Willis’s Rooms): 

                                                 
36 Robert Elkin, The Old Concert Rooms of London, London: Edward Arnold, 1955, p. 112. 
37 In the article ‘King’s Theatre, The’, Grove, A Dictionary of Music and Musicians…, 1890, vol. 2, p. 58, it is stated that 
“The interior of the building [The King’s Theatre] was the largest in England; there were five tiers of boxes, exclusive of 
slips, and it was capable of containing nearly 3300 persons. It was admirably adapted for conveying sound.” 
38 Elkin, The Old Concert Rooms of London, 1955, p. 113. 
39 Elkin, The Old Concert Rooms of London, 1955, p. 113. 
40 His article is about the early performances of works like the Beethoven symphonies and Mozart’s Don Giovanni at the 
London Tavern in the first decade of the nineteenth century that were organized by the mysterious John Sterland. 
41 Alec Hyatt King, ‘The Quest for Sterland—1. The London Tavern: A Forgotten Concert Hall’, The Musical Times, vol. 
127/1720, July 1986, pp. 382–385 at p. 383. 
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Venue Length (feet) Width (feet) Height (feet) Seating 
Almack’s larger room 90–100 40 30 900 
Almack’s smaller room 65 40 20 ? 
[New] Argyll Rooms c65 c35 c25 c800 
Freemason’s Hall 90 43 60 ? 
Hanover Square Rooms 90 30 ? 800–900 
King’s Theatre [Concert Room] 95 46 35 c1000 
London Tavern (excluding galleries) c95 33 30 c900  

Table 1. Dimensions of London concert rooms in Hyatt King, the Argyll Rooms statistics refer to the Nash 
building of 1820–30 (see Hyatt King, ‘The Quest for Sterland—1, footnotes 11–17). 

I cannot agree with Hyatt King’s view that these concert rooms should all be seen as ‘roughly 

the same’—for a guitarist the size of a hall can be critical. The concert rooms in this table 

appear instead to fall into two categories that may be better described as ‘larger’ and 

‘smaller’. This is in fact how they were described at the time, as is confirmed by Cherubini’s 

description of the King’s Theatre Concert Room as “much larger” than the Argyll Rooms. In 

the above table the two Almack’s Rooms are also described as ‘larger’ and ‘smaller’. 

Unfortunately, the dimensions that are given in the table can only be taken as indicative, as 

the sources vary quite substantially. The dimensions for the Hanover Square Rooms in the 

first Grove Dictionary of Music and Musicians… are bigger: “…for the purposes of concerts, 

assemblies, etc., consisting of a principal room, 95 ft. by 35…”42 and, in the list quoted by 

Forsyth from the General Evening Post printed in the London on 25 February 1794, they are 

smaller: 79 ft. by 32 ft.43 This means the Hanover Square Rooms could have fallen into either 

the category of a ‘smaller’ room of 2528 sq. ft. or a ‘larger’ room of 3325 sq. ft. The seating 

capacity of “eight to nine hundred” given by Elkin44 suggests that the ‘larger’ dimensions 

ought to be preferred.  

The dimensions of the King’s Theatre Concert Room are given in a description in the 

first Grove Dictionary of Music and Musicians… reads: “On the east side was a large and 

handsome concert-room, 95 feet long, 46 feet broad, and 35 feet high, on a level with the 

principal tier of boxes”,45 whereas the list printed in the London General Evening Post gives 

the dimensions as 97 ft. by 48 ft. In the adjusted table that follows the concert rooms have 

been rearranged according to size: a column for the area (sq. ft.) is provided; and an entry for 

                                                 
42 This building opened February 1, 1775. ‘Hanover Square Rooms’, Grove, A Dictionary of Music and Musicians…, 1890, 
vol. 1, p. 661.  
43 Quoted in Michael Forsyth, Buildings for Music, Cambridge: Cambridge University Press, 1985, p. 39. Could the stage 
have been excluded from these dimensions? 
44 Elkin, The Old Concert Rooms of London, 1955, p. 93.  
45 ‘King’s Theatre, The’, Grove, A Dictionary of Music and Musicians…, 1890, vol. 2, p. 58.  
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the Argyll Rooms (1813–1819) has been added; in addition the ‘smaller’ and ‘larger’ venues 

have been grouped separately.  

Venue Length (ft.) Width (ft.) Height (ft.) Area sq. ft. Seating

The ‘Smaller’ Concert Rooms 

1. Old Argyll Rooms 53 26? [c25]? 1378? 500–600 
2. [New] Argyll Rooms c65 c35 c25 2275 c800 
3. Almack’s smaller room 65 40 20 2600 ? 

The ‘Larger’ Concert Rooms 

4. Hanover Square Rooms 90–95 30 ? 2700–3325 800–900 
5. London Tavern (excluding galleries) c95 33 30 3135 c900  
6. Freemason’s Hall 90 43 60 3870 ? 
7. Almack’s larger room 90–100 40 30 3600–4000 900 
8. King’s Theatre [Concert Room] 95 46 35 4370 c1000 

Table 2. Adaptation of the previous table with the categories of ‘smaller’ and ‘larger’, adds the old Argyll Rooms 
(1813–1819) with seating capacity from Cherubini and showing the floor area (sq. ft.) of each room. 

If the dimensions of the Old Argyll Rooms are correct, it is almost half the size of the New 

Argyll Rooms. The King’s Theatre Concert Room, at over 4370 sq. ft., is almost twice the 

size of the New Argyll Rooms, while the Almack’s larger room and the Freemason’s Hall are 

also substantially larger. Even Almack’s smaller room is 12% bigger than the New Argyll 

Rooms, and the Hanover Square Rooms, at 2700 sq. ft., would have been anything from 13% 

bigger to more than 33% bigger at 3325 sq. ft.  

In an earlier description of the St. Cecilia’s Hall in Edinburgh a seating capacity of 500 

with dimensions of 63 ft. by 35 ft. is indicated, almost identical to those of the New Argyll 

Rooms 65 ft. by 35 ft. Given the seating arrangements for the St. Cecilia’s Hall may also 

have been identical to those in the New Argyll Rooms, the estimate of 800 as capacity 

certainly suggests a very tightly packed auditorium. As a comparison, the completely reliable 

dimensions for the Altes Gewandhaus in Leipzig (depicted above) were 76 ft. by 38 ft. by 24 

ft. high, giving a seating capacity of only 400, which was increased to 570 by the addition of 

the galleries in 1842. Over its lifetime, however, this was recorded as cramming as many as a 

thousand people into the hall, standing room only.46  

Calculating the size of a hall from seating capacity is an inexact science. When the small 

Neues Gewandhaus recital hall in Leipzig was built in 1895, it was as an exact replica of the 

old rooms dated 1780–1781 and had seating for 640. This probably set the size of the small 

recital hall for many years to come. It should not be forgotten that in the process the orchestra 

of 60–70 players had been expelled in favour of a grand piano on the stage. The seating 

                                                 
46 Forsyth, pp. 208–209. 
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capacity of the New Argyll Rooms given at about 80047 means that it must have been bigger 

than the old Argyll Rooms with a seating capacity of about 600. The old Argyll Rooms 

therefore qualify as probably the smallest concert room in use at the time and, even after 

rebuilding in 1820, the New Argyll Rooms still remained the smallest venue of this kind in 

London.  

Whatever the actual sizes of these early nineteenth-century rooms, I think it is possible to 

make some fairly obvious generalisations: first, there were at least two sizes of concert room, 

large and small; and secondly, when the need for bigger concert rooms began to arise, the 

size of the orchestra increased and instruments were placed under pressure to increase their 

sound output, for which the Argyll Rooms between 1813 and 1819 was a very small hall that 

was markedly increased in size for the period 1820 to 1830; thirdly, these concert rooms were 

often tightly packed with people, sometimes even forcing audience members to stand.  

The old Argyll Rooms, selected as a venue by the Philharmonic Society as suitable for 

instrumental music, was mainly used for music that was symphonic in conception, so to what 

extent did the small concert rooms contribute to the huge success of their concerts? The use 

of a small auditorium must have benefited the softer fortepiano as much as it did the harp of 

François-Jospeh Dizi (1780–1840) or the guitar of Sor. Ironically, the small size of this venue 

must have made the sound of a 60–70 piece orchestra playing symphonies, concerti and 

orchestral song accompaniments very, very loud indeed. This fuelled the demand for louder 

instruments and ever bigger orchestras in ever bigger auditoriums, causing artists, concert 

promoters and composers to try recapture the powerful impact of those cramped concerts in a 

small auditorium and realise it in ever larger contexts. The demands of composers like 

Berlioz for greater harmonic resources and larger halls sought to recapture this emotional 

power on a whole new scale.  

In March 1823 the Harmonicon reported that Sor had just played in Paris in the benefit 

concert of M. Guillot, the flautist.48 Commissioned by Napoleon for the Paris Conservatoire, 

this concert hall was inaugurated on 7 July 1811 on the site of the Menus Plaisirs.49 In this 

hall François-Antoine Habeneck would later give his famous concerts of Beethoven 

                                                 
47 Review of the opening concert at the New Argyll Rooms, 28 February 1820, where the “the applause of nearly one 
thousand persons” was described. In the Morning Chronicle, London, Wednesday, March 1, 1820; Issue 15862. , British 
Library: 19th Century British Library Newspapers, <http://www.galegroup.com.ezproxy.auckland.ac.nz>, accessed October 
2009. 
48 In February 1823, quoted in Jeffery, Fernando Sor…, 1994, p. 76. 
49 Henri de Curzon translated Christine Groncke, ‘History and Glory of the Concert-Hall of the Paris Conservatory (1811-
1911), The Musical Quarterly, vol. 3, No. 2, April 1917, pp. 304-318 at p. 308. 
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symphonies for the Société des concerts du Conservatoire, it was here on 5 December 1830 

that Berlioz’s Symphonie Fantastique was first performed, presenting a the venue with 

substantial challenge. Surprisingly this hall survived and only in 1985 was it finally gutted for 

restoration and reconstruction. Pierre-René Serna mourns some changes, but writes: 

The capacity of the hall has constantly declined, from about one thousand places 
(originally 1,078 to be precise, taking into account the gallery, which subsequently was 
not used) to about 450 at present. This makes even more illusory any intention of 
programming genuine symphony concerts in a hall originally designed for this very 
purpose. All this is even more difficult to explain as a renovation carried out with regard 
to acoustics and the original capacity of the hall could only have benefited its use as a 
theatre… 50 

The hall was rectangular and, if the capacity of the hall given above is correct, it is about 

equivalent to one of London’s “larger rooms”. I believe this is significant in trying to 

understand why Fétis had trouble hearing Sor’s guitar, whether or not, as the Harmonicon 

reported: 

…he charmed all the Parisian amateurs by an instrument which, says our French 
correspondent, might, from its appearance, have been taken for a guitar, but judging from 
its harmony, must have been a complete orchestra, enclosed in a small compass. He 
ought, continues our friend, to be called Le racine de la Guitare.51 

Merely juxtaposing the forces required for the Symphonie Fantastique against a fantasia or 

set of variations for the guitar by Sor gives one an idea of the scale of the problem he faced as 

a performer in Paris.  

By 1842, the musical requirements were already exceeding the capacities of the available 

venues, so that in a subscription concert series shared between the Hanover Rooms and the 

London Tavern we can see: 

The announcement, which named a dozen concerto soloists including Sterndale Bennett, 
also said the band and chorus ‘will amount to 150 performers’. (Some 60 orchestral 
players, all drawn from the West End orchestras, are named; the conductor was G. F. 
Harris.) This provides conclusive evidence that the tavern’s ballroom could 
accommodate the largest forces needed in London during the first half of the 19th 
century.52 

Neither of these two rooms was really large for such substantial forces, placing considerable 

pressure on these venues so that, as Hyatt King points out: 

                                                 
50 I recently saw a television performance of the Symphonie Fantastique by John Elliot Gardiner that took place in this hall, 
which seemed remarkably small for the forces used by Berlioz. Article by Pierre-René Serna: ‘The Misadventures of the 
Salle du Conservatoire’, 1991 on the Hector Berlioz Website at <http://www.hberlioz.com/Paris/P-RSerna-e.htm >, accessed 
18 June 2006. 
51 Full quotation in Jeffery, Fernando Sor…, 1994, p. 76. 
52 Hyatt King, ‘The Quest for Sterland—1…’, 1986, p. 385. 
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By the 1850s concert rooms of the size and proportions listed above fell into disuse. 
Larger, totally different halls (such as the Exeter Hall, 1831) had already been built, and 
more were to come, notably St James’s Hall in 1856.53 

Such changes would have impacted very seriously on the guitar, which would have been at 

the edge of its capacity in small, tightly packed halls like the old Argyll Rooms. By the time 

theatres grew bigger than 4500 sq. ft. the guitar would have been forced back into the smaller 

venues to be heard properly. The result is that it fell away as a recital instrument. 

I remain to be persuaded of Segovia’s view that a guitar can be adequately heard in a 

three-thousand-seat auditorium. Changes in the guitar as a concert instrument and its apparent 

decline in the middle of the nineteenth century probably had a lot to do with the changes in 

auditorium size. On this subject, the guitarist Dionisio Aguado (1784–1849) wrote in 1843: 

31. Suitable places to play. In addition to the guitar being good, the place where it is 
played must be resonant. The length of the strings, their lack of tension and the way in 
which they are plucked make this a delicate instrument, and the least of its voices must 
not be lost. For this reason, I consider that it will never be heard to advantage in a theatre, 
however skilled the performer. [Footnote:] To be heard to advantage, the slightest of the 
delicate sounds produced must be clearly audible. A rectangular room of medium size, 
neither high- nor low-ceilinged, and with little furniture, is perhaps more suitable. The 
player should so place himself that there is some distance between him and the first 
listeners, in order to have a clear space around him.54 

The old Argyll Rooms in London appear to have been close to the ideal venue that Aguado is 

describing here. The acoustic properties of these rooms would have been especially crucial 

for the music that Sor was composing, which required for its effect that the “least of its voices 

must not be lost”. It is my view that his astonishing success in London was due in no small 

measure to the small size and suitable acoustics of the old Argyll Rooms. He never played in 

the New Argyll Rooms as far as I can ascertain, so possibly even that venue was too large. 

THE PHILHARMONIC SOCIETY 

The formation of Philharmonic Society had its origins in the Salomon concerts and the 

‘London’ symphonies that Haydn brought with him on his visits to England: 

…Haydn had arrived in London on New Year’s Day [1791], bearing the first six of the 
Symphonies, all of which were performed during the composer’s eighteen-months’ 
sojourn in England. In 1794 Haydn again visited London, and brought with his the 
remaining six of the Symphonies, which were also duly performed by Salomon. In 1799 

                                                 
53 Hyatt King, ‘The Quest for Sterland—1…’, 1986, p. 385. 
54 Dionisio Aguado, New Guitar Method, translated of the Nuevo Método par Guitarra, Madrid, 1843, by Louise Bigwood, 
edited Brain Jeffery, London: Tecla, 1981, p. 9.  
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his concerts were discontinued owing to lack of financial support. This left London 
destitute so far as the provision of modern orchestral music was concerned.55 

In recent years the view of a “London destitute…” after Haydn left has been somewhat 

modified by increasing evidence that important performances of contemporary works did 

occur. For example, the enterprising singer Mrs. Elisabeth Billington produced Mozart’s 

Clemenza di Tito for her own benefit in 1806, and other privately organised performances of 

works like Don Giovanni were performed in London before 1809.56 In the first years of the 

century the Harmonic Society 

…in their regular seasons included performances of at least two Beethoven 
symphonies—the third and the fourth—which were certainly the first in England, and in 
the case of the latter, possibly the first anywhere outside Vienna…57 

These heroic efforts notwithstanding, the situation was enough of a problem for J. B. Cramer, 

T. A. Corri and William Dance to hold a meeting on 24 January 1813 to draft a preliminary 

statement of intent on the formation of The Philharmonic Society, which read as follows: 

The want of encouragement which has for many years past been experienced by that 
species of music which called forth the efforts and displayed the genius of the greatest 
masters, and the almost utter neglect into which instrumental pieces in general have 
fallen, have long been sources of regret to the real amateur and to the well-educated 
professor ; a regret which, though it has hitherto proved unavailing, has not extinguished 
the hope that persevering exertions may yet restore to the world those compositions 
which have excited so much delight, and rekindle in the public mind that taste for 
excellence in instrumental music which has so long remained in a latent state. In order to 
effect this desirable purpose, several members of the musical profession have associated 
themselves, under the title of The Philharmonic Society, the object of which is to 
promote the performance in the most perfect manner possible, of the best and most 
approved instrumental musick consisting of full pieces, concertantes for not less than 
three principal instruments, sestets, quintets, and trios; excluding concertos, solos, and 
duets; and requiring that vocal music, when introduced, shall have full orchestral 
accompaniments, and shall be subjected to the same restrictions.58 

The primary aims of the Philharmonic Society were to “…rekindle in the public mind 

that taste for excellence in instrumental music… [and to] …promote the performance in the 

most perfect manner possible, of the best and most approved instrumental musick…”, eight 

                                                 
55 Author not given, ‘The Philharmonic Society of London’, 1912, pp. 153. 
56 The two articles discussed in Alec Hyatt King,. ‘The Quest for Sterland—3. Don Giovanni in London before 1817’, The 
Musical Times, vol. 127/1722, September 1986, pp. 487–493, specifically at pages 487 and 491 and at footnote 6, which 
appeared in The Harmonicon in 1831 at pp. 106–108 and 135–137, entitled ‘Autobiography of an Amateur Singer’ recording 
the performances of Clemenza di Tito, Figaro, Don Giovanni and Così fan tutte, state that: “…with the exception of 
Clemenza di Tito brought out by Mrs. Billington for her benefit in 1806, the first opera of Mozart’s ever heard in this country 
was got up by a party of amateurs, and performed, oratorio fashion, without action, amidst the mingled effluvia of canvas, oil 
and turpentine [in the factory of ‘Thomas Hayward and Co. Floor-cloth manufacturer]…” in Hyatt King,. ‘The Quest for 
Sterland—3…,’ 1986, p. 491. 
57 Hyatt King, ‘The Quest for Sterland—1…’, 1986, p. 385. 
58 Quoting the original announcement in Author not given, ‘The Philharmonic Society of London’, 1912, pp. 153. 
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concerts each season were given “…on Mondays, at irregular intervals…”59 When Sor 

arrived in March 1815, it seems he first performed at benefit concerts on the fringe of the 

scheduled concerts, for which stricter repertoire requirements were relaxed, but programmes 

were still required to contain “…instrumental musick consisting of full pieces… [and were 

required to ensure that] …vocal music, when introduced, shall have full orchestral 

accompaniments…”.60 Camille Pleyel, in letters to his parents in Paris, writes: 

I have seen Sor, who is living at the home of Reyes, the young Spaniard of whom I often 
wrote to you while at Bordeaux. I am to play at the Philharmonic several weeks from 
now. If I succeed there I shall have as many students as I can handle, for it is the most 
famous concert in London.61 

This appearance would be under the auspices of the Philharmonic Society at the sixth concert 

of the series on Monday, May 1, 1815.62 In his letter dated 22 April 1815, Pleyel refers 

simply to “a public concert” when he writes: “À propos Sor, he played for the first time in a 

public concert the day before yesterday and had the most complete and well deserved 

success.”63 We know this concert took place at the Argyll Rooms as it was announced in the 

Morning Post of 15 April 1815.64  

Upon the formation of the Philharmonic Society it was resolved that: 

…the new Society should consist of thirty members and an unlimited number of 
Associates. Both categories paid an annual subscription of three guineas, and in addition 
four guineas for a seat at the eight concerts to be given during the season. A reduction 
was made for extra tickets for members' families and residents in their houses. Tickets 
were non-transferable.65 

Members and Associates were required “…to give their services at the concerts free of charge 

[and] Seven members were to be elected annually to direct the concerts”, the first concert 

taking place on 8 March 1813.66 The directors had absolute control over who appeared and 

who did not. The benefit at which Sor made his debut on 15 April 1815 may have been used 

as a preliminary audition for the Philharmonic Society, but the Philharmonic programming 

                                                 
59 Stanley Lucas, ‘Philharmonic Society’ in Grove, A Dictionary of Music and Musicians…, 1890, vol. 2, p. 698. 
60 Author not given, ‘The Philharmonic Society of London’, 1912, p. 153. 
61 Benton, ‘London Music in 1815…’, 1966, p. 37. 
62 Review under the heading ‘Philharmonic Society’, The Morning Chronicle (London, England), Monday, May 8, 1815; 
Issue 14355, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/>, accessed October 2009. The concert had taken 
place the previous Monday.  
63 Benton, ‘London Music in 1815…’, 1966, pp. 38–39. 
64 The full announcement is in Jeffery, Fernando Sor…, 1994, p. 41. 
65 Author not given, ‘The Philharmonic Society of London’, 1912, p. 153. 
66 [Royal] Philharmonic Society, Analytical Programmes, vol. 1, prospectus British Museum pressmark M.K.6d. 3. in 
Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: 'Argyll Street Area: Millfield', <http://www.british-
history.ac.uk/report.asp?compid=41478>, accessed: 11 May 2006. 
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rules did not apply. The concert was privately arranged by Reyes (with whom Sor was living 

in London) and Perez for their own benefit possibly with patronage67, but not under the 

auspices of the Philharmonic Society. Such concerts appear to have been “fringe” events 

timed to coincide with the Philharmonic Society concert season and attended by its members. 

THE REGENT'S HARMONIC INSTITUTION 

When the Argyll Rooms finally made way for Regent Street in 1818, Sor became embroiled 

in an ultimately unsuccessful speculative venture that calling itself the Regent’s Harmonic 

Institution. When George III died on 29 January 1820, this organisation became the Royal 

Harmonic Institution. The origins of Regent’s Harmonic Institution are as follows:  

After Slade's departure the Commissioners had no difficulty in finding another tenant. 
This was the society, founded in 1818, ‘to print and vend our own musical Compositions 
and the Compositions of our Musical Brethren at large who found themselves unable to 
obtain fair Terms from other Publishers’. Under the patronage of George IV the society 
called itself the Regent's, and later the Royal, Harmonic Institution.68 

The Harmonicon reported that the Regent’s Harmonic Institution consisted of “…twenty-one 

members [that] were the most eminent ‘professors of music’ of their time”.69 Sor appears to 

have been one of the founder members publishing a number of works through its offices 

between 1819 and 1824, with his earliest listing dated 15 June 1819.70  

It is entirely typical of Sor’s character to have been among those who felt they did not 

“obtain fair Terms from other Publishers”. Renting premises and publishing music was not 

the core business of any of these musicians. Almost immediately the Regent’s Harmonic 

Institution became involved in the remodelling of the Argyll Rooms. The speculators thought 

no doubt that they were onto a money-making enterprise that merely involved renovation and 

alterations to an existing building for which the plans had already been drawn by John Nash. 

However “…when work began in the autumn of 1819 the old buildings 'absolutely fell apart 

when part of the Roof was taken off' and the whole had to be taken down to the 

                                                 
67 Francesco Maria Vaccari had his concert of Thursday 27 April “Under the immediate Patronage of his Excellency the 
Spanish Ambassador”, in ‘Advertisements and Notices’, The Morning Chronicle (London, England), Saturday, April 15, 
1815; Issue 14336. < http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/>, accessed October 2009. 
68 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: 'Argyll Street Area: Millfield', <http://www.british-
history.ac.uk/report.asp?compid=41478>, accessed 11 May 2006. 
69 From The Harmonicon, 1830, part I, pp. 130–31, cited in Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: 
'Argyll Street Area: Millfield', <http://www.british-history.ac.uk/report.asp?compid=41478>, accessed 10 May 2006. 
70 The Fernando Sor, ‘No tocarán campanas’ in Impromptu, dans le genre du Boléro, fait au Sujet du grand bruit que l’on 
fait avec les Cloches l’après midi de la Toussaints en Espagne, Par F. Sor, à Malaga l’an 1809, as sung by the Misses Ashe. 
Propriété donnée par l’auteur à Mr. Ashe. London. Regent’s Harmonic Institution, plate 115. See the table prepared by 
Jeffery in Jeffery, Fernando Sor…, 1994, pp. 57–59. 
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foundations.”71 As speculators, the members (including Sor) suddenly found themselves 

legally liable for considerable and unforeseen expenses. The article in Grove’s 1 says:  

The great expense incurred in the erection of the building, joined to other untoward 
events, soon led to the withdrawal of most of the original speculators, at a loss of about 
£1800 to each…72 

We know that by 1822 the Institution was asking for abatements in rent and two of its 

members, Thomas Welsh and William Hawes, took over from all the others, who withdrew. 

It seems not to have been noticed that Sor personally sustained “a loss of about £1800”, 

which converted into today’s money, was a substantial amount. According to Lawrence H. 

Officer, £1800 in 1822 would be equivalent in 2005 to £126,428.26.73 How might so 

substantial a loss have affected Sor? Might this have been the final straw that led him to 

suddenly depart from London at the height of his fame and success?  

Sor left London with Félicité Hullin some time before her audition in Paris on 21 

September 182274 and I do not know whether he left any trail of outstanding debts in London 

or whether anyone has even tried to find out whether he did. After he left, the piano score of 

his ballet Cendrillon was listed on 2 December 1822 and a few more pieces appeared up to 

1824.75 On 28 February 1820 the not quite completed New Argyll Rooms opened for a 

“…‘Grand Concert of Vocal and Instrumental Music' at which several members of the Royal 

Harmonic Institution performed”.76 A full review of the opening is in the Morning Chronicle 

of 1 March 1820.77 This description is not specific enough to exclude the possibility that Sor 

played at that concert but his involvement in the Harmonic Institution would certainly 

suggest that he might have. I have been unable to find out anything about the Nobilities 

Concerts mentioned on the title page of Sor’s Introduction and Variations on ‘Oh Cara 

armonia’ [Op. 9], which was published by the Royal Harmonic Institution and listed on 1 

March 1821.78 If the Nobilities Concerts turn out to be linked to the opening of the Argyll 

                                                 
71 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: 'Argyll Street Area: Millfield', <http://www.british-
history.ac.uk/report.asp?compid=41478>, accessed 11 May 2006. 
72 Husk, ‘Argyll Rooms’, Grove, A Dictionary of Music and Musicians…, 1890, vol. 1, p. 82. 
73 This online calculator at the website Measuring Worth citing Lawrence H. Officer, ‘Comparing the Purchasing Power of 
Money in great Britain from 1264 to 2005’, Economic History Services, 2004, <http://eh.net/hmit/ppowerbp/>, accessed 11 
May 2006. 
74 Jeffery, Fernando Sor…, 1994, p. 71. 
75 Jeffery, Fernando Sor…, 1994, pp. 57–59. 
76 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: 'Argyll Street Area: Millfield', <http://www.british-
history.ac.uk/report.asp?compid=41478>, accessed 11 May 2006. 
77 Review in the Morning Chronicle, London, Wednesday, March 1, 1820; Issue 15862, 
<http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/>, accessed 1 October 2009. 
78 Jeffery, Fernando Sor…, 1994, p. 153. 
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Rooms then the date this work was performed at a concert might be confirmed. Almost 

exactly ten years later on, 5 February 1830, the end of an era for instrumental music in 

London was reached when the Argyll Rooms burned down: “The library of the Philharmonic 

Society was saved, but the stock of printed music was destroyed” .79 Perhaps remnants of 

Sor’s London editions were amongst that “stock of printed music”, explaining the very few 

copies of London editions that survive. Of interest too is what happened to all the plates. 

 
79 Sheppard, Survey of London, 1963, pp. 284-307, Chapter XIX: 'Argyll Street Area: Millfield', <http://www.british-
history.ac.uk/report.asp?compid=41478>, accessed 11 May 2006. 



 

 



 

 



5. Sor’s London Concert Performances 

The record of Sor’s concerts in London consists of announcements, programmes and reviews 

in the periodical and daily press, collected by Brian Jeffery for his biography. The problem he 

faced was that tedious and repetitive lists of obscure and forgotten names at no longer extant 

venues might swamp his narrative flow but the need to convince the musical world that Sor 

was a musician worthy of study is a battle long won. The problem now is the details: I 

believe that we need thick description of the musical context to help us understand Sor’s 

warm welcome in London in 1815 and his arguably less than warm reception in Paris; 

contextual studies of Sor are even more important in Spain and for his journeys to Germany, 

Poland and Russia, that would at least give us a glimpse of where he might have played and 

who was there at the time.  

SOR’S CONCERTS IN CONTEXT 
In London, Sor’s virtuoso concert works had to fit the description of “…full pieces…”1 set by 

the Philharmonic Society. This favoured sonatas and sets of variations, and it is clear that in 

order to comply he considered it necessary to incorporate an introduction and coda into his 

variation sets. Initially Sor published these concert works, but his bread-and-butter editions 

were those he wrote for the student market, like his two sets of Six Studio [Op. 6] dedicated to 

“His Pupils”, or the pieces dedicated to the Misses Smith, Davenport and Cornewalle 

respectively. These were not concert works for the Argyll Rooms, they were compositions for 

the amateur guitar-playing public. Sor adhered to this division between concert and didactic 

works throughout his life, so it is unlikely that complete cycles of his didactic works were 

ever performed in public concerts, as happens today. In this chapter I shall look at the context 

of Sor’s London concerts, and the musicians who appeared with him, to provide evidence of 

his status among performing musicians in London and of his possible influences while there. 

As a publishing composer, Sor dedicated his works to influential people and these dedications 

are also significant. I also hope to identify some of the pieces that Sor played in his London 

concerts. 

                                                 
1 Quoting from the commentary in Author not given, ‘The Philharmonic Society of London’, 1912, p. 153. 
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Sor’s Debut on 20 April 1815 
The Morning Chronicle of Tuesday, April 11, 18152 carried the same advertisement as the 

one in Morning Post of 15 April 1815 announcing the benefit concert of Mr. Perez and Mr. 

Reyes at which Sor was scheduled to perform “…a Fantasia on that instrument [the Spanish 

Guitar]”. The announcement reads as follows: 

Argyll Rooms.—Mr. Perez and Mr. Reyes beg leave respectfully to inform the Nobility, 
Gentry, and the Public in general, that their Benefit Concert is fixed for the 20th instant, 
at the above Rooms, when a choice selection of Vocal and Instrumental Music will be 
performed. The following celebrated Performers have promised their assistance:—
Madame A. Catalani, Mrs. Ashe, and Mr. Naldi. Leader Mr. Spagnoletti; Conductor Mr. 
Asioli. Mr. Sor the most celebrated Performer in Europe on the Spanish Guitar, and who 
is just arrived in England, will, in the course of the evening, execute a Fantasia on that 
instrument (being his first public appearance in this country). Mr. Reyes will sing several 
favourite pieces, and Mr. Perez will perform a Grand Military Concerto, and a Fantasia 
upon the Piano-forte. 3 

The word ‘Fantasia’ has an initial capital suggesting a proper noun translated from the 

French, which may apply to his Fantaisie pour la Guitare [Op. 7] dedicated to Ignace Pleyel, 

listed on 3 September 1814, but probably published before 4 February 1814. This would have 

been a work of sufficient weight for his London debut. His hasty flight from Paris on hearing 

of Napoleon’s escape from Elba suggests that he would have needed a work that was in his 

current repertoire, its recent publication making it likely that this was the piece he played.  

CONTEXT 

Mr. Pérez and Mr. Reyes make the extravagant claim that Sor was “…the most celebrated 

Performer in Europe on the Spanish Guitar… who is just arrived in England…”.4 The pre-

publicity announcement devotes more words to Sor than anyone else, presumably because he 

was exotic and entirely unknown. Other performers on the stage were the singers Angelica 

Catalani, Mr. Reyes, Mrs Ashe, and Mr. Naldi. The leader of the orchestra was Mr. 

Spagnoletti, the conductor Mr. Asioli and Mr. Pérez played the piano. Sor would have had 

something to live up to in the Argyll Rooms in such auspicious company before the members 

of the Philharmonic Society and the general public.  

In giving this concert Sor faced a challenging environment for a guitar recital: firstly, 

there was the venue itself and the capacity of the guitar, played without nails, to sound 

                                                 
2 In London, the ‘Mirror of Fashion’, The Morning Chronicle, Tuesday, April 11, 1815 Issue 14332, 19th Century British 
Library Newspapers, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn> accessed 10 May 2010. 
3 This is the full text of the announcement as quoted by Jeffery, Fernando Sor…, 1994, p. 41. 
4 Jeffery, Fernando Sor…, 1994, p. 41. 
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adequately in the hall of its shape and size, with furnishings, the seating and so on; secondly, 

he had to satisfy the constitution of the Philharmonic Society requiring a ‘full’ composition. 

This is another argument in favour of Sor’s Fantaisie [Op. 7]. The problem was that Sor’s 

guitar could scarcely have matched the sound of the other performers on the programme: the 

orchestra would have provided the customary movement from a Haydn symphony, as well as 

orchestral accompaniments for the singers and for the piano concerto.  

Before Sor on the programme, there appeared the Italian soprano Angelica Catalani 

(1780–1849),who on 11 April 1815 in the Morning Chronicle in London advertised a set of 

Three Italian Ariettes and an additional set of four that she had composed.5 She arrived in 

England before Sor as I have seen records of her in January 1815.6 She was famous as one of 

the highest paid singers of her time: in the season of 1806–07 she was paid £2,500 and 

allowed two benefit concerts; the next year she commanded £5,250, performing twice a week 

in a serious and a comic opera and, as she was not paid for every night, she was given the 

rights to two benefit concerts estimated to be worth about £1,000 each. In 1810–11 her salary 

declined to £3,500 a year for 35 nights in a season and two benefits.7 The New Grove sums 

up her career by saying: “A beautiful woman with a superb, perfectly controlled voice, and a 

fine actress, she lacked the taste or education to make the most of her gifts”.8  

Catalani’s relationship with Napoleon was strained after he tried to induce her to stay in 

Paris with 100,000 francs and she fled to England.9 On her return to Paris in 1814 after the 

restoration she took up an appointment as director Théâtre-Italien in the Salle Favart having 

had made a great impression on Louis XVIII. This soon waned,and by 13 February 1815 the 

London Morning Chronicle was announcing that she had been stripped of the privilege by the 

                                                 
5 Advertised just below the advertisement for the concert Sor first played in London. The Morning Chronicle, Tuesday, April 
11, 1815, Issue 14332, 19th Century British Library Newspapers, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn> 
accessed 10 May 2010. 
6 See The Morning Post, London, Tuesday, January 24, 1815; pg. [1]; Issue 13732, 19th Century British Library 
Newspapers: Part II, < http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed 7 August 2010. 
7 All the statistics in this paragraph have been taken from Judith Milhous and Robert D. Hume, ‘Opera Salaries in 
Eighteenth-Century London’, Journal of the American Musicological Society, vol. 46/1 (Spring, 1993), 26–83, at pp. 70–73. 
8 Elizabeth Forbes writes of Catalani that: “…in 1806 she made her London début at the King’s Theatre in M. A. Portugal’s 
Semiramide, also singing in Portugal’s Il ritorno di Serse and La morte di Mitridate, Mayr’s Che originali (Il fanatico per la 
musica) and Nasolini’s La morte di Cleopatra. … Between 1808 and 1814 at the King’s she appeared in Paisiello’s La 
frascatana and Didone, sang Sesostris in Nasolini’s La festa d’Iside, and sang in Pucitta’s La vestale, Le tre sultane and La 
caccia di Enrico IV, Piccinni’s La buona figliuola and Paer’s Camilla. She also sang Vitellia (La clemenza di Tito) and 
Susanna in the first London performance of Le nozze di Figaro (1812…). Moving to Paris, she took over the direction of the 
Théâtre Italien in 1814, continuing to sing in operas written for her by Pucitta and Portugal. In 1817 she embarked on an 
extended tour of Europe, returning to London in 1824 for a few performances of Che originali (Il fanatico per la musica); 
then she gave up the stage.” Elizabeth Forbes ‘Catalani, Angelica’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 20 January 2006. 
9 J.-G. Prod’homme translated Frederick H. Martens, ‘Napoleon, Music and Musicians’, The Musical Quarterly, vol. 7/4. 
October 1921, p. 601.  
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King,10 the Théâtre-Italien was to be placed under the administration of the Paris Opéra 

where it became the Théâtre Royal Italien until 1818.11 When Napoleon escaped from Elba 

she once again found herself fleeing to England12 where, on 20 April 1815, she appeared on 

the same stage as Sor having left Paris when he did. After the Hundred Days13 she returned 

Paris to find that her mismanagement of the Théâtre had led to its temporary closure.14  

Also with Sor on the programme was Giuseppe Naldi (1770–1820), the great Italian bass 

who first appeared in London in 1806, where he was heard in 35 different operas over the 

years: 

He sang Don Alfonso in Così fan tutte (1811), Papageno in Die Zauberflöte (1811), 
Figaro in Le nozze di Figaro (1812) and Leporello in Don Giovanni (1817), all first 
London performances. He also sang Figaro in the first London performance of Rossini’s 
Il barbiere di Siviglia (1818).15  

Mrs Ashe was the wife of Andrew Ashe, the Irish flautist (discussed below), and was a pupil 

of Venanzio Rauzzini (1746–1810), the soprano castrato teacher of some of the greatest 

singers of the age, like the soprano Elizabeth Billington (who must have come out of 

retirement for this concert),16 Madame Mara (who was well past her best),17 and the tenor 

John Braham.18 The maiden name of Mrs Ashe was Comer (first name never mentioned), but 

she sang under her married name after 1799. Rauzzini was one of the most important singers 

of the previous generation, retiring to Bath in 1777 where he gave concerts and was a 

renowned teacher. Mr. Reyes was probably the Spanish tenor who sang in a Mozart and 

                                                 
10 ‘The Mirror Of Fashion’, The Morning Chronicle, London, Monday, February 13, 1815; Issue 14283, 19th Century British 
Library Newspapers, < http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed 20 October 2009. 
11 See David Charlton ‘Paris’ at (v) ‘The Théâtre Italien’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 20 January 2006. 
12 “On the return of Napoleon from the Island of Elba, however, she found herself strangely embarrassed, and seized the first 
opportunity to disappear from Paris a second time, in the expectation of happier days”, Prod’homme translated Martens, 
‘Napoleon, Music and Musicians’, 1921, p. 601. 
13 “She occupied the Salle Favart from October 2, 1815, till April 30, 1818” in J. G. Prod’homme and Theodore Baker. ‘A 
Musical Map of Paris’, The Musical Quarterly, vol. 18/4, October 1932, pp. 608–627, at p. 618. 
14 Mongrédien, French Music…, 1996, pp. 129–130. 
15 Elizabeth Forbes. ‘Naldi, Giuseppe’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 20 January 2006. 
16 Elizabeth Billington, nee Weichsel (1768–1818) “…retired in 1811 with a voice still unimpaired…”, in the entry by Molly 
Sands entitled ‘Billington (Elizabeth)’ in Blom, Grove’s Dictionary of Music and Musicians, fifth edition, 1961, vol. I, pp. 
707–709. 
17 In 1784 Gertrud Elisabeth Mara, née Schmeling (1749–1833) “…made her first appearance in London, where her greatest 
successes awaited her. …[S]he found her voice losing strength, and she left England in 1802, after enjoying a splendid 
benefit of over a £1,000 at her farewell concert”, Julian Marshall, ‘Mara’, in Blom, Grove’s Dictionary of Music and 
Musicians, fifth edition, 1961, vol. 5, pp. 557–558. 
18 John Braham (1777–1856), would still have been at the peak of his powers at this concert. He sang in Paris and Italy and 
returned to England were he“…reappeared at Covent Garden in 1810. From this point may be dated that triumphant career 
during which he created a constant furore.” Edward H. Rice ‘Braham’, Blom, Grove’s Dictionary of Music and Musicians, 
fifth edition, 1961, vol. I, pp. 869–870.  
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Cherubini vocal quintet of a couple of weeks earlier.19 The violinist Paolo Ludovico della 

Diana, known by the nickname of Spagnoletti (1773–1834), was the ‘Leader of the Band’.20 

Mr. Asioli is probably Luigi Asioli (1778–1815) described by New Grove Online as “tenor, 

pianist and composer”, 21 appearing here as the conductor: “He wrote a number of vocal 

quartets, duets and airs which, with few exceptions, appeared in London between 1805 and 

1825”.22 I cannot identify the mysterious pianist Mr. Pérez.23  

This was the line-up of musicians that faced Sor in his London debut on 20 April 1815: a 

Haydn symphony would already have played ‘the Band’, which would have accompanied 

Catalani probably singing something rousing and patriotic (given the political situation), like 

her variations on ‘God Save the King’ or ‘Rule Britannia’ or her variations on ‘O dolce 

concento’ by Mozart, which may have inspired Sor, and this might explain his bel canto 

conception of the theme on which he wrote his famous Op. 9 variations several years later. 

The singers at this concert would have appeared in various combinations. Mr. Pérez was 

scheduled to play a “Grand Military Concerto”, which may have been the ‘Military’ Concerto 

Op. 40, by Jan Ladislav Dussek,24 following this with “a Fantasia on the Piano-forte”. What 

influence might Sor have taken from these piano works? Other works by Dussek were also 

played in London while he was there. Dussek’s second wife was Sophia Giustina Corri, who 

“…became as able a pianist and harpist as she was a singer…”.25 

It was in the middle of this concert that Sor came onto the stage to play a Fantasia for 

guitar. Camille Pleyel attended the concert and wrote on 22 April 1815: “…À propos Sor, he 

                                                 
19 Benton, ‘London Music in 1815…’, 1966, p. 46. 
20 Spagnoletti was an “…Italian violinist active in England… engaged as second violin in the King's Theatre orchestra, 
where by 1804–5 he was sometimes acting as leader; …achieving an acknowledged pre-eminence as an orchestral leader 
rather than as a virtuoso. …with the establishment of the Philharmonic Society, Spagnoletti became one of its first 38 
associates…. Paganini, in his London visit of 1831, expressly asked that Spagnoletti be engaged as leader for all his 
performances…” see ‘Spagnoletti [della Diana], Paolo (Ludovico)’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 20 January 2006. 
21 “…from 1804 in London, where he became a fashionable singing teacher. He composed a large amount of music in all 
forms, much of which, particularly vocal and instrumental chamber pieces, was published in London…”, in Sergio Lattes 
and Roberta Montemorra Marvin, ‘Asioli, Bonifazio’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 20 January 2006, 
22 Probably the brother of Boniface Asioli, see Frans Ghering, ‘Asioli (Luigi)’, Blom, Grove’s Dictionary of Music and 
Musicians, fifth edition, 1961, vol. I, pp. 241–242. 
23 The only possible musical link appears to me to be Davide Pérez, born in Naples in 1711 and died in Lisbon in about 
1779. According to J. B. Trend he visited London in 1755 and on his return to Lisbon he and his son escaped an attack by 
pirates in which he lost all his possessions. ‘Perez, Davide’, Blom, Grove’s Dictionary of Music and Musicians, fifth edition, 
1961, vol. 6, p. 624. 
24 It seems unlikely to have been the 7th piano concerto of Daniel Steibelt entitled: ‘Grand Military Concerto, dans le genre 
des Grecs’, with 2 orchestras given as published circa 1816 see Frank Dawes, Karen A. Hagberg, Stephan D. Lindeman, 
‘Steibelt, Daniel (Gottlieb)’, Grove Music Online, edited L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz> 
accessed 21 May 2006. 
25 Sophia Giustina Corri (1775–after 1828?) was the daughter of Domenico Corri, partner in the failed music publishing 
business with Dussek. ‘Corri’, Blom, Grove’s Dictionary of Music and Musicians, fifth edition, 1961, vol. 2, pp. 436–437. 
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played for the first time in a public concert the day before yesterday and had the most 

complete and well-deserved success”.26 His performance was remembered in 1833 by 

correspondent N. possibly John Abraham Nüske27 in The Giulianiad. Nüske was a guitar 

composer, most of whose works were published between 1816 and 1840 who was nineteen 

and had probably only just arrived in London at the time of this concert. He describes the 

concert as follows:  

It is a fact, that until the arrival of Sor in this country, which took place about fifteen or 
sixteen years ago, the guitar was scarcely known here, and the impression he then made 
on his first performance at the Argyll Rooms, which I attended, was of a nature which 
will never be erased from my memory; it was at once magical and surprising; nobody 
could credit that such effects could be produced on the guitar! indeed, there was a sort of 
suppressed laughter when he first came forth before the audience, which, however, soon 
changed into the most unbounded admiration when he began to display his talents. 
London was, at that time, not without persons who professed to teach the guitar; and I 
know several of these guitar-quacks went there “to scoff, but remained to pray!” I only 
wish I could have had the pleasure of hearing Giuliani perform, and to be thus qualified 
to draw a proper comparison between him and Sor, but if, as I understand, Giuliani’s 
tone was more powerful than Sor’s, the compositions of the latter, executed by the 
former, must have left little or nothing to be wished for with regard to perfection on that 
instrument.28  

In spite or perhaps because of the extraordinary contrast in the musical forces ranged against 

him as a guitarist, Sor made himself an immediate reputation as a performer and composer. 

The difficulties he faced and his unmitigated success can only be understood by empathetic 

fellow guitarists. The allegation that the guitar was too weak for anything more than 

accompaniments, and the complaints of Fétis in Paris about Sor, did not seem to materialise 

at this London concert. I believe this should be ascribed to acoustics in the old Argyll Rooms 

and above all to the small size of the hall, which were critical advantages for the guitar played 

in concert. 

                                                 
26 Benton, ‘London Music in 1815…’, 1966, pp. 38–39. Ries announced his first benefit concert at the same venue for the 
following week 22 April 1815, Advertisements and Notices, The Morning Chronicle, London, Monday, April 17, 1815; 
Issue 14337, 19th Century British Library Newspapers, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed 
20 October 2009. He had already appeared on April 13, 1815 for Mrs. Peak’s benefit concert. 
27 John Abraham Nüske (1796–1865) “popular opera excerpts for piano and guitar…not the best examples of his work; the 
solo guitar pieces are of much higher quality—vey high quality…”:see Michael McCartney, ‘The case of the forgotten 
talent: J. A. Nüske’, article on the website “Hudleston Music” < http://www.hudleston-music.co.uk/index.shtml> accessed 
25 October 2009. 
28 Correspondent N. [John Abraham Nüske?] in a letter headed: “Sor. To the Editor of the Giulianiad” on pp. 27–28 of The 
Giulianiad or Guitarist’s Magazine. The edition in the British Library is the bound collection of all the numbers in Volume 1 
as there is only one title page: “The / GIULIANIAD OR / Guitarist’s Magazine. / VOL. [Struck out and added in the same 
pen “No. 1.”] / LONDON, Published For The Proprietors By Sherwood and Co. 23, Paternoster Row, / Chappell, Music 
Seller To The King, 30 New Bond Street. / And Du PP: 65, Oxford Street. / Price Bound / 1st. Vol./ in Numbers each 2/6 / 
and to be had of the Proprietors, 39 Great Portland Street.” British Library shelf number f.762. 
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The Prince Regent on 5 May 1815 
Sor’s meeting with the Prince Regent on the 5 May 1815 seems to have been due to the 

success of his debut appearance on 20 April 1815. He probably played the Fantaisie for 

Ignace Pleyel [Op. 7] again. The Morning Chronicle reported on 8 May 1815 as follows: 

 

Example 1.Sor performing on Friday 5 May, 1815 at a private concert for the Prince Regent and his immediate 
family. ‘The Mirror Of Fashion’, The Morning Chronicle (London, England), Monday, May 8, 1815; Issue 
14355. <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/>, accessed 20 October 2009. 

The anecdote that follows the report draws attention to the parallels of musicians and dwarfs 

appearing together at the English court. Sor played something at this private concert for the 

Prince (who also played the guitar) and his family, but the occasion does not appear to have 

included the Prince’s brothers, so it is probably not the occasion mentioned in the Sor’s 

memoires where he plays at “…a soirée”,29 attended by the Prince Regent and the Duke of 

Sussex, and imitates the singing of Crescentini, which appears to have been the concert for 

the Duke of Cambridge on 21 July 1816 (discussed below).  

Sor’s First Benefit Concert on 14 June 1815 
Between 20 April and 14 June 1815 Sor organised his own benefit concert for which it might 

be expected that he performed new works, which are described as “…a Fantasia on the 

Spanish Guitar, with full accompaniments, and two other pieces…” in the Morning Post:  

Mr. Sor most respectfully informs the Nobility, Gentry, and his friends, that his Benefit 
Concert is fixed for this day, June 14, at the Argyll Rooms, when a choice selection of 
Vocal and Instrumental Music will be performed. The following celebrated performers 
will lend their assistance on the occasion: Mrs. Ashe, Mrs. Sala, Mr. Ledesma, and Mr. 
Lacy. Leader, Mr. Vaccari; at the Piano-forte, Mr. Sor. In the course of the evening Mr. 
Sor will execute a Fantasia on the Spanish Guitar, with full accompaniments, and two 
other pieces. Mr. Muller will play a Thema with Variations, on the Clarionet, and Mr. 

                                                 
29 ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165b.  
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Perez, a Fantasia on the Piano-forte. To begin at half-past eight o'clock. Tickets to be had 
of Mr. Sor, 6, Charles-street, St. James's-square.30 

The Morning Chronicle also advertised this concert, failing to mention “Mssrs Muller and 

Erard…” playing a Thema with Variations and having them play “…a Notturno on the Harp 

and Clarionet; …” instead; the piece to be played by Perez is clarified as “…a Fantasia, by 

Kalkbrenner…”.31 Francesco Maria Vaccari,32 recently arrived from Spain, was leader of the 

orchestra and no conductor is mentioned. Sor, at the piano, accompanied the singers Mrs 

Ashe, the tenor Mr Ledesma, and the bass William Lacy. The pianist Mr Pérez returned to 

play a Fantasia by Frederick Kalkbrenner, which may have been a repeat of the one he played 

at his benefit. Also mentioned is clarinettist Iwan Müller, accompanied by a member of the 

Érard dynasty on the harp. A review of the concert of 14 June appeared in ‘The Mirror of 

Fashion’ column in the Morning Chronicle on Saturday 17 June 1815: 

Mr. Sor, the celebrated performer on the Spanish guitar had a most fashionable and 
crowded assembly at the Argyll Rooms on Wednesday evening, where he gave a 
splendid Concert. His talent on this instrument, which has been so limited, till he 
enlarged its powers, was truly exquisite, and he shewed how admirably adapted it is to a 
lady's voice, by the effect of a delicate aria, finely sung by Madame Sala, with his guitar 
accompaniment. It was universally applauded. 33 

The reviewer makes no mention of Sor’s piano playing (which was clearly not of the virtuoso 

calibre of Mr Pérez) but does mention his accompaniment of Madame Sala on the guitar. The 

next day Mrs Ashe held her benefit concert:  

Lady Owen opened her house on Thursday evening to the friends of Mrs Ashe, who gave 
her Annual Concert there. The company was most splendid, and the Concert included 
many of the principal artists of the age. 34 

Although Sor is not mentioned this may be an unrecorded concert at which he played. The 

programme suggests Sor was struggling for solo repertoire, the Fantasia could have been a 

repeat of the Fantaisie [Op. 7], but it may also have been the new Fantaisie pour le Guitare 

                                                 
30 Jeffery, Fernando Sor…, 1994, p. 41.  
31 Jeffery, Fernando Sor…, 1994, footnote 5, p. 72, referring to the concert of 14 June 1815 at p. 41, the truncated list 
continues: “—Tickets to be had of Mr. Sor, 6, Charles-street, St. James's-square; Messrs. Chappell and Co. New Bond street; 
Messrs Monzani and Co. Dover street, Piccadilly; Messrs. Clementi and Co Cheapside; and Mr. Betts, Royal Exchange.” 
The Morning Chronicle, London, Wednesday, June 14, 1815; Issue 14387, British Library: 19th Century British Library 
Newspapers, <http://www.galegroup.com.ezproxy.auckland.ac.nz> accessed October 2009. 
32 Italian violinist and child prodigy “At the age of ten he studied under Nardini at Florence. …In 1804 he was appointed a 
member of the court band of Spain, but the troubles of 1808 brought about his resignation… In 1815 he went to England…”, 
‘Vaccari, Francesco’, Blom, Grove’s Dictionary of Music and Musicians, fifth edition, 1961, vol. VIII, p. 647. 
33 Jeffery, Fernando Sor…, 1994, p. 41. See ‘Advertisements and Notices’, The Morning Chronicle, London, Saturday, June 
17, 1815; Issue 14390, 19th Century British Library Newspapers, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> 
accessed 17 October 2009. 
34 The Morning Chronicle, London, Saturday, June 17, 1815; Issue 14390, British Library: 19th Century British Library 
Newspapers, <http://www.galegroup.com.ezproxy.auckland.ac.nz> accessed 17 October 2009. 
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[sic], published by Clementi in 1815 and dedicated to Frédérick Kalkbrenner, with whom Sor 

had recently performed. Much later this was published by Meissonnier as the Quatrième 

Fantaisie, [Op. 12]—I estimate appeared in May, or at the latest December, 1820. The two 

“other pieces” give us too little to go on but would have been concert pieces of some kind: 

possibly the Andante Largo, No. 5, of Six Petites Pièces Très Faciles [Op. 5] that Madame 

Benoist published by in Paris, or the Sonate [Op. 15], or some other work.  

CONTEXT 

Brian Jeffery suggests that the “aria” in the above review may have been an arietta35 from 

Sor’s Three Italian Ariets, with an Accompaniment for the Piano forte….36 He estimates the 

first set of Italian ariettas as “…dating from perhaps 1815 or 1816 and certainly before the 

end of 1817…”.37 The publisher was William Milhouse (1787–1840), who also published 

Sets 1 and 2 of Sor’s Six Studio [Op. 6] with an 1814 watermark (the paper having been 

purchased before Sor arrived in London), which appeared after July 1815, as I argue later. 

This makes it possible that Sor performed these ariettas at the piano from manuscript on 14 

June 1815 at this concert. The high calibre professional concerts given under the auspices of 

the Philharmonic Society and given in the fringe concerts in the Argyll Rooms required the 

kind of virtuosity that make it unlikely that any Sor performed these works in that venue.  

The Morning Chronicle review comments on the guitar saying: “…how admirably 

adapted it is to a lady's voice…” describing the work as a “…delicate aria, finely sung by 

Madame Sala, with his guitar accompaniment”.38 Jeffery’s reading is that he accompanied the 

other singers at the piano and used an arrangement for guitar of one of his ariettas with piano 

accompaniment for Madame Sala to sing. He goes further, claiming that guitar arrangements 

of the ariettas are justifiable because “…we know that Sor sang Italian arias to his own guitar 

accompaniment…, so it is wholly appropriate to arrange some of them for the guitar.”39 

However, all the ariettas Sor composed have piano accompaniments and not one exists in a 

setting for guitar. An example of an arrangement for guitar of a song with an accompaniment 

for the piano is the Chanson ‘Adonde vas Fernando’ by Sor, published by Madame Benoist in 

Paris, which has a guitar part in A minor while the song is in C minor, a tone and a half 

                                                 
35 The title pages of this and all subsequent sets use “Arietts” or “Ariets” in English, whereas Sor titles each individual song 
in Italian as “Arietta”. There is no reason for the English form for these Italian songs, which should be called ‘ariettas'. 
36 This is the first set, but this is not so indicated on the title page. See the introduction to Brian Jeffery, Fernando Sor: The 
Complete Italian Arietts, Italian Duets, and the Three Canons, in two volumes, London: Tecla, 2002, vol. 1, p. x. 
37 Jeffery, Fernando Sor: The Complete Italian Arietts…, vol. 1, 2002, p. viii.  
38 The Morning Chronicle review is quoted in Jeffery, Fernando Sor…, 1994, p. 41.  
39 Jeffery, introduction to Jeffery, Fernando Sor: The Complete Italian Arietts…, vol. 1, 2002, p. vii. 
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higher.40 Obviously people are free to arrange whatever they like but the circumstantial 

evidence is against Sor doing this at this concert and perhaps ever doing so.  

All Sor’s ariettas are written for high voice in a bel canto style and rely on improvised 

embellishments and ornaments that can only adequately be performed by properly trained 

singers. This was recognised at the time, since some of the finest singers of the age performed 

them: notably, Mrs Elisabeth Billington and Mrs Eliza Salmon.41 Grove Online describes Mrs 

Billington as: 

English soprano. On her death, the Gentleman's Magazine described her as 'the most 
celebrated vocal performer that England ever produced', although it was as a child pianist 
that she first attracted public notice. Her mother was a singer and her father an oboist; 
she was taught by him, J.C. Bach and J.S. Schroeter and was playing the piano at her 
mother's benefit concerts from an early age. … She continued to improve her technique, 
working with Michele Mortellari, and with Antonio Sacchini in Paris in 1786. The 
accuracy of her intonation, the brilliance and taste of her ornaments and the high tessitura 
of her voice dazzled audiences and impressed the connoisseurs. Burney declared: 
'nothing, but envy or apathy can hear her without delight'.42 

Less well educated than Mrs Billington, Eliza Salmon is described in Grove Online as: 

A pupil of John Ashley, she made her Covent Garden debut in the Lenten Oratorios on 4 
March 1803. Gifted with a beautiful voice, a charming manner and a face 'of dazzling 
fairness', she had immediate success;, but her attempts to embellish her solo singing were 
criticized. …Mrs Salmon was a high soprano (she could sing f''' with ease) and had great 
vocal agility. Her tone was likened by some to the glass harmonica, by others to the 
clarinet, and her style was compared with the florid manner of Catalani.43 

It was for singers of this calibre that Sor composed these ariettas and their willingness to sing 

them indicates how suitable they were, as vehicles for the professional display of virtuosity, 

vocal agility and skill in embellishment and ornamentation.  

The subsequent detailed and analytical reviews of the second to sixth sets of these ariettas 

in Ackermann’s Repository of Arts, Literature, Fashions, Manufactures &c. indicate that they 

were received as serious compositions.44 Sor’s piano accompaniments are carefully adapted 

to each arietta and balance the technical requirements of the vocal part while supporting the 

singer. The first published edition of Three Italian Ariets [sic] was dedicated to Miss C. 

                                                 
40 A capotasto on the third fret is not indicated but may have been intended, allowing the guitar in A-minor to sound in C-
minor.  
41 Eliza Salmon, nee Munday, 1787–1849.  
42 Forbes, ‘Billington [nee Weichsel], Elizabeth’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
43 ‘Salmon [nee Munday], Eliza’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
44 See the introduction and ‘Reviews from journals of the time’, in Jeffery, Fernando Sor: The Complete Italian Arietts…, 
vol. 1, 2002. 
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Naldi, probably the daughter of Giuseppe Naldi, the bass at this concert and at Sor’s debut.45 

The dedication lends support to the idea that these ariettas were first heard at this concert and 

were rushed into print after they were well received. Sor played the piano and it seems likely 

the ariettas were sung by Mrs Ashe. The review of Bohrer and Kalkbrenner concert reported 

on 18 April 1815 that “…The admirable powers of Mrs Ashe are well known…” and that  

…this is the second season in which Mrs. Sala has appeared as a professional singer. Her 
voice is singularly sweet and full and she sings with cultivated taste and feeling. We are 
persuaded she will prove a valuable addition to our lyric list of native performers.46  

Madame Sala was more of an actress than a singer47 and Sor may have chosen a simpler aria 

for her to sing. Mariano Rodríguez de Ledesma (1779–1847) probably contacted Sor after the 

latter’s 20 April 1815 debut, he was a tenor and a composer whom Sor may have known in 

Spain and whom Jeffery suggests influenced Sor to write his Italian ariettas.48 If he did so, 

these would have been composed in Spain. The form was fashionable in England at least 

from when Angelica Catalani advertised a set of Three Italian Ariettes and another set of four 

in the Morning Chronicle on 11 April 1815.49 José López-Calo, summarising Ledesma’s 

biography, shows just how much he had in common with Sor: 

Spanish composer. While a choirboy at Zaragoza Cathedral, he was taught music by F. J. 
García Fajer (‘Il Spagnoletto’) and José Gil Palomar. From boyhood he was noted for his 
excellent voice and his extraordinary musicality. He also began conducting orchestras at 
an early age, in opera and sacred concerts, and won such a reputation that in 1800 he was 
made conductor of the opera company of Seville and in 1805 of the theatre of ‘Los 
Caños del Peral’ in Madrid.50 

The education Sor received at Montserrat was obviously little different from the training that 

was available elsewhere in Spain. Ledesma came to London during the War of Independence, 

where he became an associate of the Philharmonic Society as did Sor. Unlike Sor, he returned 

                                                 
45 Naldi was “killed in an accident at the home of the tenor Manuel García” in 1820. Forbes. ‘Naldi, Giuseppe’, Grove Music 
Online, edited L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 30 September 2009.  
46 ‘The Mirror of Fashion’, The Morning Chronicle, London, Friday, April 28, 1815; Issue 14347, British Library: 19th 
Century British Library Newspapers, <http://www.galegroup.com.ezproxy.auckland.ac.nz> accessed 17 October 2009.  
47 Mrs (Madame) Sala (not mentioned in the New Grove) was the opera singer mother of George Augustus Sala, an associate 
of Charles Dickens. She played the role of Julia Dobbs in his later disavowed play The Strange Gentleman, which opened on 
29 September 1836. This information from Charles Dickens Mailing List Online Discussion Group citing the Foreword to 
The Strange Gentleman, at <http://home.earthlink.net/~bsabatini/Inimitable-Boz/etexts/Strange%20Gentleman.html> 
accessed 21 January 2006. She is the “Madame Sala, née Comtesse Taverna” mentioned as nursing the French soldiers from 
the Battle of Solferino by Henry Dunant in A Memory of Solferino that led to the formation of the Red Cross organization. 
<http://www.themissing.icrc.org/WEB/ENG/siteeng0.nsf/htmlall/p0361?OpenDocument&style=Custo_Final.4&View=defa
ultBody2 > accessed Saturday, 21 January 2006. 
48 Jeffery, Fernando Sor: The Complete Italian Arietts…, vol. 1, 2002, vol. 1, 2002, p. vii. 
49 Just below the advertisement for the concert Sor first played in London, The Morning Chronicle of Tuesday, April 11, 
1815 Issue 14332, 19th Century British Library Newspapers: Part II, 
<http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn> accessed 10 May 2010. 
50 José López-Calo, ‘Rodríguez de Ledesma, Mariano’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
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to Spain to become a tenor in the royal chapel, but during the French invasion in 1823, he 

once again left Spain for England, where he joined the Royal Academy of Music in London 

before returning to Spain for good in 1831. His appearance at Sor’s first Benefit Concert 

places the two of them together at an important time in Sor’s creative life. López-Calo writes:  

Rodríguez de Ledesma’s creative life was divided into two periods by his appointment as 
choirmaster of the royal chapel. In the first he composed only secular music—piano 
sonatas and, above all, vocal works (arias, ariettes and duets, accompanied by piano or 
orchestra). In the second he composed religious music almost exclusively, including 
three masses, an Office for the Dead, responsories for Epiphany, a None for the 
Ascension and motets. His best work is the nine Lamentations for Holy Week of 1838. 51 

López-Calo continues to describe Ledesma’s transition from classicism to romanticism, 

which is remarkably similar to Sor’s development as a composer after 1800: 

Although trained in the Italianate school of ‘Il Spagnoletto’ and in the principles of the 
old Spanish polyphonic school by Gil Palomar, he was profoundly influenced by the 
German school—at first by the Classicism of Haydn and Mozart (he worked hard to 
make Mozart known in Madrid) and then especially by Weber, who fully converted him 
to Romanticism. He can almost be considered the first musical Romantic in Spain…52 

Sor’s  training at Montserrat is described in his memoirs mentioning own his childhood 

obsession with Italian opera, which was indulged soon after his arrival at the escolanía when 

he tried to sing in an Italian operatic style in church with improvised embellishments and 

all.53 This culminated in his debut work, the opera Telemaco, which might also be described 

as “Italianate”. Sor was also taught according to “the old Spanish polyphonic school” that 

Ledesma experienced at Zaragoza Cathedral. Signs of romanticism in Sor began to surface 

right after the classicism of Telemaco: Josep Dolcet points this out in his examination of the 

1801 melodrama La Elvira portuguesa;54 and Ramón Sobrino finds romantic features in Sor’s 

                                                 
51 López-Calo. ‘Rodríguez de Ledesma, Mariano’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
52 López-Calo. ‘Rodríguez de Ledesma, Mariano’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
53 Sor’s anecdote in his own words from his Memoires… (41e Livraison, p. 157b) is: “During the rehearsals before the feast 
of Christmas, I learned by heart all the parts of a Responsory by Father Viola; I had memorized it so well that this monk 
asked me to sing the principal part. Proud to sing with the accompaniment of the orchestra, I myself proposed to use the 
method of the actress of the Italian theatre, whose method appealed to me more, and so I began. As long as I sang the solos, 
everything went marvellously, but in the ensemble and in phrases [phrases] in three parts, I arranged my own, I doubled 
another [part], mostly the bass, but I always left one part empty. Nevertheless Father Viola applauded my first attempt.” 

«Durant les répétitions, avant la fête de Noël, j'appris par cœur toutes les parties d'un responsorio du père Viola ; je l'avais si 
bien retenu, que ce religieux me proposa de chanter la première partie. Fier de chanter avec accompagnement d'orchestre, je 
me proposai pour méthode l'actrice du théâtre italien dont la méthode m'avait plu davantage, et je commençai. Tant que je 
chantais dès solos, tout allait à merveille, mais dans l'ensemble et les phrases à trois parties, j'arrangeai la mienne, j'en 
doublai une autre, le plus souvent la basse ; mais je laissai toujours un vide. Cependant le père Viola applaudit à mon coup 
d'essai. » My translation. 
54 Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 165 and 171. 
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symphonies while also noticing the influence of Italian romantic opera beneath an inherently 

Viennese style.55  

The bass William Lacy was married to Bianchi Lacy, who sang at Philharmonic Society 

concert that Cherubini gave on 24 April 1815. Iwan Müller was a clarinettist and player of 

the basset-horn and bassoon.56 Sor’s connection with the harp was probably forged in London 

where his daughter Charlotte must have learned to play. Sébastien Érard (1752–1831), one of 

the great musical inventors, had a big influence over the development of the piano, but was 

also renowned for his double-action harps.57 The work the Érard brothers did for Royal 

commissions in Paris prior to the Revolution placed them on the wrong political side so in 

1790 or 1791 they moved to London, where Sébastien concentrated “on the manufacture of 

harps, which previously had almost all been imported from France”.58 It is not certain who 

gave the concert at Sor’s benefit, but it seems that Sébastien Érard went back to Paris in 1795 

and returned to London in 1807. His nephew Pierre Érard, the author of ‘The Harp in its 

present improved state compared with the original pedal Harp’ London, 1821,59 was most 

likely the performer at Sor’s concert: 

Direction of the London establishment from May 1814 until 1829 was taken over by the 
son of Jean-Baptiste, Pierre [Orphée] Erard (b 10 March 1794; d 15 Aug 1855), who took 
out his own patent for harp improvements in 1822.60 

The Concert of Mr Fiorillo on 16 June 1815 
Sor played at the benefit concert of Federigo Fiorillo on 16 June 1815. We do not appear to 

have the full quotation of the announcement of the concert in the Morning Post, 14 June 

1815, which Jeffery paraphrases: “Sor was to play a Fantasia on the guitar of his own 

composition.”61 This work was probably a repeat of the Clementi Fantaisie [Op. 12] for 

Kalkbrenner replacing the description “full accompaniments” with the simpler “…of his own 
                                                 
55 Sobrino, ‘Tres sinfonías…’, in Gassér, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 284. 
56 Iwan Müller (1786–1854) improved the clarinet and the basset-horn and added keys to the bassoon travelling widely to 
promote himself. Pamela Weston, ‘Müller, Iwan’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
57 See Ann Griffiths and Richard Macnutt, ‘Erard’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 5 October 2009. 
58 The establishment at 18 Great Marlborough Street from 1792 under the anglicised form of the name. Griffiths and 
Macnutt, ‘Erard’, Grove Music Online, edited L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 5 
October 2009. 
59 See Pierre Érard, ‘The Harp in its present improved state compared with the original pedal Harp’, London, 1821, 
facsimile, Geneva: Minkoff, 1980; and Barthel, Laura, and Alain Roudier, Mon bien cher Oncle: Correspondance de Pierre 
Erard à Sébastien Erard. I—1814-1817, facsimile, Geneva: Minkoff, 2006. Marie-Catherine-Céleste Érard (1790-1878) was 
the daughter of Jean-Baptiste Érard and married Gaspare Spontini in 1811 in Paris. 
60 Griffiths and Macnutt, ‘Erard’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 5 October 2009. 
61 Jeffery, Fernando Sor…, 1994, p. 41. 
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composition”. Federigo Fiorillo (1755 to after 1823) played violin and mandolin in his early 

years, later playing in Salomon’s quartet. Philip Bone describes him as born in Brunswick, 

Germany, with the mandolin as his first instrument, which he learned from his father 

Ignazio.62 He also played at the Concert Spirituel in Paris and later in Salomon’s quartet, and 

is today known for his 36 Caprices for the violin.63  

Concerts for the Misses Gautherot on 19 June 1815 
The Morning Post 17 June 1815 announced a Subscription Morning Concert for 19 June 

1815 for the Misses Gautherot, who Jeffery describes as playing “harp and pianoforte”.64 The 

announcement reads:  

…which by permission of the Right Hon. Lady Charlotte Denys, will be held at her 
Residence, Pavilion, Hans-place, Sloane-square [Jeffery ellipsis]… In the course of the 
performance there will be a solo on the Guitar, by that celebrated Performer, Mr. Sor.65 

A “solo on the Guitar” appears to be a generic description of the work. The programme for 

the concert appeared on the day of the concert, 19 June, presumably in the Morning Post, but 

was not quoted by Jeffery in full. The programme for the Pierre Baillot Benefit of 28 May 

1816, which has survived and is discussed below, confirms that “Solo” was not used by Sor 

in its generic sense but instead to describe the Sonata Prima first published by Castro and 

later revised and published by Meissonnier as the Grand Solo pour la Guitare” [Op. 14], 

plate number 188. This appears to be the first reported performance of this work in London.  

A memoir of the years 1820 to 1892 describes the Misses Gautherot as belonging to a 

family of French refugees who fled the Terror, who taught harp and piano. They were 

daughters from the first marriage of their father, who taught “several instruments” at concerts 

held annually at the private home “of a Lady of rank”.66 Charlotte Sor probably learned the 

harp from them as a child. Their mother may well have been the French violinist and pupil of 

Viotti, Louise Gautherot, who died in 1808, but who shocked London by playing a concerto 

at the first Professional Concert at the Hanover Square Rooms on February 9, 1789:  

The Morning Post thus records the French Lady’s English debut: A Lady named 
Madame Gautherot appeared for the first time at this Concert, and exhibited very great 

                                                 
62 The entry ‘Fiorillo’ in Philip J. Bone, The Guitar and Mandolin: Biographies of Celebrated Players and Composers, 
London: Schott, 1972, pp. 119–120. 
63 His Etude pour le violon formant 36 caprices Op. 3, see Chappell White, ‘Fiorillo, Federigo’, Grove Music Online, edited 
L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
64 Jeffery, Fernando Sor…, 1994, p. 41. 
65 Jeffery, Fernando Sor…, 1994, p. 41. 
66 Camilla Crosland née Toulmin, Landmarks of a Literary Life 1820-1892, London, Sampson Low, Marston & Company, 
1893. Digitized for Microsoft by Internet Archive, 2007, Chapter II, p. 17–19. 
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abilities on the violin. Her style of performance was expressive, and displayed very great 
execution. The connoisseurs spoke of her in high terms.67  

Louise Gautherot also played a concerto conducted by Haydn at the first Salomon concert on 

11 March 1791, as remembered in the ‘Memoir of Johann Peter Salomon’ in the Harmonicon 

in 1830.68  

The Charles Lafont Concert on 21 June 1815 
On the Wednesday 21 June 1815 Sor played at the Subscription Morning Concert of the 

violinist Charles Philippe Lafont (1781–1839) in the Argyll Rooms. Jeffery gives a truncated 

quotation of this source, announced in the Morning Post on 13 June, and again on 19 and 21 

June 1815, reading: “…‘Mr. Lafont, first Violin of His Majesty the Emperor of all the 

Russias … concert … on Wednesday, June 21, being this his only public performance in this 

country … Mr. Sor will perform on the Spanish Guitar…’ …”69 Charles Lafont is best 

remembered today for his encounter with Paganini in Milan in 1816: 

…Paganini praised Lafont’s artistry and even conceded his ‘greater beauty of tone’, but 
concluded, ‘He plays well, but he does not surprise’ (de Courcy, p.147). …Lafont, 
angered by the persistent story of his ‘defeat’, published his own belated version of the 
encounter in The Harmonicon in 1830, saying: ‘I was not beaten by Paganini, nor he by 
me’ …As a composer, Lafont was of little importance: his seven violin concertos lack 
musical distinction, and his numerous fantasias and airs variés on operatic themes do not 
rise above the mediocre level of fashionable virtuoso music. 70 

Sor was also writing “fashionable virtuoso music” since his livelihood too depended on 

“fantasias and airs variés on operatic themes”. It is unlikely that Sor chose these forms out of 

some deep creative impulse; his output throughout his life appears to have been driven more 

by utilitarian and pragmatic considerations connected with the need to earn a living, whether 

by publishing, playing a concert or giving a lesson. No trace survives in his writings of the 

kind of high-flown creative ambition that would drive the emerging romantic generation. We 

can have no idea what Sor might have played here, but given that it was only two days later, 

one might suspect that it was a Fantasie or the Grand Solo. 

                                                 
67 F. G. E., ‘Lady Violinists’, ‘The Musical Times, vol. 47/764, Oct. 1, 1906, pp. 662-668, at p. 688. 
68 ‘Memoir of Johann Peter Salomon’, pp. 45–50 in William Ayrton, The Harmonicon, A Monthly Journal of Music, New 
Series, No. 26, February 1830, London: Samuel Leigh, at ‘The Harmonicon, Voumes 4–10 by William Ayrton’, Google 
Books <http://books.google.co.nz/books?id=IwYVAAAAQAAJ&pg=PA45&dq> accessed 24 September 2009, at p. 46.  
69 Announced in the Morning Post on 13, 19 and 21 June 1815, for 21 June 1815, Jeffery, Fernando Sor…, 1994, p. 41. 
70 Boris Schwarz, ‘Lafont, Charles Philippe’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
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Marchioness of Douglas Party on 26 June 1815 
A report after the party of 26 June 1815 in the Morning Chronicle, 29 June 1815, mentions 

Sor playing the guitar in a concert described as a “Musical Party”, which must have been on a 

large scale given there was an orchestra conducted by Sir George Smart:  

The Marchioness of Douglas gave a Musical Party on Monday evening, when the 
company were delighted with the vocal talents of Madame Grassini, of Monsieur and 
Madame Lafont and Miss Mortimer; with the Guitar of M. Sor, and the whole under the 
conduct of Sir George Smart.71 

The description, “with the Guitar of M. Sor” does not give us much to go on, but the work is 

likely to be a repetition of one of the works mentioned. 

Madame Simons Entertainment on 27 June 1815  
On 27 June 1815 Sor played at the Musical and Literary Entertainment of Madam Simons, 

which included her recitation on the “Taste for Travelling”, also on the programme were the 

singers John Barnett and Madame Sala, Charles Lafont on the violin, Camille Pleyel 

conducted, and Pablo Mariano Rosquellas (1784–1859), a Spanish violinist, singer and 

composer also appeared. The entertainment was announced on 26 June 1815 in the Morning 

Chronicle, for 27 June as follows:  

'Argyll Rooms.—Under the Patronage of the Marchioness of Salisbury, Countess of 
Jersey, Lady Buller, and Several Ladies of Distinction, Madame Simons has the honour 
most respectfully to acquaint the Nobility, Gentry, her Protectors and Friends, that her 
Musical and Literary Entertainment will take place at the above Rooms, Tomorrow.—
Vocal and Instrumental Performers: Mr. Lafont, Madame Simons, Madame Sala, Mr. Sor 
on the Spanish Guitar, Mr. Rosquellas and Mr. Barnett. Leader of the Musical Parts, Mr. 
Vaccari. Conductor, Mr. Pleyel, jun. Between the parts of Musical Entertainment 
Madame Simons will recite a Discourse, in French Prose and Verse, of her composition, 
on the Taste for Travelling, etc.—To begin at half past eight o'clock precisely.—Tickets, 
10s. 6d. each, to be had of Madame Simons, No. 1, Cleveland-Court, St. James's-place, 
St. James's-street; and of Messrs. Chappell & Co. 124, New Bond-street.'72 

Here again, the description “Mr. Sor on the Spanish Guitar” does not give us much to go on, 

but it does suggest that he was playing a solo piece of some kind. The venue would suggest a 

large-scale concert work. 

Rosquellas had been employed in his youth by the Duke of Medinaceli,73 for whom Sor 

had also worked. He went on to become a very influential musician in South America:  

                                                 
71 Reported in the Morning Chronicle, 29 June 1815, in Jeffery, Fernando Sor…, 1994, p. 41. 
72 Announced in the Morning Chronicle, 26 June 1815, quoted in Jeffery, Fernando Sor…, 1994, p. 41. 
73 Guy Bourligueux. ‘Rosquellas, Pablo Mariano’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 



S o r ’ s  L o n d o n  C o n c e r t s  233

…In 1805 he was a viola player in the royal chapel, but gave it up when the War of 
Independence began. He embarked on a new career as tenor, actor, composer and 
director of operatic and dramatic companies, travelling to London, Paris, Ireland and then 
Brazil, where he organized concerts at the court of Emperor Pedro I and in the theatres of 
Rio de Janeiro.74  

There is no record of any direct influence on Sor, but the presence of Rosquellas on the same 

stage suggests they may have known each other in Spain.  

The Bath Concert for Andrew Ashe on 24 January 1816 
Sor appeared in two concerts of a series of nine subscription concerts organised by Andrew 

Ashe in Bath that were advertised in the Bath and Cheltenham Gazette, 13 and 20 December 

1815.75 The First Subscription Concert included Mrs Salmon and Frederick Kalkbrenner; the 

quotation is, unfortunately, truncated by Jeffery to limit it to the mention only of Sor: 

‘…the much-celebrated Signor Sor will sing several of the most favourite Pieces. Mr. Sor 
will accompany himself on the Spanish Guitar, and also perform a Fantasia on that 
instrument.’76 

According to Jeffery, the full programme is given, but he quotes it only partially. In the first 

half he mentions the following works:  

…Fantasia on the Spanish Guitar, Signor Sor, [composed by] Sor. Duet, Mrs Ashe and 
Signor Sor, [by] Guglielmi… Favourite Terzetto, Mrs Ashe, Master Barnett and Signor 
Sor [by] Caruso…’  

Jeffery suggests the fantasia might have been the 2nd Fantasia, [Op. 4], but this cannot be 

supported since this is a student work would not have done as a concert fantasia.77 For the 

second half of the programme, Jeffery quotes only: “…Aria, Signor Sor, accompanied on the 

Spanish Guitar by himself, [piece by] Crescentini.”78 This concert was later reviewed in the 

Bath Journal (no date given):  

‘Mr. Ashe’s Sixth Subscription Concert was respectably attended. Among the variety of 
respectable performers, both vocal and instrumental, we were most highly gratified by 
the native talents of Percivale and Mrs. Ashe; the latter of whom, in her duet with Signor 
Sor, by Guglielmi, may be said to have exceeded all praise… …’ 79 

                                                 
74 See Bourligueux. ‘Rosquellas, Pablo Mariano’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
75 These references were found by Stuart W. Button, ‘Sor in London and Bath’, Classical Guitar, vol. 9, December 1990, p. 
18. 
76 Announcement in the Bath and Cheltenham Gazette, 24 January, 1816, quoted in Jeffery, Fernando Sor…, 1994, p. 42. 
77 Jeffery, Fernando Sor…, 1994, p. 42. 
78 Programme apparently also given in the Bath and Cheltenham Gazette, 24 January, 1816, partially quoted in Jeffery, 
Fernando Sor…, 1994, p. 42. 
79 Review in the Bath Journal, no date in abbreviated quotation in Jeffery, Fernando Sor…, 1994, p. 42. 
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Jeffery adds that the Terzetto was also praised. From this it can be stated that Sor played “a 

Fantasia on the Spanish Guitar”, sang a “Duet” by Guglielmi, sang a “Favorite Terzetto” by 

Caruso and sang an “Aria, [by] Signor Sor, accompanied on the Spanish Guitar by himself, 

[in a work, possibly a Cavatina, by] Crescentini”.  

We hear of no more concerts in London after the end of June 1815. Early the following 

year, Sor travelled the one hundred and seven miles to Bath to play these concerts, as a 

consequence of the relationship he formed with Andrew Ashe and his wife in London. Mrs 

Ashe, née Comer ,was a pupil of Venanzio Rauzzini (1746–1810), male soprano and teacher 

of some of the greatest singers of the age like Elizabeth Billington, John Braham and Madam 

Mara80 and many others.81 I can find no mention of Miss Comer’s first name—after 1799 she 

always sang under her married name of Mrs Ashe. She appeared on stage with Angelica 

Catalani at Sor’s debut concert where Sor must first have met her. Rauzzini was one of the 

most important musicians of the previous generation, who retired to Bath in 1777, where he 

gave concerts and was famously visited by Joseph Haydn.82  

Andrew Ashe (1759–1838) initially learned the flute and then gave it up, taking it up 

again only after hearing a flute with ‘extra keys’: 

… After settling in Dublin in 1782, he [Ashe] was engaged by Salomon in 1791 for the 
Haydn concerts in London, where he made his solo début the following year. He 
succeeded Monzani at the King's Theatre in 1805, and in 1810 also became director of 
the Bath concerts on the death of Rauzzini, whose pupil, Miss Comer, he had married in 
1799. In 1813 he was the founding first flute of the Philharmonic Society, serving until 
replaced by Charles Nicholson in 1816. Four years of losses led him to resign his 
position in Bath in the winter of 1821–2.83 

Sor would have gone to Bath just before Andrew Ashe suffered his four straight years of 

losses, which seem to have begun from the next season. Sor befriended the Ashe family, 

giving the proprietary rights to his Impromptu, dans le genre du Boléro to Andrew Ashe in 

about 1819. They must initially have met through the Philharmonic and Sor’s appearances 

with Mrs Ashe, on 20 April and 14 June 1815. It seems she was the first to encourage him to 

                                                 
80 Her full name was Gertrud Elisabeth Mara, née Schmeling, 1749–1833. 
81 “The Introduction to his ‘Set of 12 Solfeggi’, published about 1808, should clear away some misconceptions about the bel 
canto school to which he belonged. He deprecates the introduction of too many graces and embellishments (‘extravagant 
passages may surprise but seldom pleasure’, and he stresses the importance of distinct articulation.” This negative picture of 
“the bel canto school” (to which Sor also belonged) is unacceptable and out of date, it was offered by Myron Schaeffer in 
‘Ruazinni, Venanzio’, Grove Dictionary…, fifth edition, 1961, vol 7, pp. 54–55. 
82 “Michael Kelly describes a visit to the Perrymead villa [of Rauzzini]…and the musical evenings held there… Haydn 
stayed there for three days (leaving London on 2 August 1794, according to his diary…”, Schaeffer, ‘Ruazinni, Venanzio’, 
Grove Dictionary…, fifth edition, 1961, p. 55. 
83 Philip Bate, David Lasocki. ‘Ashe, Andrew’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
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sing doing the Guglielmi duet and terzetto by Caruso with him, herself and Master Barnett. 

He also accompanied himself on the guitar singing a “Cavatina” by Crescentini, which may 

have been his famous imitation—possibly sung by Sor in falsetto? The presence of Rauzzini 

in Bath meant there was an audience in Bath that was familiar with castrato singing. At the 

Bath concert of 30 June 1819, Sor appeared again singing, this time with the famous singers 

Mr Begrez, and Mr Naldi.  

The Bath Concert for Andrew Ashe on 31 January 1816 
The Ashe’s Seventh Subscription Concert on 31 January 1816, was advertised in the Bath 

and Cheltenham Gazette84 and is quoted by Jeffery as follows: “…‘Signor Sor (The last 

Night of his engagement)’. ‘Mr. Sor will accompany himself in a favourite Song on the 

Spanish Guitar’…”;85 quoting the programme for the concert he gives us: “…‘Cavatina, 

Signor Sor, accompanied by himself on the Spanish Guitar’…”86 It would seem possible that 

this was a repeat of the Crescentini Cavatina, but this can also be read as: “…‘Cavatina, 

[composed by] Signor Sor, [in which he was] accompanied by himself on the Spanish 

Guitar’…” Jeffery does not mention the possibility that the Cavatina was by Sor.  

Sor’s Second Benefit Concert on 24 April 1816 
Sor’s second annual Benefit Concert was announced in the Morning Post, 18 April 1816, as 

scheduled for 24 April in the Argyll Rooms. The complete advertisement is: 

Mr. Sor respectfully acquaints the Nobility, Gentry, and his Friends, that his Benefit 
Concert is fixed for Wednesday next, at the Argyll Rooms, when a choice selection of 
vocal and instrumental music will be executed. The following eminent Performers will 
lend their assistance on the occasion:—Mrs. Salmon, Mrs. Sala, Messrs. Naldi and 
Graham. Leader, Mr. Vaccari. At the Piano-forte, Mr. Pérez . In the course of the 
evening, the celebrated Mr. Muller will perform a solo on the Clarinet; Mr. Rosquellas, a 
Concerto on the Violin; and Mr. Sor, a Fantasia Concertante, for the Guitar, Violin, Viola 
and Violoncello; and a Thema, with Variations.—To begin at Eight o'clock precisely. 
Tickets, 10s. 6d. each, to be had of Messrs. Chappell & Co. 124, New Bond-street; 
Monzani and CO. 24, Dover street, Piccadilly, Clementi and CO. 26, Cheapside; and of 
Mr. Sor, 6, Bulstrode-street, Manchester-square.87 

This would have been a big event for Sor, who played a Fantasia Concertante for the Guitar, 

Violin, Viola and Violoncello,88 which is unfortunately lost. He also played an unspecified 

                                                 
84 The Bath Journal, presumably 13 and 20 December 1815, no date, truncated in Jeffery, Fernando Sor…, 1994, p. 42. 
85 Jeffery, Fernando Sor…, 1994, p. 42, partial quote. 
86 Jeffery, Fernando Sor…, 1994, p. 42, partial quote. 
87 The Morning Chronicle, London, Friday, March 28, 1817; Issue 14947, 19th Century British Library Newspapers: Part II, 
<http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed October 2009. Identical announced in the Morning Post, 
Thursday, 18 April 1816, quoted in Jeffery, Fernando Sor…, 1994, p. 42. 
88 The performers on the other instruments are not credited here. 
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“Thema, with Variations” and, as this was his second annual benefit, he would have been 

expected to play new works. Sor had heard some of the best composers and performers of his 

day using the variation form, and must have considered his Spanish sets old-fashioned. This 

is demonstrated by his revisions to the Air Varié pour la Guitare, plate number 3, published 

by Castro, a revised edition dedicated to Kalkbrenner and published by Clementi, in England, 

which in turn became the apograph Meissonnier used for his Quatrième Fantaisie [Op. 12].89 

Sor indicates by this revision that he considered his early variation sets to be too slight for the 

occasion and compositionally insufficient to satisfy the standards of both the members and 

the audience of the Philharmonic. The “Thema, with Variations” at this concert was therefore 

probably a substantially revised older work or an entirely new work.  

Sor’s early sets of variations survive in three Castro editions, two of which were revised 

by Sor later: 

 The Thema varié pour la Guitare ou Lyre, plate number 1. Revised by Sor as the 

Introduction et Thême Varié, [Op. 20], plate number 266, dedicated to A. Meissonnier, 

published, I estimate, in October or November 1822 carrying an imprint dated between 

September 1822 and August 1823.90  

 The Air Varié pour la Guitare, plate number 2, not known in any other edition, was not 

one of those selected for revision by Sor, which, for this reason, is not considered here.  

 The Air Varié pour la Guitare, plate number 3, heavily revised by Sor as the Fantaisie 

for Kalkbrenner [Op. 12], published Clementi, dated 1815 or later,91 was probably used 

at Sor’s First Benefit on 14 June 1815, which would exclude it from consideration here.  

Sor’s Deux Thêmes Variés et Douze Menuets, [Op. 11], published by Meissonnier, I estimate, 

between December 1819 and June 1820, contains two sets of variations that are probably 

early Spanish works: 

 Set 1, labelled “Thème Varié”, was later revised and simplified by Sor, and published 

by Meissonnier as Thême Varié [Op. 15(c)],92 plate 219, dated between September 

1822 and October 1824. This is not a concert work and is therefore not considered here. 

                                                 
89 Note that this is not a revision of Op. 3, which is Meissonnier’s crass version of the Castro edition. 
90 Stenstadvold, ‘Bibliographical Study…’, 2001, Table 3. note b, p. 27. 
91 Meissonnier also published what appears to be an edited version of this Castro edition entitled Thêma Varié Pour la 
Guitare et un Menuet, plate no. 150. The changes appear to be an attempt by Meissonnier to make the work conform to his 
view of playability and readability. For our purposes here this edition is disregarded as corrupt. 
92 Op. 15(c) based on Set 2 labelled: Introduction [added], Thême, 1re Variation [=Var. 1re], 2e Variation [=Var. 4e], 3e 
Variation Minore [added], 4e Variation [=Var. 3e]. The variations numbered 2, 5 and 6 of the original set are omitted. 
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 Set 2 is labelled “Thême Varié” and is not known in any other edition, but since it has 

only four variations it would have been too limited for this important concert. 

This concert took place on 24 April 1816, one year after Sor’s first benefit concert in 

1815. The publication of the Clementi edition of the Fantaisie [Op. 12] also took place in 

1815, but with very few if any guitarist in London capable of playing the work, probably 

attracted very few sales. The only surviving edition is in the Huddleston Collection, stamped 

Calcutta, India! No other edition has been found. Sor must have been disappointed if it was 

played and acclaimed at its first performance, that it went on to sell so few copies. It is likely 

that this was the initial reason that Sor abandoned publication of his concert works in London 

after that. It was only after 1818 that he began to arrange their publication by Meissonnier in 

Paris, which accounts for the late dates and early opus numbers that are on the Meissonnier 

editions of his latest concert variations and fantasias composed or revised in London:  

 The English edition entitled The Favorite Air, “Oh Cara Armonia” from Mozart’s 

Opera Il Flauto Magico Arranged with an Introduction and Variations for the Guitar 

[Op. 9],93 listed 21 March 1821. Meissonnier’s edition, plate 119, which appears to 

have been published earlier, is a disfigured edition I estimate to have been published as 

early as March–April 1819.  

 The Troisième Fantaisie Op. 10, plate 120, Meissonnier imposing his own numbering, I 

estimate to have been published in April–May 1819. 

 The Quatrième Fantaisie Op. 12, plate 144, published at the same time is not included 

in this list, since it is a copy of the Clementi edition probably performed at Sor’s first 

benefit concert. 

 The Cinquième Fantaisie Pour la Guitare avec des Variations sur l'Air de Paisiello, 

‘Nel cor piu non mi sento’ [Op. 16], plate 234, is probably dated end of the period May 

1821 to January 1822 or (less likely) beginning of the period February 1822 to August 

1822. The title Fantaisie is Meissonnier’s and does not have Sor’s authority. 

Sor was under pressure to produce major concert works after his celebrated arrival in England 

in 1815. The opus number order of the above works is not the order of composition, which 

means some of the above works can be excluded from the 24 April 1816 concert. According 

to the title page of the English edition of The Favorite Air, “Oh Cara Armonia” from 

Mozart’s Opera Il Flauto Magico Arranged with an Introduction and Variations for the 

Guitar [Op. 9], the first performance was at the Nobility’s Concerts, not Sor’s Second Benefit 

                                                 
93 Please refer to the full discussion of the dating of this work and its association with the Nobility’s Concerts, below. 
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Concert of 24 April 1816, it is inconceivable that this distinctive work could have been 

composed, played, and left unpublished for almost five years in England. The first 

Meissonnier edition Introduction et Variations sur un Thême de Mozart Op. 9, is a simplified 

edition that is no semblance of what Sor would have played in concert. His revision of the 

work was premièred in Paris in 1828. This work should therefore be excluded here.  

The Troisième Fantaisie Op. 10, is a concert Fantaisie containing an Andante largo 

introduction, four variations and a coda. It is possible that this work was newly composed for 

Sor’s second benefit concert to be used as additional to the Fantasia Concertante. I consider 

the Fantaisie Op. 10, to be the most likely work to fit the description of a fugue-like last 

movement, mentioned in the Ackermann’s Repository of Arts review of Sor’s fourth set of 

Six Divertimentos, heard some time before February 1820 (see Chapter 1, ‘Overview of the 

Sources’).94 This suggests the work may have been composed closer to when it was heard in 

December 1819. Its title, Fantaisie, was also used for the piece he plays at his Third Benefit 

Concert in 1817, which is announced as “…a new Fantasia on the Spanish Guitar…”.  

Sor’s concert variations on Paisiello’s theme “Nel cor piu non mi sento’, published later 

by Meissonnier as the Cinquième Fantaisie Pour la Guitare avec des Variations sur l'Air de 

Paisiello, ‘Nel cor piu non mi sento’, [Op. 16], were probably slotted into Meissonnier’s list 

of Sor fantasias without Sor’s authority. The inclusion of the word “Variations” in the title 

suggests Sor considered this a set of variations not a fantaisie. As a large-scale composition 

with an Andante largo introduction, nine virtuoso variations and a coda, written in a bravura 

style, it gives the impression of being influenced by the singing of Angelica Catalani, who 

had been identified with this theme since 1807. The work’s size and extroverted virtuosity is 

evocative of Catalani’s bel canto aesthetic, heard by Sor on his own concert platform, and 

would have been very suitable for this important concert. It may also have been played in the 

following year due to its technical demands, but this seems unlikely. 

The Pierre Baillot Concert on 28 May 1816 
A month after Sor’s Second Annual Benefit Concert he played at a benefit for Pierre Baillot. 

An original programme survives, demonstrating a sophisticated system of attribution in very 

simple typography, to show the status of the performers, the works they were to play and who 

composed the music, often by the use of a comma or a capital letter. In this case the orchestra 

was led by Mr Spagnoletti, played a “Sinfonia” by Haydn, and accompanied Mr Begri in an 

                                                 
94 This review is reproduced in Jeffery, Fernando Sor…, 1994, p. 62. 
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“Aria” by Mayer, all in “Act I”, immediately following which Sor appeared. Next is one of 

the major works of the evening played by the benefactor, the Concertante for two violins 

composed by Baillot, and played by Baillot and Femy; this is followed by more singing by 

the Mlles. De Lihu and ends with Andante with variations for piano by Kalkbrenner, who 

also composed the music.95 “Act II” follows a similar format, with a flute concerto by Mr 

Drouet, and an Aria by Mlle. De Lieu, and the centrepiece, a concerto and a set of variations 

for the violin played and composed by Baillot. The evening ends with a Cimarosa aria and a 

duet by the De Lieu sisters. In the reproduction of the programme, below, we can see that the 

typography is quite specific: it does not offer generic descriptions, it gives the performer, the 

title and the composer of each work: 

 

Example 2. Pierre Baillot Benefit Concert programme in the Appleby Collection, Guildhall School of Music 
and Drama, London, Book IV. Reproduced in Jeffery, 1994, p. 43. 

Sor’s programme entry reads: “SOLO. Guitar, Mr. Sor……Sor.” The full meaning of this 

telegraphic entry, rendered in detail is: “[The work entitled:] SOLO. [for the Spanish] Guitar, 

[Played by] Mr. Sor… [and composed by] Sor.” This is evidence a composition of this title 

                                                 
95 Appleby Collection, Guildhall School of Music and Drama, London. In Book IV, Acc No. 02950, 02951, 02952. 
Reproduced in Jeffery, Fernando Sor…, 1994, p. 43. 
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was composed and performed by Sor at this concert. The title “Solo” is unusual. Jeffery’s 

reading of this passage is: “…he played an unspecified guitar solo of his own composition.” 

There is, however, no reason to assume that this is a generic title if we know that Meissonnier 

published an edition by Sor that has the following title: 

Grand Solo / Pour / la Guitare / Composée et Dédiée / Aux Amateurs / PAR / 
FERDINANDO SOR. / Opera 14. Prix 4f.50c. / à Paris / Chez Meissonnier, Boulevart 
Montmartre, No. 4. / Et à Toulouse, Chez Meissonnier Ainé et Compie., Mds. De Musique, 
Rue St. Rome, No. 48.[sic] / (188).96 

This was a revised edition of the Sonata Prima, first published by Castro in Paris, a work 

from Sor’s Spanish period, re-issued with the new title of: “Grand Solo”. In his introductory 

notes to the Sor New Complete Works Jeffery says of this edition:  

In about 1822, Meissonnier published a version of it [the Sonata Prima] which he called 
“Grand Solo”, a name which does not necessarily have Sor’s authority, and in which the 
opus number 14 was added. There is no way of knowing whether or not either the Castro 
or the Meissonnier versions had Sor’s approval. It should be emphasized that, for the 
present, neither edition can be established as having full authority for a definitive text. It 
may be that a text faithful to the original version of the work—composed, as we know, in 
Spain—is yet to be found in Spain itself. 

The date of 1822 is later than the Stenstadvold dates, which suggest a date for this imprint 

address as “somewhere between September 1820 and March 1821”.97 Surely there is no 

better evidence of Sor’s authority than the Baillot programme, which clearly indicates the 

title of the work Sor was to play as: “SOLO”. This title, obviously obtained from Sor himself, 

was used in later and earlier concerts, where it reappears either as the title or in a generic 

form. Where would Meissonnier have got the unusual title of “Grand Solo” from anyway? He 

would have known Castro’s Sonata Prima and, had he been using it as his source apograph, 

would most certainly have called it Sonate No. 1, or some similar title. He would probably 

never have seen the Baillot programme either.  

In Part IV of this thesis I will show that Meissonnier had an arrangement with Sor to use 

previously printed editions as apographs. This is confirmed by the discovery of the Clementi 

edition of the Fantaisie for Kalkbrenner, which until recently was only known Quatrième 

Fantaisie [Op. 12], published by Meissonnier, but which is now known to have been re-

engraved by him. This means the Troisième Fantaisie [Op. 10] and Grand Solo [Op. 14] 

ought likewise to be considered as having once existed in as yet undiscovered English 
                                                 
96 Unfortunately Jeffery truncates all of his Meissonnier addresses removing the reference to Toulouse which it turns out can 
help to narrow the dates of publication, see Stenstadvold, 2001. This address at no. 48 Rue St. Rome for Meissonnier aîné in 
Toulouse is not mentioned by Stenstadvold in his ‘Bibliographical Study…’, 2001, lists only No. 28 Rue St. Rome after May 
1821 and 49 Rue St. Rome before that. I am unsure what the significance of the “48” might be for the dating. 
97 Stenstadvold, ‘Bibliographical Study…’, 2001, pp. 11–33, at p. 27 Table 3. note b. 
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editions with titles like 3rd Fantasia for the Spanish Guitar or Grand Solo for the Spanish 

Guitar. It is more likely that he never published any of these works in London where there 

was no market for them, instead, and for the first time, he sent Meissonnier the manuscript of 

the “Solo” that he played at this concert so that it could be published in Paris with its new 

title. A review of the Baillot concert appeared in the Morning Chronicle of 29 May 1816: 

 ‘M. Baillot, the celebrated violin player from Paris, had his benefit concert last night at 
the house of Lady Saltoun. It was a fine combination of talents, vocal and instrumental, 
and the house was crowded at a guinea per ticket.’98 

Sor is not mentioned. It should also be noted that this concert took place at the house of Lady 

Saltoun99 instead of the Argyll Rooms, which may have had to do with the acoustics—the 

violin was still played with gut strings and had a smaller sound. Baillot was invited to lead 

the sixth and seventh concerts of the Philharmonic Society on 13 May and 27 May 1816.100 

Mrs Billington’s Private Concert on 20 July 1816 
About a month later, Sor played at a private concert at the home of Mrs Billington on 20 July 

1816. The Morning Chronicle, which, in the ‘Mirror of Fashion’ column under “Fashionable 

Parties”, provides a review of this event, gives the date of the performance as 20 July 1816. 

The report reviews the Duke and Duchess of Cumberland’s grand entertainment the 

following day before discussing Mrs Billington’s party:  

Mrs. Billington, on Saturday evening last, gratified a numerous party of her friends with 
a charming musical treat, in her villa at Fulham. The Concert was chiefly vocal. Sir 
George Smart presided Mrs. Billington, Madame Storace, Mrs. Bianchi Lacy, Miss 
Hughes, Mssrs. Lacy, Howes, Rovedino, jun. with Signor Chiodi and other vocal 
performers, eminently contributed to the general entertainment. Signor Sorr [sic], besides 
giving a solo on the Spanish guitar, indulged the company with a specimen of the style of 
Crescentini, a singer of the highest repute on the Continent, who has never visited this 
country. Mrs. Billington herself was finely in voice. The whole concluded with a cold 
supper of the best kind.101 

Sor therefore played at Mrs Billington’s villa in Fulham on Saturday 20 July 1816 “…a solo 

on the Spanish guitar”, possibly the Grand Solo, [Op. 14], which would appear appropriate; 

he also “…indulged the company with a specimen of the style of Crescentini…”, which was 

                                                 
98 Report in the Morning Chronicle, dated 29 May 1816, in Jeffery, Fernando Sor…, 1994, p. 42. 
99 The Morning Chronicle, London, Wednesday, May 29, 1816; Issue 14687, 19th Century British Library Newspapers: Part 
II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn> accessed May 2010. 
100 These were reviewed in the Mirror of Fashion under the heading ‘Philharmonic Society’, Morning Chronicle, London, 
Friday, May 31, 1816; Issue 14689, 19th Century British Library Newspapers: Part II, 
<http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn> accessed May 2010. 
101 Jeffery, Fernando Sor…, 1994, p. 42 and 46; no date given in Jeffery, Fernando Sor…, 1977, p. 50. The Morning 
Chronicle, London, Tuesday, July 23, 1816; Issue 14734, 19th Century British Library Newspapers: Part II, 
<http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/ > accessed October 2009. 
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probably not the first time that he did this, he seems also to have done so in Bath on 24 

January 1816, where he accompanied himself on the guitar, in an “Aria” by Crescentini.102  

The Duke of Cumberland Concert on 21 July 1816 
Sor played again the following night, Sunday, at the grand entertainment arranged by the 

Duke and Cumberland, the brother of the Prince Regent, for their other brother the Duke of 

Cambridge, recently returned to England. In the regular column ‘Fashionable Parties’ in the 

Morning Chronicle, those present were listed and a description of the dinner was given on the 

Monday after.103 On Tuesday, in the “Mirror of Fashion” column, the musical entertainment 

was reviewed, and Sor was briefly mentioned: “Mr. Sorr delighted the company with his 

wonderful performance on the guitar.” Immediately following this Mrs Billington’s party on 

the previous Saturday was reviewed. Sor’s account in the ‘Mémoires de Sor’, in Ledhuy’s 

words, is as follows:  

Sometime after the arrival of the allies in France, Sor left for London, where his talent as 
a guitarist was conscientiously judged. Invited to a soirée, where he met the Duke of 
Sussex, brother of the Prince Regent, the latter spoke to him about his stay in Italy and of 
their partiality there for Crescentini, whom Sor had known in Madrid when he 
[Crescentini] was giving lessons to Mademoiselle Colbran (Madame Rossini). The Duke 
began to hum one of the tunes of this famous singer, and Sor offered to sing it in the style 
of the composer. He succeeded so completely that the English newspapers which 
reported this soirée said: “If the playing of Sor on the guitar announces a great composer, 
his manner of imitating Crescentini announces a great singing-master.”104 

The reports in the “English newspapers” he refers to are the two in the Morning Chronicle 

cited above, but I have not been able to confirm his quoted reference to himself being 

described as “a great composer [and] …singing-master”. It does seem likely that this was 

written, for Sor immediately began teaching singing. I believe that on Saturday the 20 July 

1816, Sor was at Mrs Billington’s villa, where he played a solo and sang his Crescentini 

imitation for the Duke of Sussex. The next day he attended an entertainment at the Duke and 

Duchess of Cumberland’s residence, where he repeated the singing. 105  

                                                 
102 Review in the Bath Journal, no date given by Jeffery, abbreviated quote in Jeffery, Fernando Sor…, 1994, p. 42. 
103 The Morning Chronicle, London, Monday, July 22, 1816; Issue 14733, 19th Century British Library Newspapers: Part 
II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/ > accessed October 2009. 
104 « Quelque temps après l'arrivée des alliés en France, Sor partit pour Londres, où son talent de guitariste fut 
consciencieusement jugé. Invité dans une soirée où se trouvait le duc de Sussex, frère du prince régent, celui-ci lui parla de 
son séjour en Italie et de la prédilection pour Crescentini, que Sor avait connu à Madrid lorsqu'il donnait des leçons à 
mademoiselle Colbran (madame Rossini). Le duc commença à fredonner un des airs de ce célèbre chanteur, et Sor offrit à le 
chanter dans le genre de l'auteur. Il réussit si complètement, que les journaux anglais qui rendirent compte de cette soirée 
disaient : ‘Si le jeu de Sor sur la guitare annonce un grand compositeur, sa manière d'imiter Crescentini annonce un grand 
maître de chant.’» ‘Mémoires de Sor’, paraphrased by Ledhuy in ‘Sor’, edited Ledhuy and Bertini, p. 165b.  
105 No reference given, Jeffery, Fernando Sor…, 1994, p. 46. 
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Mrs Billington’s party may have been a little less formal than that of the Prince Regent’s 

brother the Duke of Cumberland,106 making it possible for Sor to engage with the nobility, 

whose stuffy attitudes are described in the autobiography of Louis Spohr, who experienced 

class-discrimination on his visit to London in 1820, and was justifiably offended by the way 

the aristocracy treated performing musicians:  

…I never could make up my mind to play for remuneration at private parties, for the 
manner in which musicians were then treated there, was to me most unbecoming and 
degrading. They were not admitted to join the company, but were shewn into an 
adjoining room, where they had to wait until the moment arrived when they were 
summoned to the apartments where the company was assembled before whom they were 
to play; their performance over, they had to leave the room again immediately. My wife 
and I were ourselves once eyewitnesses of this contemptuous treatment of the first and 
most eminent artists in London.107 

Having received letters of introduction to the Duke of Sussex and the Duke of Clarence 

(whose wife was German), Spohr, unprepared to accept such appalling treatment, weighed up 

how he might “…best extricate myself from this disgusting exclusion from the company…”. 

Catching the servant at the door by surprise, he succeeded in sweeping up the staircase and 

had himself and his wife admitted to the apartments, where they were politely received and 

introduced by the Duke (although passed over by servants serving the refreshments, until they 

were ordered to desist). Spohr describes the musical entertainment: 

When the concert was to commence the steward of the household sent a servant to 
summon the invited artists in the order in which their names appeared on the programme. 
They hereupon entered the apartment with their sheet of music or instrument in hand, 
saluted the company with a profound bow, and began their performances. They were the 
élite of the most distinguished singers and musicians in London, and the execution of 
their respective pieces was almost without exception charmingly beautiful. This, 
however, did not appear to be felt by the noble and fashionable auditory; for they did not 
cease their conversation one moment.108  

After the other musicians had left Spohr and his wife stayed on for the supper. He concludes: 

The Duke of Sussex, to whom I had brought a letter of recommendation from the Duke 
of Cambridge, then regent of Hanover, received me also with great distinction and 
conversed with me a good deal. During the conversation we had upon the subject of 
English national songs, the Duke even sent for his guitar and sang to me some English 
and Irish national songs, which afterwards suggested to me the idea of working up some 
to the most popular of these as a pot-pourri for my instrument and of introducing the 

                                                 
106 The seven surviving sons of George III were: George (the Prince of Wales, Prince Regent and finally George IV); 
Frederick, the Duke of York; William, the Duke of Clarence; Edward, the Duke of Kent; Ernest, the Duke of Cumberland; 
Augustus, the Duke of Sussex and Adolphus, the Duke of Cambridge. This taken from J.B. Priestley The Prince of Pleasure 
and his Regency 1811–20, London: Heinemann, 1969, pp. 16–18. 
107 Louis Spohr, Louis Spohr’s Autobiography, from the German, translator not specified, first published in two volumes, 
London: Longman, Green, Longman, Roberts, and Green, 1865. Da Capo reprint in one volume New York: 1969. This 
quote: vol. 2, p. 88. 
108 Spohr, Autobiography, vol. 2, p. 90. 
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same at my concert [Op. 59]. When the company broke up, which was not till long after 
midnight, we returned home greatly pleased with the result of our daring and with the 
victory we had gained over the prejudices of London society.109 

The Prince Regent played the ‘cello and sang bass, the Duke of Cambridge the violin and 

the Duke of Cumberland the flute.110 The Duke of Sussex played the guitar and sang, which 

explains Sor being graciously treated and circulating amongst the guests to chat. Sor calls the 

event as a “soirée”, which fits Mrs Billington’s party on Saturday; the Duke of Sussex is not 

listed in the Morning Chronicle as present on the Sunday, and the spontaneity described by 

Sor suggests his “a specimen in the style of Crescentini” was given at Mrs Billington’s villa.  

The Philharmonic Third Concert on 24 March 1817 
Sor had already played his Fantasia Concertante for the Guitar, Violin, Viola and 

Violoncello at his Second Benefit Concert,111 which was not under the auspices of the 

Philharmonic Society, so it is likely that the Concertante for Guitar, Violin, Viola and 

Violoncello that was played at the Third Philharmonic concert on 24 March 1817 was a 

second performance, satisfying the rules requiring a new work that had never been performed 

for the Society. The work itself is now lost. Here is the Morning Chronicle review: 

Mr. Sor, the astonishing performer on the Spanish guitar, introduced a Concertante into 
the performance of this evening, assisted by Msrs. Spagnoletti, Lindley, &c. The merit of 
this artist is now so well known. Particularly in higher circles, that it may seem to be 
unnecessarily occupying the time of our readers to point it out;, but as some marks of 
disapprobation, from five or six of the company, were manifested at the conclusion of his 
performance, it is only an act of justice to Mr. Sor to observe, that his composition did 
him the greatest credit, as a work of as much science as the limited powers of his 
instrument would allow him to display; and of his mode of executing it only one opinion 
could be formed—it was altogether inimitable. It perhaps may be a question, how far this 
performance was calculated for a large room, and for a Concert which should admit only 
the highest species of music, and discourage that which, though curious and highly 
ingenious, is too much confined in its means to ever arrive at the rank of greatness in 
art?, but this question should affect only the Managers, and ought not to have been 
allowed to operate against a foreigner whose talents are of the highest order, and whose 
least merit, as a musician, consists in his being a matchless performer upon an 
instrument, which after all, is unworthy of his general ability, though its effects are 
singularly beautiful in a room of small dimensions.112 

Criticisms of the guitar in London, especially the idea that profound music cannot emerge 

from a soft instrument, began to be articulated at this occasion. I will comment on this further 

                                                 
109 Spohr, Autobiography, vol. 2, p. 90–91. 
110 Adam Carse, ‘The Prince Regent’s Band’, Music and Letters, vol. 27/3, July 1946, pp. 147–155, at p. 147–148. 
111 Advertised to occur on 24 April 1816, in the Morning Post, London, Thursday, April 18, 1816; pg. [1]; Issue 14117. 19th 
Century British Library Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/ > accessed October 
2009.  
112 Mirror of Fashion, the Morning Chronicle, London, Friday, March 28, 1817; Issue 14947, 19th Century British Library 
Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/ > accessed October 2009. 
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at the end of this chapter. In his biography Jeffery does not quote the reviews and reports of 

this concert, instead giving the following summary:113  

The very interesting Fantasia Concertante, or Concertante, for guitar, violin, viola and 
violoncello, was performed in at least two known concerts (that is if it was indeed the 
same work which was performed each time), The Fantasia ‘with full accompaniments’ 
performed in his first benefit concert may well also have been the same work.114 

The third-mentioned “Fantasia with full accompaniments’ was performed at Sor’s first 

benefit concert, on 14 June 1815, which was so well reported that it can hardly be suggested 

that the newspapers failed to mention collaborating players. My view is Sor probably played 

the Fantaisie [Op. 12], later published by Clementi and dedicated to Kalkbrenner, which had 

nothing to do with the Fantasia Concertante. Matanya Ophee adds to the confusion by 

claiming an earlier performance of the Fantasia Concertante on 10 March 1817:  

There was, apparently, a previous concert, earlier in the same month, in which the same 
work was performed by Sor and Lindley, with other musicians playing the violin and the 
viola. According to information published in the “Musical Courier” of June 25 1896, the 
concert was part of the program of the Philharmonic Society which took place on March 
10 of the same year. The other musicians who took place in that concert were Cipriani 
Potter, Weichsel, Watts and Kalkbrenner. No Spagnoletti or Challoner. 115 

The second concert of the Philharmonic Society of 10 March 1817 is reported in the Morning 

Chronicle of 28 March 1817: “Mr. C. Potter performed in a very elegant style, a quartet by 

Dussek on the pianoforte, accompanied in an admirable manner by Weichsel, Watts and 

Lindley”.116 The pianist Mr Kalkbrenner is not mentioned. The third concert at which Sor’s 

Concertante was performed appears in the next paragraph of the 28 March 1817 article in the 

Morning Chronicle, suggesting the reason for the confusion. The “…previous concert…” can 

only have been Sor’s second benefit concert on 24 April 1816. 

                                                 
113 Jeffery, Fernando Sor…, 1994, p. 47. 
114 Jeffery, Fernando Sor…, 1994, pp. 47–48. 
115 Mentioning a Musical Courier, 25 June 1896 reference in Edmund S.J. van der Straeten in: History of the violoncello viol 
da gamba their Precursors and Collateral instruments. London, 1914, page 325. See Matanya Ophee. ‘Brian Jeffery’s 
Fernando Sor Composer and Guitarist, A critical view of the second edition’, in the online magazine, Guitar and Lute Issues 
(to be removed on 1 November 2005, but still accessible) <http://www.orphee.com/pluck.HTML> Guitar Issues at 
<http://www.orphee.com/guitisue.htm> Last Modified: Friday, April 04, 1997, accessed 28 January 2006.  
116 The Morning Chronicle, London, Friday, March 28, 1817; Issue 14947, 19th Century British Library Newspapers: Part 
II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/ > accessed October 2009. 
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Lady Langham’s Déjeuné on 2 May 1817 
Sor played at a very important event on 2 May 1817, reported in the Morning Post of 5 May 

1817,117 that has not to my knowledge yet been found by guitar scholars. The description is 

so interesting that I have decided to quote it in full below:  

LADY LANGHAM’S DIVERTISEMENT, &c. 
The goal of attraction on Friday night was the Pavilion in Portland-place. It has long 
been the theme of panegyric among architects and amateurs, for the purity of its classical 
arrangements; and we question much whether its equal can be found in London. It is in 
all respects fit for the residence of a man of large fortune, and does great credit to the 
taste and spirit of the owner.  

The company arriving about ten o’clock, the amusements commenced half an hour after 
with a concert, preceded by a solo on the Spanish guitar, by Signor Sor, an artist of 
unrivalled excellence on that instrument, who was introduced by is Excellency Count 
Fernan Nunez. The various beauties and embellishments are not easy to describe; it was 
enriched by singing, in which the judgement, the curiosity, the taste, and feelings of the 
audiences were completely absorbed. At half past eleven the dancing commenced, with 
quadrilles led off in eighths. Both the saloons were thrown open for the first time, and both 
were hung with tapestry, from the Gobelin manufactury, and exhibiting matchless beauty. 
These hangings are not fixtures; they run upon massive brass rods, which can be removed 
at pleasure. Soon after midnight vocal and instrumental music again gave interest and 
novelty to the scene; there were only four male performers, and the songs were Spanish 
and Italian alternately. At one o’clock waltzes were introduced; and at half past four the 
whole concluded. 

The folding doors were then thrown open; the morning sun broke in upon the visitants, 
and exhibited to view the lawn and well-arranged pleasure-grounds, in all the freshness 
of spring. Ere the company departed they partook of a déjeuné, served up in the best 
possible style.118 

Sor clearly moved in the best circles in the Spanish expatriate community in London, as we 

can see from him being introduced by Francisco Gutiérrez de los Ríos y Córdoba, conde de 

Fernán Núñez, who was appointed “his Catholic Majesty’s Ambassador at Paris”.119 He was 

painted by Francisco Goya in about 1803, and separately, the Condesa, his wife was also 

painted by Goya, these paintings are today in the collection of the current Conde de Fernán 

Núñez.120 The mention of Gobelin tapestries immediately suggests the cartoons of Goya, so it 

appears as if this may have been an entirely Spanish “divertisement” performed in the middle 

of London. The vocal music is described as being sung in “Spanish and Italian alternately”, 

                                                 
117 The Morning Post, London, Monday, May 05, 1817; Issue 14441. 19th Century British Library Newspapers: Part II. 
http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
118 The Morning Post, London, Monday, May 05, 1817; Issue 14441. 19th Century British Library Newspapers: Part II. On 
March 30, it was announced:“On the 4th of May / The Pavillion, in Portland-place, called Langham House, will be opened 
with a splendid Divertisement.” London, Saturday, March 30, 1818; Issue 14724. 19th Century British Library Newspapers: 
Part II. http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
119 Notice that he was “obliged to leave this country in a very short time” in The Morning Chronicle, London, Friday, April 
11, 1817; Issue 14959, Century British Library Newspapers: Part II. 
http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
120 See Xavier de Salas, Goya, Sydney: Bay Books, English translation, 1979, p. 92. 
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which strongly suggests that this involved Sor’s Three Favorite Spanish Boleros, his Three 

Italian Arietts, (probably sets 1–3), and his Three Canons.121 Publication of this material was 

almost certainly after the event, so he may also have composed the duets he later included in 

his Three Italian Duets published in ca. 1821. Ma Encina Cortizo, in her article ‘Arietas y 

duetos italianos de Fernando Sor’,122 points out that one of the problems of his chamber songs 

has been to situate them in an actual concert. In my view, this is just one such event, and it 

was an event on a major scale.  

The accompaniment is not specified, but an orchestra would have been used for the 

waltzes and quadrilles. The Sor songs listed above have a piano accompaniment, which 

would appear appropriate. As Cortizo points out, the ariettas and duets, while thought to be 

for amateurs, in reality require the professionalism of a Mrs Salmon or a Mrs Billington. The 

use of “only four male performers” raises the question of who they were. We know Manuel 

García was “lately arrived in London”, and was present when Sor sang his imitation of 

Crescentini,123 but by Christmas Day in 1816 he was back in Paris singing in an Oratorio,124 

so he was probably not one of the men who sang at this concert, it is also possible that Sor 

may have sung with three other Spaniards. At such an evening his seguidillas boleras on the 

guitar and other songs would have provided Spanish and his ariettas the Italian interest, 

altogether probably making enough material for him to be the only composer represented at 

the concert. Again, we find Sor described as playing “a solo” at the start. In my opinion, the 

context in which this concert took place makes it likely he played his Grand Solo, [Op. 14], 

the Morning Chronicle reporter taking this to be a generic description instead of a title. The 

songs may have include selections from Sor’s Three Favorite Spanish Boleros, Three Italian 

Arietts, (sets 1–3), Three Canons and, possibly in manuscript, his Three Italian Duets as well 

as a number of his seguidillas boleras with guitar accompaniments. 

The Concert of Louis Drouet on 7 May 1817 
The flautist Louis (-François-Philippe) Drouet announced his benefit concert at the Argyll 

Rooms in the Morning Post of 7 May 1817. Sor’s contribution to the concert is given briefly 

                                                 
121 For dating of these works see Jeffery, Fernando Sor…, 1994, pp. 57–59. 
122 Ma Encina Cortizo, ‘Arietas y duetos italianos de Fernando Sor’ in Luis Gásser (ed.), Estudios sobre Fernando Sor/Sor 
Studies, Madrid: Ediciones del ICCMU, 2002, pp. 313–339 see “3.8 Destinatarios”, at p. 338. 
123 Reported in the Mirror of Fashion in the Morning Chronicle, London, Tuesday, July 23, 1816; Issue 14734, 19th Century 
British Library Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
124 Mirror of Fashion, Morning Chronicle, London, Tuesday, January 7, 1817; Issue 14878, 19th Century British Library 
Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
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as: “3. Pot-Pourri, Guitar, Mr. Sor, Sor.”125 The form: Title, Instrument, Artist, Composer, 

exactly resembles the format in the Baillot programme quoted above may be expanded as: 

“[The piece entitled] Pot-pourri, [played on the Spanish] Guitar, [by] Mr. Sor, [and 

composed by] Sor.” There is a rave review of this concert in the Morning Post, on 7 May, 

1817, which includes a brief mention of Sor’s contribution: “…Mr. Sor played a pot-pourri 

on the guitar, which was deservedly applauded.”126 Jeffery found an announcement in the 

Morning Herald, 7 May 1817, which he gives as: “…‘Pot-pourri, Guitar, Mr. Sor, [composed 

by] Sor.’ …”127 and a review also appeared in the Morning Herald, 9 May 1817, reading: “… 

[the performers] ‘…were deservedly applauded; as was Mr. Sor for his pot pourri on the 

guitar’…”,128 these all seem to be based on the Morning Post sources. There is no record of a 

‘Pot-pourri’ by Sor. Mauro Giuliani’s Potpourri Nazionale Romano Op. 108, on popular 

themes from Rome129 and his Rossiniane, opera 119–124, which first appeared in 1821,130 are 

in this form; Ferdinando Carulli is also known to have used the form.131  

The Concert of Miss Frith on 8 May 1817 
I have found nothing about Miss [L.] Frith,132 whose benefit concert was announced by the 

Morning Herald, 29 April 1817, with a promise that Sor would play: “Concerto, Spanish 

Guitar, Signor Sor”.133 As Jeffery points out, this was corrected a week later in the Morning 

Herald of 7 May 1817 to: “…Solo Spanish Guitar, [played by] Signor Sor; [composed by] 

Sor…”.134 The advertisement in the Morning Post of 7 May 1817135 gives full particulars of 

the programme, the contribution by Sor listed as: “Solo, Spanish Guitar, Signor Sor”.136 The 

proper noun once again suggests that this is the Grand Solo [Op. 14]. This was not a special 

concert as his Third Annual Benefit concert was just over a week away. 
                                                 
125 The Morning Post, London, Wednesday, May 07, 1817; pg. [1]; Issue 14443, 19th Century British Library Newspapers: 
Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
126 The Morning Post, London, Thursday, May 08, 1817; Issue 14444, 19th Century British Library Newspapers: Part II, 
<http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
127 Abbreviated quote from Morning Herald, 7 May 1817, quoted in Jeffery, Fernando Sor…, 1994, p. 47. 
128 Abbreviated quote from Morning Herald, 9 May 1817, quoted in Jeffery, Fernando Sor…, 1994, p. 47. 
129 Based on popular music of Rome Heck dates this work at c1823, Heck, Mauro Giuliani…, 1995, p. 210. 
130 Heck, Mauro Giuliani…, 1995, p. 212. 
131 In the catalogue of Carulli’s works Mario Torta writes: “Many bagatelles, fantaisies, dances and variations; character-
pieces, pot-pourris” in ‘Carulli, Ferdinando’ Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 January 2006. 
132 We find a “Miss L. Frith” among the “Principal Vocal Performers” in the programme for Sor’s Third Annual Benefit 
Concert of 19 May 1817 in the Morning Post, 19 May 1817, quoted in Jeffery, Fernando Sor…, 1994, p. 47. 
133 Jeffery, Fernando Sor…, 1994, p. 47. 
134 Jeffery, Fernando Sor…, 1994, p. 47. 
135 Jeffery, Fernando Sor…, 1994, p. 47. 
136 The Morning Post, London, Wednesday, May 7, 1817; pg. [1]; Issue 14443, 19th Century British Library Newspapers: 
Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
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Sor’s Third Annual Benefit Concert on 19 May 1817 
The announcement of Sor’s Third Annual Benefit Concert appeared in the Morning Post on 

15 and 17 May for the concert on 19 May, 1817.137 Note the first sentence: 

Argyll Rooms.—Under the Patronage of his Royal Highness the Duke of Sussex.—Mr. 
Sor most respectfully informs the Nobility, Gentry, and his Friends, that his Annual 
Benefit Concert is fixed for Monday evening, May 19, 1817, at the above Rooms. 
Principal Vocal Performers: Mrs. Bianchi Lacy, Miss L. Frith, and Madame Sainte-
Brice; Mr. Naldi, Mr. Gra'am, Mr. Begrez, and Mr. Lacy. Leader of the Band, Mr. 
Spagnoletti. Conductor, Mr. Pérez . Madame Obert will perform a Concertante on the 
Pianoforte (being her first public appearance in London.). Mr Drouet will play a Solo on 
the Flute; and Mr. Sor, a new Fantasia on the Spanish Guitar. Tickets 10s. 6d. each, to be 
had of Messrs. Chappell & Co., New Bond-street . and of Mr. Sor, 26, Great Pulteney 
street.' 

This would turn out to be Sor’s last benefit concert and, on this occasion, under the patronage 

of the Duke of Sussex, the brother to the Prince Regent, who we know played the guitar. 

Some have linked this to Freemasonry, on which I have no opinion to offer. Sor’s part in the 

programme is given as: “…; and Mr. Sor, a new Fantasia on the Spanish Guitar.” This shows 

that he was doing very much less than he had in his second benefit, in which he played his 

Fantasia Concertante for guitar and strings and an unspecified Theme and Variations, which 

I suggested (above) may have been Sor’s Fantaisie, [Op. 10]. 

The Philharmonic Sixth Concert on 11 May 1818 
The Sixth Concert of the Philharmonic Society took place on the 11 May 1818. Two reviews 

appeared subsequently. The first on 17 May 1818 in the ‘Theatrical Examiner’ of the 

Examiner is too long to present here, so I include only the passages concerning Sor: 

…The entertainment of last Monday, at which Mr Weichsel led, and Mr. Novello was at 
the piano-forte, consisted of some vocal and instrumental pieces from Mozart and 
Beethoven, a sestetto for the piano-forte and other instruments by Mr. Ries, a German 
Professor now in London, an air by Mr. Sor, a Spanish professor of the guitar, now in 
London, also a new overture by… Romberg, and a sacred duet [by] Marcelli… The new 
Air composed by Mr Sor, who is known for the extraordinary perfection he contrives to 
fetch out on his national instrument the guitar, was very elegant, especially towards the 
beginning and the close. …The singers were Mrs. Salmon and Mr. Braham, and both got 
into a very misplaced trick of singing out of tune.…138 

The parts concerning Sor of the also lengthy second review in the Morning Chronicle of 18 

May 1818 are quoted by Jeffery. I believe it is important that we should note that the first Act 

                                                 
137 The Morning Post, London, Thursday, May 15, 1817; Issue 14988, and Saturday, May 17, 1817, pg. [1], Issue 14452, 
19th Century British Library Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed 
August 2010. 
138 The Theatrical Examiner’, in The Examiner, London, Sunday, May 17, 1818; Issue 542, 19th Century British Library 
Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
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began with the Mozart Symphony in E♭ and the second Act began with the Beethoven 

Symphony in C and ended with his overture to Fidelio.139 Sor had a very small part in this 

concert, which was reviewed as follows: 

Mrs. Salmon also sang an Aria by Sor, newly composed for the present occasion. This is 
a vey original and beautiful composition, the words admirably expressed, and abounding 
in marks of genius.140 

Jeffery makes a convincing argument that this was the ‘Fra un dolce delirio’ of Three Italian 

Arietts, 4th Set, which were dedicated to her, and from which her annotated manuscript still 

survives.141  

The Concert Andrew and Mrs Ashe on 30 June 1819 
The concert in the Argyll Rooms announced in the Morning Herald, 26 June 1819 as taking 

place on 30 June 1819 was a benefit concert for Andrew and Mrs Ashe,142 reviews of which I 

have been unable to find in other British newspapers. Jeffery’s truncated quotation reads: 

“Principal Vocal Performers having also promised their assistance: . Mr. Begrez, Mr. Sor, 

and Mr. Naldi, who will sing several of the most favourite songs, Duets, Terzettos, etc.”143 

The subsequent report in the Morning Chronicle (with no reference given) is not quoted by 

Jeffery who gives the following summary in paraphrase: “The Morning Chronicle, which 

reported the concert, said that it was their annual concert, but did not give many details; 

however, it is clear that Sor did not play the guitar, but appeared as one of the vocal 

performers.”144 This is confirmed by the advertisement in the Morning Post on 24 June.145 

Jeffery continues: “With that, the list of known concerts in England in which Sor appeared 

comes to an end.”146 There is, however, at least one more concert about which we know, and 

that is Sor’s performance announced on the title page of the English edition of “The Favorite 

Air | “Oh Cara armonia”, | from Mozart’s Opera | Il Flauto Magico, | Arranged | with an 

Introduction and Variations for the | Guitar. | As Performed by the Author at the | Nobilities 

[sic] Concerts. | Dedicated to his Brother, by | F. Sor.”147  

                                                 
139 Jeffery, Fernando Sor…, 1994, p. 49. 
140 The Mirror of Fashion, Morning Chronicle, London, Monday, May 18, 1818; Issue 15302, 19th Century British Library 
Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
141 Jeffery, Fernando Sor…, 1994, pp. 48–57. 
142 Stewart Button, in his thesis ‘The Guitar in England: 1800–1924’, University of Surrey, 1984, pp. 24–27.  
143 Abbreviated quote, Morning Herald, 26 June 1819, in Jeffery, Fernando Sor…, 1994, p. 47. 
144 Jeffery, Fernando Sor…, 1994, p. 47. 
145 The Morning Post (London, England), Thursday, 24 June 1819; Issue 15110. 19th Century British Library Newspapers: 
Part II, < http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
146 Jeffery, Fernando Sor…, 1994, p. 47. 
147 Sor, Introduction and Variations… [Op. 9], plate 602. Facsimile in Jeffery, Sor Complete Works…, 1982, vol. 1. 
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The Mozart Variations Op. 9 and Nobility’s Concerts 
The English edition of the Introduction and Variations… [Op. 9], plate 602, was published 

after Sor’s performance at “the Nobility’s Concerts” (whenever that took place) and was 

entered at the Stationers’ Hall on 21 March 1821. Paradoxically, the Meissonnier edition 

Introduction et Variations sur un Thême de Mozart Op. 9, plate 119,148 which I argue was 

issued in Paris in March or April 1819 (later to be stamped with “9e. et 10e. Livraison” mark 

referring to September and October 1819), this makes this the first edition o the work.149 This 

is confirmed by the issue, 56 plates later of the Sor Quatrième Divertissement Op. 13, plate 

175, the last plate from this imprint address. Sor compelled Meissonnier to publish a revised 

edition, listed in the Journal général d’annonce on 21 February 1827,150 entitled Variations 

Brillantes sur un Air Favori de Mozart,151 which says on its title page that it was played in a 

“…Concert donné à l'Ecole R[oya]le de Musique…” the full name of l’École Royale de 

Musique et de Déclamation Lyrique in Paris.152 

I have been unable to find a report or advertisement in London newspapers indentifying 

the concert mentioned in the London edition. Sor was not alone in adding a reference to “the 

Nobility’s Concerts”. Similar claims were made for a number of years after Sor by other 

artists, for example: Jan LaRue mentions ‘Mama mia non mi gridate’ described as “A 

Favorite Italian Song sung by Sigr. Viganoni”, which was No. 17 of a ‘Collection of Italian 

Periodical Songs’ now in the British Museum that also appeared in “…a Longmans, Clementi 

edition (now in the Florence Conservatory) as an anonymous ‘Canzone con coro as sung by 

Sigr. Viganoni at the Nobility’s Concert’.153 Giuseppe Viganoni taught singing in Naples 

before coming to London where he sang and taught singing to Sophia Dussek (née Corri).154  

                                                 
148 The imprint address is Paris, …Rue Montmartre, No. 182… and Toulouse… Rue St. Rome, No. 49. 
149 Meissonnier moved to Boulevard Montmartre No. 4 in September 1820 or as late as April 1821, as suggested by Eric 
Stenstadvold, but the plate numbers favour the earlier date. See my Chapter 13, ‘Dating Meissonnier’s Sor Plates’.  
150 See my discussion in Chapter 13, ‘Dating Meissonnier’s Sor Plates’. 
151 “Variations / Brillantes / sur un Air Favori de Mozart / de l'Opera: la Flûte Enchantée / O Cara Armonia / Pour Guitare 
Seule / Exécutées par l'Auteur au Concert donné à l'Ecole R[oya]le de Musique / et Dédiées à son Frère / par Ferdinando 
Sor. / Op. 9. Prix 3f. / Nouvelle Edition augmentée par l'Auteur. / A Paris, au Magasin de Musique de A. Meissonnier, 
Boulevard Montmartre, No. 25. / (460) [unreadable proprietary information]”. In the Rischell and Birkett-Smith Collection, 
Royal Library in Copenhagen, shelf number R&B-S no. 695. 
152 At this time the institution was under the direction of Cherubini who Sor may have met after his arrival in Paris in 1813 
before they both left for London in 1815. 
153 Jan LaRue, ‘A “Hail and Farewell” Quodlibet Symphony’, Music and Letters, vol. 37/3., July 1956, pp. 250–259, at p. 
254. 
154 Howard Allen Craw, Bonnie Shaljean, ‘Sophia (Giustina) Dussek [née Corri; later Moralt]’, Grove Music Online, edited 
L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz> accessed 21 May 2006. 
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I was unable to make much of this reference until I came across an example in an 

antiquarian dealer’s shop of a song sheet dated c. 1830 associating this with the Hanover 

Rooms: “…‘We've Crowned Our Queen With Roses’, Cavatina, Sung by Miss Woodham at 

the Hanover Square Rooms, Nobility’s Concerts…”155 The first concerts to be held at the 

Hanover Square Rooms were the subscription concerts of Bach and Abel in association with 

Giovanni Gallini, which opened on 1 February 1775; after 12 November 1776 Gallini 

produced concerts there on his own with Bach and Abel continuing to organise concerts until 

1782.156 From 1783–1793 the series called “The Professional Concert” used the venue. This 

group excluded Salomon who organised his own parallel concerts at the same venue in which 

Haydn conducted his London Symphonies in 1791, 1792 and 1794, 1795. The ‘Concert of 

Antient Music’ established by “a committee of noblemen and gentlemen”157 in 1776 and 

continued until 7 June 1848.158 Known first as the “Nobility’s Concert” this series was 

mentioned in the European Magazine, and London Review; for October 1784 (pages 252–

254) that lists a “…review of Haydn’s Stabat mater performed at the Nobility’s 

Concert…”159 and it is mentioned in the 1786 catalogue of John Bland where lists: Three 

Sonatas for the Harpsichord or Piano Forte by Mozart opera 2 and 5 “…play'd by Mr 

Cramer and Son, at the Nobility's Concert, Anacreontic Society, &c with the greatest 

applause [by] …Wilhelm Cramer and his young son J. B. Cramer at Hanover Square…”160 

This indicates that the name ‘Nobility’s Concert’ was current in 1786, and that the it took 

place at the Hanover Square Rooms.  

According to Grove’s Dictionary of Music and Musicians, fifth edition, the Nobility’s 

Concert later became known as the “The King’s Concerts”: 

In 1785 the royal family began to attend the concerts regularly, and then it was that they 
were styled “The King’s Concerts”. As a mark of his interest George III personally wrote 
out the programmes. Up to 1795 the concerts were held in the new rooms, Tottenham 
Street, afterwards known as the Queen’s or West London Theatre, but in that year they 
were removed to the concert-room in the Opera House….161  

                                                 
155 Written by J.E. Carpenter Esq. Composed and Most Respectfully Dedicated to Her Royal Highness The Duchess Of Kent 
and advertised for sale online <http://www.sheetmusicwarehouse.co.uk/details.php?ref=24970> accessed 28 July 2006. 
156 Grove’s Dictionary…, fifth edition, 1961, ‘Hanover Square Rooms’, vol. 4, p. 65–66. 
157 From: 'Hanover Square and neighbourhood', Old and New London, vol. 4, 1878, pp. 314-26, <http://www.british-
history.ac.uk/report.asp?compid=45200&strquery=Hanover%20Square%20Rooms> accessed 29 July 2006, in chapter 15 no 
pagination given on website. 
158 Grove’s Dictionary…, fifth edition, 1961, ‘Ancient Concerts’, vol. 1, pp. 144–145, at p. 144. 
159 A. Peter Brown, ‘The Earliest English Biography of Haydn’, The Musical Quarterly, vol. 59/3, July 1973, pp. 339–354 at 
p. 346, footnote 13.  
160 Ian Woodfield, ‘John Bland: London Retailer of the Music of Haydn and Mozart’ Music and Letters, vol. 81/2, May 
2000, pp. 210–244, at pp. 214 and 215. 
161 Grove’s Dictionary…, fifth edition, 1961, ‘Ancient Concerts’, vol. 1, pp. 144–145, at p. 144. 
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The above quotes dating 1784 and 1786 straddle the date 1785 mentioned for the name “The 

King’s Concerts”, which suggests the name “Nobility's Concerts” remained concurrently in 

use for a period. There appears to be some confusion about the venue in 1786. In 1804 the 

‘Concert of Antient Music’ held a lease for the Hanover Square Rooms that continued until 

1848, establishing a tradition of twelve concerts held from February to May, and a thirteenth 

that was a performance of the Messiah for the Royal Society of Musicians in June.162 Sor 

would have known these concerts, which were conducted by Thomas Greatorex from 1793 

until his death in 1831. Sir Richard Phillips wrote in 1804: 

The Concert of Ancient Music, at present more generally known by the appellation of the 
King's Concert, is a branch that seceded from the Academy of Ancient Music. It 
generally commences in February, and continues weekly on Wednesdays till the end of 
May. Six directors, chosen from among the nobility, select in turn the pieces for the 
night, and regulate all its principal concerns. The leading feature of its rules is the utter 
exclusion of all modern music. So rigid are its laws on this head, that no composition less 
than twenty-five years old can be performed here, without the forfeiture of a considerable 
sum from the director of the night.163 

“The Ancient Concerts formally styled ‘The Concert of Antient Music’ were also known as 

‘The King’s Concerts’…”164 and were previously called the ‘Nobility’s Concerts’. The name 

either continued to be used or re-emerged again during the infirmity of George III continuing 

after his death on 29 January 1820. The format of the later series hardly changed at all from 

its inception, so the programme of Thursday 25 February 1819, for example, was “Under the 

direction of his Grace / The Archbishop of York / For his Royal Highness / the Duke of 

Cumberland…”—the dedication changing each concert depending on who chose the 

programme—which is why they were known as “Nobility’s Concerts”.165 These concerts 

…consisted of about four hours of orchestral music, concertos and vocal extracts from 
operas and oratorios: the ‘Ancient Concerts’, ‘Vocal Concerts’, and the various 
subscription concerts and ‘benefits’ were all constructed on this plan. The so-called 
Oratorios, which were held in the London theatres during Lent, were identical in form to 
these concerts, except that secular vocal music was supposed to be excluded (though 
even this restriction was not always observed); it was rare for a whole oratorio to be 
given, with the exception of Messiah. At provincial festivals concerts were of the same 
type. 166 

                                                 
162 A charity concert “…in aid of the ‘Fund for the support of Decayed Musicians and their Families’…” Grove’s 
Dictionary…, fifth edition, 1961, ‘Ancient Concerts’, vol. 1, pp. 144–145, at p. 144. 
163 From: 'Hanover Square and neighbourhood', Old and New London: vol. 4, 1878, pp. 314-26, <http://www.british-
history.ac.uk/report.asp?compid=45200&strquery=Hanover%20Square%20Rooms> accessed 29 July 2006. 
164 ‘The Philharmonic Society of London’, Musical Times, vol. 53/829, March 1, 1912, pp. 153-156, at p. 153. 
165 Courtesy of the Music Reference Service of the British Library. 
166 Nicholas Temperley, ‘Domestic Music in England 1800-1860’, Proceedings of the Royal Musical Association, 6 January 
1959, pp. 31–47, at p. 33. 



C h a p t e r  5  254 

The “Nobilities Concerts” misspelled in Sor’s Introduction and Variations… [Op. 9], 

have not yet been confirmed by a surviving programme or advertisement, so I contacted the 

British Library where Steve Cork kindly examined the programmes for the “Concert of 

Antient Music” for the years 1819 to 1823 but he could find no mention of Sor or his Mozart 

variations.167 This performance must have taken place before the Stationers’ Hall listing on 

21 March 1821 or before the Meissonnier edition published in March or April 1819.  

CONCLUSION 
In my examination of the British newspapers covering London music for the period that Sor 

was in London, it became increasingly obvious that the Philharmonic Society had reached a 

turning point in 1818, with new priorities in the programming for that season reflecting the 

comments made in the Morning Chronicle review of Sor’s Fantasia Concertante played on 

24 March 1817 that demanded “…only the highest species of music…”168 be played in the 

Society concerts. The first concert in 1818 sets the pattern: the first act began with Mozart’s 

Jupiter symphony and an aria from Figaro; then a piano septet by Hummel played by Neate, 

and ended with Beethoven’s overture to Fidelio. The second act began with a symphony by 

Ries; followed by another aria from Figaro; a Haydn string quartet; a vocal quartet from 

Mozart’s Idomeneo; the concert finally ending with an Overture by Romberg.169 Symphonic 

works by Mozart, Beethoven and to a lesser extent Haydn, predominate; also programmed 

are miscellaneous composers like Cherubini, Clementi or Ries. Occasionally represented are 

concertos for the violin and a variety of orchestral instruments, with those for the piano with 

Mozart and Beethoven predominating. Instrumental works are balanced by vocal music from 

the operatic repertoire with overtures mostly by Mozart and Beethoven. This new aesthetic 

left no room for small-sounding instruments like the guitar since soft music could not 

possibly be considered profound. The review in the Morning Chronicle (above) asked a 

propos of Sor whether it was not the duty of the Philharmonic to discourage that which 

“…though curious and highly ingenious, is too much confined in its means to ever arrive at 

                                                 
167 My thanks to Steve Cork at the Music Reference Service of the British Library for this information. 
168 Mirror of Fashion, the Morning Chronicle, London, Friday, March 28, 1817; Issue 14947, 19th Century British Library 
Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/ > accessed October 2009. 
169 Full description in the Morning Chronicle, London, Monday, March 2, 1818; Issue 15236, 19th Century British Library 
Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/ > accessed October 2009. The piano septet 
by “Hammell of Vienna” is  probably Hummel Septet Op. 74 in D minor; “one of Haydn’s old quartetts (the second in Opera 
16)…” appears to be incorrect. 
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the rank of greatness in art?170 This was no idle question and by 1818 in answer to it Sor 

found that his guitar had been marginalised by the Philharmonic Society in London. It is no 

coincidence that he became involved in the ultimately unsuccessful speculative venture of the 

Regent’s Harmonic Institution in 1818, or that publishing and composing became his main 

occupation after that date.171 We can see that in 1819 he published six works with the 

Regent’s Harmonic Institution; in 1820 he published three more and two with Chappell; there 

followed six publications for the Royal Harmonic Institution in 1821; and at least six more in 

1822, with others published elsewhere; this tailed off in 1823 after he had left London.172 His 

divertissement-ballet173 La Foire de Smyrne was performed on 3 July 1821 followed by Le 

Seigneur Généraux on 27 July 1821.174 On 26 March 1822 his melodramatic fairytale ballet 

Cendrillon175 was first performed.176 He also wrote the first version of L’Amant Peintre in 

London,177 later expanding it in Paris178 and finally, on 2 December 1822, the piano score of 

Cendrillon, plate 1120, was entered at the Stationers’ Hall.179  

Between 1815 when he arrived in London and 1818 when his Philharmonic engagements 

dried up Sor built a concert reputation on a small repertoire of extended works for the guitar, 

which I have summarised in the table below. During 1818, deprived of any further reason to 

write virtuoso works for guitar and practice them up to performance standard for non-existent 

high-level concerts, he must have begun exploring the possibility of returning to Spain. This 

would have been influenced by the departures of Ledesma, Vaccari and other Spanish 

musicians with whom he had worked, as well as by the conde de Fernán Núñez, who became 

the Spanish Ambassador in Paris after he introduced Sor at the Langham Divertissement.180 

His second option was to return to Paris where there was still a market for guitar music, a 

realisation that would explain the fantasies and revised concert works that he began sending 

to Meissonnier for publication from about 1818 onwards. Sor’s Harmonic Institution losses 

added to his difficulties and, after marrying Félicité Hullin he left for Russia, stopping in 

                                                 
170 Mirror of Fashion, the Morning Chronicle, London, Friday, March 28, 1817; Issue 14947, 19th Century British Library 
Newspapers: Part II, <http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed October 2009. 
171 Jeffery, Fernando Sor…, 1994, p. 47, who asks: “Why, though, does he appear to fade from the concert scene by 1819?” 
172 Jeffery, Fernando Sor…, 1994, pp. 57–59. 
173 Noll Hammond, ‘Sor and the ballet of his time’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 182. 
174 Jeffery, Fernando Sor…, 1994, p. 67. 
175 Noll Hammond, ‘Sor and the ballet of his time’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 182. 
176 Jeffery, Fernando Sor…, 1994, p. 67. 
177 Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 166b. 
178 Into the three act ballet-pantomime Alphonse et Leonore ou L’Amant Peintre. 
179 Jeffery, Fernando Sor…, 1994, p. 174. 
180 The Morning Chronicle, London, Friday, 11 April, 1817, issue 14959, Century British Library Newspapers: Part II,. 
http://find.galegroup.com.ezproxy.auckland.ac.nz/bncn/> accessed August 2010. 
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Paris on the way. The table below shows the concerts that Sor played in London, arranged by 

year, with a summary of the contemporary reviews and my suggestions regarding the works 

that were most likely played at these concerts. A by-product of this list is that it also provides 

suggested first performances of the works mentioned: 

SOR’S CONCERTS AND REPERTOIRE LONDON: 1815–1821 

20 April 1815 Announcement: Morning Post 15 April: “…Mr. Sor the most celebrated Performer in Europe on the 
Spanish Guitar, and who is just arrived in England, will, in the course of the evening, execute a 
Fantasia on that instrument [the Spanish Guitar] (being his first public appearance in this country).” 
Repertoire: Probably Fantaisie for Ignace Pleyel [Op. 7] published in Paris before 4 February 1814. 

5 May 1815 Announcement: Morning Chronicle 8 May: “…On Friday evening [5 May 1815] the Prince Regent 
had a musical party to entertain the Queen and Princesses, at which the professional talents of the 
artists lately arrived in England were exhibited; —M. Kalkbrenner on the pianoforte, the brothers 
Bourer [Bohrer] on the violin and violoncello, and M. Sorr on the guitar.” Sor meets Kalkbrenner. 
Repertoire: Repeat of the Fantaisie for Ignace Pleyel [Op. 7] or a amaller piece.  

14 June 1815 
Sor’s First Benefit 

Announcement: Morning Post 14 June: “[Singers accompanied] …at the Piano-forte, Mr. Sor. …In 
the course of the evening Mr. Sor will execute a Fantasia on the Spanish Guitar, with full 
accompaniments, and two other pieces.”  
Review: Morning Chronicle 17 June: “…a delicate aria, finely sung by Madame Sala, with his guitar 
accompaniment.”  
Repertoire: Fantaisie pour le Guitare [sic] published by Clementi in 1815 dedicated to Frédérick 
Kalkbrenner and two other pieces, possibly Andante Largo, No. 5 of the Six Petites Pièces Très 
Faciles [Op. 5] or Sonate [Op. 15]. Possibly arietta from Sor’s Three Italian Ariets, 1st Set. 

16 June 1815 Jeffery paraphrase: Morning Post: 14 June “Sor was to play a Fantasia on the guitar of his own 
composition.” 
Repertoire: Repeat of the Fantaisie [Op. 12] for Kalkbrenner? 

19 June 1815 Announcement: Morning Post: 17 June “In the course of the performance there will be a solo on the 
Guitar, by that celebrated Performer, Mr. Sor.”  
Repertoire: Probably Andante Largo, No. 5 of the Six Petites Pièces Très Faciles [Op. 5] or Sonate 
[Op. 15]. This generic descriptor probably does not signify the Grand Solo [Op. 14]. 

21 June 1815 Announcement: Morning Post: 13, 19 and 21 June “…Mr. Sor will perform on the Spanish Guitar…” 
Repertoire: Fantasie or Andante Largo, No. 5 of the Six Petites Pièces Très Faciles [Op. 5] or Sonate 
[Op. 15] or something else. 

26 June 1815 Review: Morning Chronicle: 29 June “…the vocal talents of Madame Grassini, of Monsieur and 
Madame Lafont and Miss Mortimer; with the Guitar of M. Sor…” 
Repertoire: Suggests Sor was accompanying, possibly the Italian Arietts, 1st Set. 

27 June 1815 Announcement: Morning Chronicle: 26 June “…Mr. Sor on the Spanish Guitar” 
Repertoire: Suggests Sor was playing a guitar piece at the Argyll Rooms.  

1816 
24 January 1816 Announcement: “…the much-celebrated Signor Sor will sing several of the most favourite Pieces. Mr.

Sor will accompany himself on the Spanish Guitar, and also perform a Fantasia on that instrument.”  
Repertoire: “…Fantasia on the Spanish Guitar, [played by] Signor Sor, [composed by] Sor. Duet, 
[sung by] Mrs Ashe and Signor Sor, [composed by] Guglielmi… Favourite Terzetto, [sung by] Mrs 
Ashe, Master Barnett and Signor Sor [composed by] Caruso…” The first performance in Bath of the 
Fantaisie [Op. 12] for Kalkbrenner? 

31 January 1816 Announcement: Bath and Cheltenham Gazette: ‘Mr. Sor will accompany himself in a favourite Song 
on the Spanish Guitar’ 
Repertoire: “Cavatina, Signor Sor, accompanied by himself on the Spanish Guitar” Either by 
Crescentini or an unknown work by Sor. 

24 April 1816 
Sor’s Second 
Benefit 

Announcement: Morning Post: 18 April “Mr. Sor [announces that at] …his Benefit Concert …Mr. 
Sor [will perform]…a Fantasia Concertante for the Guitar, Violin, Viola and Violoncello; and a 
Thema, with Variations.” 
Repertoire: Lost Fantasia Concertante; Probably the Variations sur l'Air de Paisello, [Op. 16] or less 
likely, the Troisième Fantaisie, [Op. 10]. 
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SOR’S CONCERTS AND REPERTOIRE LONDON: 1815–1821 

28 May 1816 Announcement: “M. Baillot, the celebrated violin player from Paris, had his benefit concert last night 
at the house of Lady Saltoun. It was a fine combination of talents, vocal and instrumental, and the 
house was crowded at a guinea per ticket.” 
Programme: “[The composition entitled:] SOLO. [For the Spanish] Guitar, [to be played by] Mr. Sor. 
[composed by] Sor.”  

20 July 1816 Review: Mrs Billington: “Signor Sorr [sic], besides giving a solo on the Spanish guitar, indulged the 
company with a specimen of the style of Crescentini, a singer of the highest repute on the Continent, 
who has never visited this country.”  
Repertoire: The Grand Solo, [Op. 14] and ‘Aria’ or ‘Cavatina’ by Crescentini.  

21 July 1816 Review: Duke of Cumberland: “Mr. Sorr [sic] delighted the company with his wonderful performance
on the guitar”. 
Repertoire: Repeat of the Grand Solo, [Op. 14] and ‘Aria’ or ‘Cavatina’ by Crescentini. 

1817 
24 March 1817 Reveiw: “a Concertante for Guitar, Violin, Viola and Violoncello” at the Philharmonic Society Third 

Concert with Spagnoletti (violin), Challoner (viola), and Lindley (cello) 
Repertoire: [2nd ?] Concertante for Guitar, Violin, Viola and Violoncello (Lost).  

7 May 1817 Announcement: “Pot-pourri, [for the Spanish] Guitar, [played by] Mr. Sor, [composed by] Sor.” 
Review: “Mr. Sor played a pot-pourri on the guitar, which was deservedly applauded” 

8 May 1817 Announcement: “…‘Solo, Spanish Guitar, [played by] Signor Sor; [composed by] Sor'…” 
Repertoire: Grand Solo, [Op. 14] once again. 

19 May 1817  
Sor’s Third Benefit 

Announcement: “…; and Mr. Sor, a new Fantasia on the Spanish Guitar.” 
Repertoire: Probably the Troisième Fantaisie, [Op. 10] or less likely, the Variations sur l'Air de 
Paisello, [Op. 16]. 

1818 
11 May 1818  Review: “…an air by Mr. Sor, a Spanish professor of the guitar now in London… The new Air 

composed by Mr Sor who is known for the extraordinary perfection he contrives to fetch out on his 
national instrument the guitar, was very elegant, especially towards the beginning and the close.” 
Review: “…Mrs Salmon also sang an Aria by Sor, newly composed for the present occasion. This is a 
vey original and beautiful composition, the words admirably expressed, and abounding in marks of 
genius.” 
Repertoire: Three Italian Arietts, 4th Set, ‘Fra un dolce delirio’. 

1819–before 1 March 1821 
30 June 1819: Announcement: “…Mr. Begrez, Mr. Sor, and Mr. Naldi, who will sing several of the most favourite 

songs, Duets, Terzettos, etc.” 

3 July 1819 Announcement: “…Mrs Salmon will sing a new song, with violin obligato, composed expressly for 
this occasion, for her and Mr. Spagnoletti, by Mr. Sor…” 
Repertoire: Repeat Three Italian Arietts, 4th Set, ‘Fra un dolce delirio’ with obligato violin? 

Before February 
1820 

Review: “…scores of five and six distinct parts, nay, played fugues of the most complicated 
texture…” 
Repertoire: Probably Sor’s Troisième Fantaisie Op. 10. 

10 July 1820 Review: “…two solos on guitar and flute by Sor and Nicholson.” 
Repertoire: Probably not flute and guitar, just a “solo…”] by Sor” 

Before 21 March 
1821 or early 1819 

Title Page: “As Performed by the Author, at the Nobility’s Concerts” 
Repertoire: Introduction, Theme and Variations by Mozart on ‘O dolce concento’ [Op. 9]. 

Sor played the guitar at other concerts after his Third Benefit Concert in 1817. The February 

1820 Ackermann’s Repository of Arts records hearing his work reminiscent of a fugue in 

1819 or early 1820. His Introduction and Variations… [Op. 9], record the Nobility’s 

Concerts in the Hanover Square Rooms before the Paris edition was published in March or 

April 1819 or later during the 1820 season but before it was entered at the Stationers’ Hall on 

1 March 1821 giving a description of the concert on the title page. 



 



PART III 

The Guitar in Spain 





 

6. The Origins of the Guitar 

Little is known about how Fernando Sor acquired his virtuoso technique, he mentions only 

the lessons from his father who died when he was twelve and the transfer of technical 

knowledge from the Baroque five-course guitar to Spanish six-course guitar and from there to 

the modern guitar has hardly been explored at all. The re-entrant tunings of Francesco 

Corbetta in Italy, Gaspar Sanz in Spain and Robert de Visée in France (to mention only the 

late figures) made their music so specific to their instruments that it became unplayable on 

the modern guitar, creating a perception of an unbridgeable chasm between Baroque guitar 

technique and guitar technique in the Classical period. I do not accept this tabula rasa theory 

of nineteenth-century guitar technique shorn of links to the past. In this chapter I examine in 

broad historical terms the main elements in Fernando Sor’s conception of the guitar as it 

formed in the mid-1790s, to show how it is directly linked to the Spanish continuo tradition 

of polyphonic guitar playing codified by Santiago de Murcia, which was preceded by the 

counterpoint of Francisco Guerau in a tradition that began with the ancient vihuela in Spain.1  

I will argue that the tradition of stringing of five-course guitars in Spain with two bordón 

bass strings was derived by the removal of the first course of the vihuela de mano, to create a 

new instrument called the vihuela de cinco órdenes. Although it was not descended from the 

little four-course guitarra, it was recognised as such in Italy, so that when Joan Carles Amat 

brought it back into Spain from Naples he called it a guitarra de cinco órdenes and had it 

equipped with bordones on the fourth and fifth courses. This stringing would predominate in 

the Iberian peninsula: in 1640 the Portuguese guitarist Nicolao Doizi de Velasco published 

his treatise, which “…[m]entions re-entrant [tuning], but recommends bourdons on the 4th 

and 5th [courses]…”2; José Marín (1619–1699) left a manuscript of “…fifty-one songs for 

solo voice… with written-out guitar accompaniment in punteado style using Italian 

tablature”3 for a guitar with bordones; Gaspar Sanz confirmed that this as the status quo he 

found in Spain on his return from Rome in 1674; towards the end of the seventeenth century, 

                                                 
1 I am indebted here (as is everyone) to the late James Tyler, who valiantly studied this enormous field and wove this 
material into a narrative in The Guitar and its Music: From the Renaissance to the Classical Era. The eighteenth-century 
transition from five-course to six-course guitar and then to the six-string guitar was provided by Paul Sparks. Tyler and 
Sparks, The Guitar and its Music…, 2002, in paperback 2007. 
2 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 149–150 and p. 185, discussing Nicolao Doizi 
de Velasco, Nuevo modo de cifrar para tañer la guitarra…, Nápoles, 1640.  
3 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 153. 
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Antonio de Santa Cruz, writing for the “biguela hordinaria”, required a guitar with bordones;4 

Lucas Ruiz de Ribayaz published his Luz y norte musical… in 1677 for guitar with 

bordones;5 in 1694, Francisco Guerau published his contrapuntal tablature for guitar with 

bordones;6 this was followed by the works of Santiago de Murcia, who was born in 1673 and 

died in 1739, who I argue also used bordones; and finally, the successors of Murcia 

continued this tradition eventually abandoning the octave strings.  

A separate tradition on the baroque guitar that used re-entrant stringing on either the 

fourth and fifth courses or on the fourth course only, I will argue, probably arose in Naples 

from four-course guitarists who used re-entrant stringing from well before the guitar craze in 

the middle of the sixteenth century, which spread to France and England. It is possible that 

this affected four-course guitars in Spain given that Mudarra, in 1546, has to specify that his 

music requires a bordón on the fourth course, suggesting re-entrant fourth courses were 

already in use there. Re-entrant stringing was probably not used on the Spanish vihuela de 

cinco órdenes for which Miguel de Fuenllana composed in 1554, and which was described as 

a new instrument by Bermudo in 1555. I will argue that this instrument was received by 

Neapolitan players as a mutation of the four-course guitar: firstly, because of the major third 

between the second and third courses and, secondly, because it had five courses and was 

bigger. It is likely that the Neapolitans reconfigured it with re-entrant stringing, using only 

treble gut, for strumming. The Italian re-entrant principle was exported to France where it 

was used until Corbetta popularised a bourdon on the fourth course. In Spain, full re-entrant 

stringing was used by Luis de Briceño in the early seventeenth century, as described in his 

method written in Spanish and published in Paris in 1626;7 the last published music for full 

re-entrant stringing was by Gaspar Sanz, whose books appeared in 1674 in Spain.8 In his 

introduction he acknowledged his debt to teachers in Rome, from whom he learned the 

modern technique of cascading campanelas scales, which he mixed with the punteado and 

rasgueado to help to mould a uniquely Spanish style of guitar playing. He describes the 

                                                 
4 Antonio de Santa Cruz, manuscript ‘Livro donde se veran pazacalles de los ocho tonos… para biguela hordinaria’, in the 
Biblioteca nacional in Madrid at shelf number M 2209. I have obtained a copy of this manuscript, which has ambiguous 
rhythm indications but clearly uses bordones on the fourth and fifth courses on his ordinary guitar or “biguela hordinaria”. 
5 Lucas Ruiz de Ribayaz, Luz y norte musical para caminar por las cifras de la guitarra española…, Madrid, 1677, 
facsimile published by Minkoff, Geneva, 1976. 
6 Francisco Francisco Guerau, Poema Harmónico compuesto de varias cifras por el temple de la guitarra Española, Madrid: 
Imprenta de Manuel Ruiz de Murga, 1694. Facsimile edited Brian Jeffery, London: Tecla 1977. 
7 Luis de Briceño, Método mui facilísimo para aprender a tañer la guitarra a lo Español, Paris: Pierre Ballard, 1626. 
8 Gaspar Sanz, Instrucción de música sobre la guitarra española, y método de sus primeros rudimentos, hasta tañerla la con 
destreza.… [and the] Documentos, y Advertencias generales para acompañar sobre la parte…, Zaragoza: por los Heredos 
de Diego Dormer, 1674. The third and fourth editions appeared in 1675. The seventh edition is dated 1697 and is reproduced 
in a facsimile edition Geneva: Minkoff, 1976. 
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standard stringing in Spain as being that used for accompaniment, which required bordones 

on both the fourth and fifth courses, describing this as old-fashioned. Santiago de Murcia 

reconciled the Italian re-entrant principles of Sanz with the contrapuntal music of Guerau. 

Murcia used bordones with paired octave strings on the fourth and fifth courses and, on 

occasion, added an octave string to the third course. I discuss Murcia’s stringing in Chapter 

7, ‘Murcia and the Eighteenth Century’, disputing the opinion that he used the stringing of 

the French guitarists (using a bourdon on the fourth course). He codified thoroughbass 

grammar on the guitar using bordones in his Resumen de acompañar la Parte con la 

Guitarra,9 engraved by 1714, providing the theoretical basis for the transition to a six course 

guitar that took place in the 1750s in Spain. 

This is the general state of the guitar into which Sor was born in Spain and learned the 

first rudiments of playing from his father. In 1796, in the belief that the survival of the guitar 

depended on transcending tablature, he conceived his paradigm for the new six-string guitar, 

using thoroughbass theory to regulate its grammar, and expressing it in carefully wrought 

polyphonic music notation of his own devising. Sor did not see Murcia as his antecedent but 

both guitarists belonged to a uniquely Spanish continuum with its roots in the vihuela de 

cinco órdenes. The two greatest theorists of harmony in the history of the guitar were 

Santiago de Murcia and Fernando Sor, and it is Sor’s achievement, as he hoped, that his 

paradigm became the foundation for the modern composition and notation of guitar music, 

prevailing into modern times. This historical narrative is examined in detail below. 

THE VIHUELA AND THE GUITAR 
Why in Spain and the Spanish-speaking countries in South America is the term ‘vihuela’ still 

used today to mean guitar? And why is the parallel term ‘viola’ still used in Portugal and 

Brazil? Paul Sparks has commented on the guitar being described as a ‘vihuela’ after finding 

the “…earliest reference to a six-course guitar… in a Madrid newspaper in 1760…”, 

remarking that the word ‘vihuela’ was 

                                                 
9 Santiago de Murcia, Resumen de acompañar la parte con la guitarra, Madrid, no publisher, dedication by Murcia dated 20 
August 1714, approbation by Antonio Literes dated Madrid, 1 August 1717, facsimile, Santiago de Murcia, Resumen de 
acompañar la parte con la guitarra (1714), Introduction by Monica Hall, Monaco: Chanterelle, 1980. Translation by Elena 
Machado Lowenfeld,“Compendium for Playing a Figured Bass Accompaniment on the Guitar” in ‘Santiago de Murcia’s 
Thorough-bass Treatise for the Baroque guitar (1714) Introduction, Translation, and Transcription.’, Master’s thesis, City 
University of New York, 1975. 
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…used interchangeably with ‘guitarra’ in everyday Spanish parlance from the mid-
seventeenth century onwards, the Renaissance vihuela having fallen into disuse and long 
been forgotten…. .10  

I propose a more complex explanation for this custom. When Miguel de Fuenllana first 

composed music for a new kind of five-course vihuela in 1554, he was writing for a mutation 

of the six-course vihuela as was recognised by John Ward.11 The reason Bermudo considered 

it “nueva” in 1555 cannot be simply that it had five courses—after all such instruments were 

in use in the fifteenth century and continued to be used in consorts—it was rather that this 

instrument had a lower tessitura, strung with the lowest five courses of the vihuela da mano, 

and was tuned with a major third between the second and third courses like a guitar. If the 

lowest course is imagined in G this would have been G c f a d1, and imagined in A, it would 

have been A d g b e1 (the tuning of the guitar today).  

Ward considered the new five-course vihuela to be a species of guitar, ascribing to it all 

the connotations of popular culture not shared by the vihuela proper in the sixteenth century: 

Since, however, guitar and vihuela characterize two social strata of music making in 
16th–century Spain, the connotations carried by their names are important and 
convenient. For this reason, renaissance usage, with vihuela signifying the six- and 
seven-course instruments, and guitar the popular instruments of four and five courses, 
will be preserved in the present study.12 

The label “popular culture” cannot be applied to the Fuenllana pieces for vihuela de cinco 

órdenes, however, which belonged to the upper of the “two social strata of music making” in 

Spain. This elevated character may have persisted into the seventeenth century, as players of 

the guitarra de cinco órdenes began exploring punteado technique to create more polyphonic 

textures inherited from the vihuela.13 Guilds regulating violeros continued vihuela making 

traditions, which only declined at the end of the seventeenth century when they came to 

prefer to be called guitarreros.14 Did the term ‘vihuela’ in the seventeenth century ever 

signify a ‘guitarra’ played in a more elevated or learned manner?15  

                                                 
10 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 195. 
11 “The five-course guitar, called guitarra española, guitarra de cinco órdenes, vihuela de cinco órdenes and vihuela, may 
be a mutation devised by 16th–century violeros. Bermudo describes it as nueva in 1555…”. John Milton Ward, ‘The Vihuela 
de mano and its Music (1536–1576)’, New York: New York University PhD, 1953. Facsimile by University Microfilms, 
Ann Arbor, Michigan, p. 9. 
12 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, p. 8. 
13 See John Griffiths, ‘L’essor et le déclin de la vihuela’ in Joël Dugot. Aux origins de la guitare: la vihuela de mano, Musée 
de la musique, Cité de la musique, Paris: 2004, pp. 8–15, at “Le déclin de la vihuela” at p. 11. 
14 See Cristina Bordas Ibáñez, ‘Du violero au guitarrero: l’activité de la corporations des violeros de Madrid (c. 1577–c. 
1801’, in Dugot, Aux origines de la guitare: la vihuela de mano…, 2004, pp. pp. 29–40, at pp. 35–38. 
15 See also Maurice Esses, Dance and Instrumental Diferencias in Spain During the 17th and Early 18th Centuries, vol. 1, 
New York: Pendragon, Dance and Music Series No. 2, 1992. 
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Suzanne Court cautioned recently that changes to musical instruments and development 

of new materials are advances driven by luthiers and string makers, later exploited by players 

and not the other way round,16 which is discussed by Abbott and Segerman in relation to 

strings,17 and Mimmo Peruffo has shown the interface between string technology and art very 

clearly in his research.18 The size and range of plucked stringed instruments were governed 

by the technological limits of twisted gut, which determined the number of strings that could 

be used and their range. This developed when more steeply twisted gut enabled lower notes 

to be produced, followed by roping gut allowing even lower notes, which was followed in the 

late sixteenth century by loading gut strings with metal salts to increase their specific gravity. 

Loading occurred after the vihuela began its decline. It was only after 1664 that the winding 

of strings with metal wire (another form of loading) created the next wave of changes that led 

to the Baroque lute and the use of wound strings on the guitar. These technological changes 

resulted mainly in extensions to the range of basses with little changing in the upper register 

of gut after the improved uniformity of strings after the ‘Minikins’, made in Munich, were 

invented and, as early as 1517, became available in Spain possibly enabling vihuelas to be 

tuned a tone higher than lutes (bearing in mind this was probably at the lower ‘choir pitch’).19 

Douglas Alton Smith begins his organological history of the lute in Medieval Spain with 

the Berber invasion of southern Spain in 711.20 “Abu-‘l-Hasan ‘Ali ibn Nafi, better known as 

Ziryab (“black bird,” c. 790–852…)” is credited with the addition of a fifth string to the Ud,21 

which, until the late fifteenth century, is documented as tuned in stacked fourths.22 Smith 

explains:  

                                                 
16 Suzanne Court, ‘Reconstructing” the Renaissance guitar.’ Unpublished paper delivered at the New Zealand Musicological 
Society conference from 13 to 15 November 2009. 
17 Djilda Abbott and Ephraim Segerman, ‘Strings in the 16th and 17th Centuries’, Galpin Society Journal, vol. 27, May 1974, 
pp. 48–73, at p. 55: “…we do not want to imply that we believe in any way that technology has ever controlled the art of 
music. The arts take from technology only that which they choose.” 
18 See at Aquila corde armoniche <http://www.aquilacorde.com/>, the following articles: Mimmo Peruffo, ‘The Mystery of 
Gut Bass Strings in the 16th and 17th Centuries: The Role of Loaded Gut’, translated Ivo Magherini, vol. 29/2, May 1994, 
Lute Society of America Quarterly, pp. 5–14, <http://www.aquilacorde.com/articles4.htm>, accessed 12 July 2004; Mimmo 
Peruffo, ‘Guitar strings from the nineteenth century to the advent of nylon’, <http://www.aquilacorde.com/articles.htm>, 
accessed 12 July 2004; ‘Paganini and gut strings: the history of a happy find’, <http://www.aquilacorde.com/articles3.htm>, 
accessed 12 July 2004; ‘The lute in its historical reality’, <http://www.aquilacorde.com/lutes.htm>, accessed 19 December 
2007. 
19 “The making of thin gut strings for musical instruments has been a continuously flourishing industry since Medieval 
times, so there would have been little opportunity for techniques of making stronger strings to have been forgotten.” Abbott 
and Segerman, ‘Strings in the 16th and 17th Centuries’, May 1974, p. 49.  
20 Douglas Alton Smith, A History of the Lute from Antiquity to the Renaissance, published by the Lute Society of America, 
2002, Chapter II, p. 16. 
21 Smith, A History of the Lute…, 2002, pp. 10–11. 
22 Smith, A History of the Lute…, 2002, p. 60. 
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At some as yet undetermined point, Europeans reduced the interval between two of the 
middle courses to a major third so that the [eventual] tuning of a six-course alto lute is G 
c f a d1 g1. …The major third interval was located either between the third and the fourth 
courses (c f a d1 g1) or the second and third (G c f a d1) [This should be c f b♭ d1 g1]. 23  

There does not appear to be any fifteenth century justification for the pitches Smith gives 

here, the alternative guitar-like tuning of the five-course lute would have been c f b♭ d1 g1 

(imagining a lute tuning in G). The tuning Ward gives is for the 1554 Fuenllana vihuela de 

cinco órdenes was confirmed by Bermudo as new in 1555. Page finds, less specifically, that 

“…by the final decades of the 15th century, and probably appreciably earlier, the lute was 

established as a five-course instrument tuned in fourths around a third”.24 Smith dates the 

addition of a fifth course to the lute to “around 1430…” and says that until that time it was 

“exclusively a plectrum-plucked instrument”.25 It was therefore after this that the blind 

organist Conrad Paumann (c. 1410–1473) may have devised German lute tablature using a 

closed system numbering the courses 1 to 5 and showing it was conceived for a five course 

lute. Smith says that it was at this time in the “…last third of the [fifteenth] century a major 

change in lute playing occurred as lutenists … began to …pluck polyphonic vocal pieces with 

their fingers…”.26 The acquisition of the sixth course followed “…by 1475…”,27 so it was 

after 1430 and before 1475 that Paumann first used a five-course lute for polyphonic music 

and developed tablature to notate it.28 The older five-course vihuela was probably conceived 

at this time tuned 4th 3rd 4th 4th (c f a d1 g1) or 4th 4th 3rd 4th (c f b♭ d1 g1); or a tone higher as d 

g b e1 a1 and d g c e1 a1, to match the Arab lute from which it came. Later findings than Ward 

are explored by John Griffiths, who dates the plucked vihuela de mano: “from the last quarter 

of the fifteenth century until the early 1600s”.29 The Renaissance vihuela seems to have 

passed through a similar process of the addition of courses as the lute: from four to five in the 

fifteenth century with the five courses tuned in a variety of ways, but eventually settling on 

the intervals of 4th 3rd 4th 4th in the sixteenth century.  

                                                 
23 Smith, A History of the Lute…, 2002, pp. 60–61. 
24 Christopher Page, ‘The 15th-Century Lute: New and Neglected Sources’, Early Music, vol. 9/1, Plucked-String Issue 1, 
January 1981, pp. 11-21 at p. 20. 
25 Smith, A History of the Lute…, 2002, p. 43. See also Vladimir Ivanoff, ‘An Invitation to the Fifteenth-Century Plectrum 
Lute: The Pesarro Manuscript’, in Performance on Lute, Guitar, and Vihuela: Historical Practice and Modern 
Interpretation, edited Victor Anand Coelho, Cambridge: Cambridge University Press, 1997, pp. 158–179, at pp. 1–15. 
26 Smith, A History of the Lute…, 2002, p. 46. 
27 Smith, A History of the Lute…, 2002, pp. 52–53. 
28 Smith, A History of the Lute…, 2002, pp. 48–54. 
29 John Griffiths, ‘The vihuela: performance practice, style , and context’, in Coelho, Performance on Lute, Guitar, and 
Vihuela…, 1997, pp. 158–179, at p. 159. 
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Ward identifies iconographic sources of a woodcut showing a five-course vihuela in 

1502,30 and depictions in 1535 and 1542.31 Ian Woodfield does not discuss the number of 

strings on the plucked vihuelas dated c. 1500 (fig. 3) and early sixteenth century (fig. 8), but 

the detail of the plucked viol with the sickle pegbox, dated 1492–1495 (fig. 9), appears to 

have as many as seven courses.32 Griffiths says Luis Guzmán, who died in 1528, was the 

earliest seven-course vihuela player to whom references have been found “…throughout the 

century.33 Smith says: “The seventh course on the lute is mentioned as early as 1511 by 

Sebastian Virdung and used in one piece in the Pesaro manuscript dating from before 1500, 

though it did not become common until after 1560.”34 The string length and pitch standard 

applicable to these instruments varied, remembering that the highest string is repeatedly 

described as being tuned to the limits of the breaking strain. This would mean that a seventh 

string of roped gut bass would have been extremely thick, limiting its use. The reason for its 

wider adoption at the end of the sixteenth century may have been technical advances in string 

making, like the loading of gut, which radically improved the quality of the bass strings.  

This brings us to the thorny problem of a pitch standard, which modern players of these 

instruments appear to take as a total free-for-all, allowing an infinite variation of scale lengths 

dependent on the hands and preferences of the player. Pitch standards measured against the 

human voice have long been recognised as generating parameters that were examined in 1948 

by Arthur Mendel, who calculated two general standards: “chamber pitch” as being about a 

major third higher than a1=440 Hz, and “choir pitch” being a minor third lower than that.35 

His examination takes account of Bermudo, which confirms that similar pitch standards were 

applied in Spain. Since vihuelistas typically accompanied their songs themselves they also 

probably accommodated the pitch-standard of their vihuelas to their voices, making it likely 

that they used the lower ‘choir pitch’ rather than ‘chamber pitch’. This must also have been 

                                                 
30 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, p. 12. 
31 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, p. 14 no. ii and p. 15 no. v. Ward calls this instrument 
a guitar because of its five courses; I suggest it is more likely a vihuela since it is not clear that this would have been tuned in 
the manner of the vihuela de cinco órdenes that Fuenllana wrote for, which, as we shall see, was tuned like a guitar, see 
Miguel de Fuenllana, Libros de música para vihuela intitulado Orphénica Lyra, Sevilla: Martín de Montesdoca, 1554, in 
Gerardo Arriaga, Carlos Gonzáles, and Javier Somoza, Libros de música para vihuela, 1536–1576, digitised CD-Rom, 
published Música Prima and Ópera Tres.  
32 Ian Woodfield, ‘The Early History of the Viol’, Proceedings of the Royal Musical Association, vol. 103, 1976–77, 
published Taylor and Francis for the Royal Musical Association, pp. 141–157, at pp. 151 and 153–154. 
33 Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, pp. 162 and 169. 
34 Smith, A History of the Lute…, 2002, p. 80. 
35 Arthur Mendel, ‘Pitch in the 16th and Early 17th Centuries—Part I’, Musical Quarterly, vol. 34/1, January 1948, pp. 28–45; 
Pitch in the 16th and Early 17th Centuries—Part II’, Musical Quarterly, vol. 34/2, April 1948, pp. 199–221; Pitch in the 16th 
and Early 17th Centuries—Part III’, Musical Quarterly, vol. 34/3, July 1948, pp. 336–357. See Mendel ‘Pitch… Part I’, 
January 1948, p. 42. 
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determined by the vagaries of gut. Mendel’s ‘choir pitch’ would mean that the g1, in the 

example below, would be about an e1 at our pitch standard of a1=440 Hz. 

Towards the end of the fifteenth-century innovations in roping gut had improved the 

sound quality of bass strings so that vihuelas of six courses were probably strung in the 

manner of early sixteenth-century “chamber or alto” 36 lutes in the same period (from which 

no vihuela music survives before Luis Milán’s El Maestro of 153637) until late in the century. 

The lute typically reinforced the upper harmonics of gut bass strings by stringing the three 

lowest courses in octaves, which were conceived to be in G (the notes of the outer courses) 

with the octave strings placed on the treble side of the course: 

 

Example 1. Six-course Renaissance alto lute tuning showing octave stringing 

A single string or chanterelle was commonly used for the highest course on the lute, probably 

because it was hard to find matching strings that tuned properly and because the high tension 

of g1, at the outer limit of the breaking strain of gut even at a choir pitch, caused frequent and 

expensive breakages. The vihuela supplanted the lute in Spain between 1480 and 1500, while 

remaining closely related to the lute in its tuning and probably its technique: 

In line with the assumption that the decline of the lute in Spain was a consequence of the 
expulsion or conversion of non-Christians, we find instances of musicians described in 
the 1480s as lutenists who are cited by 1500 as vihuelists. It is precisely at this time that 
the presence of the vihuela is noted at court.38  

It is not clear that unison stringing was a clear point of difference either. John Griffiths says 

unison stringing is first mentioned in Diego Pisador’s Libro de música de vihuela, published 

in Salamanca in 1552,39 which suggests that octave strings were more likely on a vihuela 

earlier in the sixteenth century to remedy the inharmonicity limits of gut strings. Bermudo, 

                                                 
36 See Smith, A History of the Lute…, 2002, pp. 78–80. 
37 Luis Milán, Libro de música de vihuela de mano Intitulado El Maestro…, Valencia: Francisco Díaz Romano, 1536, in 
Arriaga, Gonzáles, Somoza, Libros de música para vihuela 1536–1576, CD-Rom. 
38 Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, pp. 158–179 at p. 160.  
39 Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, p. 170. 



T h e  O r i g i n s  o f  t h e  G u i t a r  269

discussing the four-course guitar in 1555, mentions octave strings on a “vihuela de Flandes”40 

or lute. By 1610 John Dowland, recommending unison stringing, describes it as more 

common in Europe than in England and better for musical reasons: 

…on your Bases, in that place which you call the sixt string, or г [gamma] ut [G] these 
Bases must be both of one bigness, yet it hath beene a generall custome (although not so 
much used any where as here in England) to set a small and a great string together, but 
amongst learned Musicians that custome is left, as irregular to the rules of Musicke.41 

This date accords with Sebastián de Covarrubias mentioning unison stringing in 1611, which 

Griffiths points out has since been challenged.42  

The vihuela tablature of Luis Milán, dated 1536, is for six courses in the intervals of the 

Renaissance lute, with outer courses in an “imagined tuning” of A.43 The vihuela was usually 

depicted with twelve pegs, implying the following stringing:  

 

Example 2. Vihuela with unison stringing “imagined” in A without a single chanterelle 

Wolfgang Freis, in his carefully argued article, cites the hexachordal names for the strings 

given in the tuning instructions of Luis Milan—instructions that are repeated in some form by 

all vihuelistas—to argue that the vihuela was imagined as in A, explaining:  

…the distances from the sixth to the fifth string, and from the fifth to the fourth string are 
described [by Milán] as 4ths from la to mi; from the fourth to the third it is a 3rd as from 
mi to ut; and from the third to the second and the second to the first it is a 4th as from sol 
to re. Given these hexachordal voices for the individual strings one can deduce that 
Milán imagined his vihuela to be tuned in A-re, so called after the imagined pitch of its 
lowest string.44  

                                                 
40 Juan Bermudo, El libro primo de la declaración de instrumentos, Osuna: 1549, updated as Declaración de instrumentos 
musicales…, Osuna: 1555, facsimile edited Macario Santiago Kastner, Kassel: Bärenreiter, 1957, in Book 4, Chapter 65: 
“…forman ambas cuerdas una octava: segun tiene el laúd, o vihuela de Flandes Este instrumento teniendo las tres, o quarto 
ordenes de cuerdas dobladas, que forman entre si octavas: dizen tener las cuerdas…” translated by Monica Hall as “…the 
two strings form an octave in the same way as on the lute, or "vihuela de Flandes …” Monica Hall, ‘The Stringing of the 5-
Course Guitar’ <http://www.monicahall.co.uk/pdf/Stringing.pdf>, accessed 8 March 2010. See her website ‘Baroque Guitar 
Research’, <http://www.monicahall.co.uk/>, accessed 8 March 2010. 
41 John Dowland ‘Necessarie Observations belonging to Lute-playing’ in Robert Dowland, Varietie of Lute Lessons, 1610, 
facsimile by Hunt, 1958. 
42 Griffiths in ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, p. 170, at note 41, cites Bill 
Hearn,‘Playing Devil’s Advocate: the Shaky Case for Unison-Course Vihuela Stringing’. 
43 See Wolfgang Freis, ‘Perfecting the Perfect Instrument: Fray Juan Bermudo on the Tuning and Temperament of the 
“vihuela de mano”’, Early Music, vol. 23/3, Iberian Discoveries III, August 1995, pp 421–435.  
44 Freis, ‘Perfecting the Perfect Instrument…’, August 1995, p. 422. 
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This does not mean a variety of sizes were used, merely that players thought of the notes as 

relative to highest and lowest courses in A. Griffiths says Bermudo, in his Declaración de 

instrumentos musicales of 1555, thought of the instrument as “…usually tuned in G, 

sometimes in A…”.45 The origin of A as the basis for its imagined tuning of the vihuela may 

have been related to the Arab tuning of the lute by al-Farabi in A. D. 950.46 The common 

tuning of the guitar confirms this imagined tuning since it coincides with a vihuela with its 

first course removed and its lowest course at A not G. This supports the Freis hypothesis. 

Bermudo mentions vihuelas on every degree of the scale, which Griffiths understands as an 

aid to idiomatic intabulation47 and Freis describes as “imagined tunings”, not as references to 

actual instruments, the various sizes of vihuela being built to fit the hand or constructed in 

different sizes for matched consorts used by ensembles.  

John Ward says: “…the pitch level [of the vihuela] depended on the size of the 

instrument, the thickness of the strings and the season of the year…”.48 Vihuelas probably 

followed the lute in having a single chanterelle although there is little evidence for this,49 a 

chanterelle tuned to a1, one tone higher than the lute (already at the limit of the breaking 

strain of gut), would have suffered even more frequent broken strings. The problem of broken 

lute first strings is discussed by Smith citing Jean-Paul Paladin (d.1565) who published a 

‘Fantasia senza canto’ “…one of many pieces in the lute literature to avoid using the 

chanterelle, a conceit that several French composers of the seventeenth century exploited”.50 

Related to this tradition is the practice of ignoring the lowest bass course and the chanterelle 

of the vihuela and using only the middle four courses to imitate the guitar, for example in 

Luis de Narvaez’s Delphín, de música… in 1538:51 

[Narvaez] …specifically heads one section of his fifteenth variation [of the Veintidós 
diferencias de Conde Claros] “contrahaciendo la guitarra’ (in imitation of the guitar), 
and for this section employs only the four inner courses of the vihuela, which comprise 
the interval pattern (though not the pitches) of the four-course guitar.52 

                                                 
45 Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, p. 168. 
46 Smith, A History of the Lute…, 2002, p. 60. 
47 Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, p. 164 in the section ‘Placing 
Music on the Vihuela’. See also John Griffiths ‘Vihuela Playing according to Juan Bermudo’ on his website 
<http://www.vihuelagriffiths.com/JohnGriffiths/Home.html >, accessed 23 March 2010. 
48 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, p. 41, cited in Freis, ‘Perfecting the Perfect 
Instrument…’, August 1995, p. 422. 
49 Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, p. 170. 
50 Smith, A History of the Lute…, 2002, p. 208. 
51 Luis de Narvaez, Los seys libros del Delphín, de música de cifras para tañer vihuela, Valladolid: Diego Hernández de 
Córdoba, 1538, in Arriaga, Gonzáles, Somoza, Libros de música para vihuela 1536–1576, CD-Rom. 
52 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 5. 
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Bermudo in 1555 also mentions variant tunings on the vihuela, including “…one in which the 

third course is raised by a semitone as on the modern guitar…” and “…variants with four, 

five and seven courses…”.53 Tuning of the sixth course to A may have been a response to the 

“modulus of elasticity”54 determining the inharmonicity threshold of gut in the bass, so that 

raising the pitch a tone higher than the lute would have given a vihuela more sound in the 

bass but placed extra strain on the chanterelle. The breaking index of gut and its elasticity set 

limited physical parameters that are only marginally extended by innovations like low twist, 

high twist or roped gut—substantial variation were achieved only by altering string length.55  

The little four course guitarra is distinguished from a vihuela firstly, by its small size and 

secondly, by the major 3rd between its second and third courses. The name “vihuela de quatro 

órdenes, que dizen guitarra”, used by Miguel de Fuenllana in 1554, describes a guitarra as a 

member of the vihuela family, about which Ward writes: “Around 1500, the guitarra was a 

modest instrument of four courses, most frequently found in the hands of popular ballad 

singers…”.56 The guitarra used by Alonso de Mudarra in Spain in 1538 was a solo 

instrument with ten frets.57 Miguel de Fuenllana58 and Enríquez de Valderrábano59 also 

composed for it. The high pitch of its first course, a1 (probably at choir pitch) would have 

been quite usable because of the short string length.60 Comparing the guitarra tuned in temple 

a los nuevos as described by Bermudo in 1555,61 the vihuela imagined in A draws attention to 

the high tessitura first course a1, which is at the same notional pitch as the first course of the 

                                                 
53 Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, p. 169. 
54 Abbott and Segerman, ‘Strings in the 16th and 17th Centuries’, May 1974, p. 49. 
55 Griffiths says that “no evidence has been produced” of the use of modified gut in Spain, but the breaking-strain of gut sets 
its own very tight parameters between the pitch of the first course and the string inharmonicity of the sixth course that results 
from the use of twisted gut. Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, p. 170. 
56 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, p. 6. 
57 Alonso Mudarra, Tres libros de música en cifras para vihuela, Sevilla: Juan de Leon, 1546, six pieces for guitarra sola at 
folios 21–24 have tablature requiring a tenth fret in folio 24r “Romanesca o Guárdame las vacas” for example, in Arriaga, 
Gonzáles, Somoza, Libros de música para vihuela 1536–1576, CD-Rom.  
58 Fuenllana, Orphenica lyra, 1554, in Arriaga, Gonzáles, Somoza, CD-Rom, six solo pieces, folio 162v and 163v–165v and 
two songs, folio 162v–163v.  
59 Enríquez de Valderrábano, Libro de música de vihuela, intitulado Silva de sirenas, Valladolid: Francisco Fernández de 
Córdoba, 1547, containing one piece for “Dos vihuelas o vihuela y guitarra” in Arriaga, Gonzáles, Somoza, Libros de 
música para vihuela 1536–1576, CD-Rom, folio 103v. 
60 See Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, pp. 168–169. 
61 See Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 5–9. James Tyler cites Bermudo, 
Declaración…, Osuna: 1555, in the expanded 1555 edition at chapter 85, where he describes a four-course guitar as tuned in 
a1. Tyler says a number of sixteenth century sources confirm this high tuning of the four-course guitar and comments that 
“many modern writers still maintain that the four-course guitar had a tuning identical with the top four strings of a modern 
classical guitar.” For example, see Richard T. Pinnell, Francesco Corbetta and the Baroque Guitar with a Transcription of 
His Works, two vols. Studies in Musicology No. 25, series editor George Buelow, Ann Arbor, Michigan: UMI Research 
Press, 1980, p. 15. See Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, at p. 7 and chapters 1–4 for 
the most recent detailed overview of this subject. 
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guitarra (for a vihuela in G this would have been a tone lower, in much the same register; the 

pitch standard is not relevant to the comparison of the upper notes a1 of the two instruments): 

 

Example 3. Comparison of the upper four courses of the guitarra and the vihuela 

The major 3rd between the second and third courses of a guitarra had long been considered a 

distinguishing feature separating it from vihuelas, which had the major 3rd between the third 

and fourth courses. Vihuela players were also familiar with scordature, called playing the 

instrument destemple (or distuned). In the vihuela sources that survive only “…one form of 

distuning occurs and only in the tablature of Pisador and Fuenllana who direct the player to 

lower the sixth course a whole-tone for certain pieces”.62 Raising the third course a semitone 

created the intervals of the guitar, this may be the tuning of the “guitarra grande encordada 

con seys órdenes”, mentioned by Bermudo in 1555,63 but this does not occur as a species of 

destemple playing in the vihuela literature even though it was certainly well understood.  

Narvaez pointed out the intervallic similarity between a guitarra and the inner courses of 

a vihuela, which, if so tuned, would be a fourth lower than the accepted pitch of the guitarra: 

 

Example 4. Intervallic comparison of the guitarra and the vihuela 

                                                 
62 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, pp. 49—50. 
63 Bermudo, Declaración…, Osuna: 1555, facsimile edited Kastner, 1957, at folio 93, Ward suggesting that the discant 
vihuela is what may have been meant in Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, p. 10. 
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The inner courses of the vihuela were, however, at a lower pitch. This idea led to experiments 

using a vihuela without the chanterelle, which would develop into an instrument in its own 

right: the vihuela de cinco órdenes for which Miguel de Fuenllana wrote in Libro Sexto of his 

Orphénica lyra dated 1554. This consists of three songs for five-course vihuela and voice in 

five-line tablature with red coloration for the voice parts and with the heading: “Comiençia la 

música de la vihuela de cinco órdenes”64, which is followed by six solo fantasias. These can 

be played on a vihuela común with a raised third course (the top string being tuned to a1, if 

imagined in A). Fuenllana’s new vihuela de cinco órdenes could have been strung in this 

configuration becoming a vihuela común a raised third course and without a sixth course. It 

may also have been configured as a vihuela común with the first course removed leaving its 

chanterelles in e1. The first configuration can be accomplished without a new instrument by 

simply applying a scordatura to a vihuela común, but Fuenllana composed only four fantasias 

using scordature, all for the sixth course lowered a tone—the Fantasía décima for example.65 

There seems to be no reason to build a distuned vihuela without a sixth course. The second 

configuration, on the other hand, results in a novel instrument, with a lower tessitura, based 

on the lowest five courses of a vihuela común or the vihuela de cinco órdenes as follows: 

 

Example 5 Tuning of Fuenllana’s five course vihuela or ‘vihuela de cinco órdenes’ 

The first advantage of chanterelles tuned to e1 (even at ‘choir pitch’) is that they are no longer 

at the limit of the breaking-strain of gut—or tuned as high as they would go. This would 

increase the life of chanterelles but would also create a noisy instrument, possibly of the kind 

that Covarrubias would later complain about. The late vihuela de cinco órdenes therefore 

appears to have been an independent instrument, probably unison strung or strung with 

octaves on the treble side of the basses like a vihuela or a lute. The double pegs for first 

course on the late vihuela de cinco órdenes, inherited from the doubled second course of a 

vihuela común, were probably used for Fuenllana’s music, but may not have been widely 

used thereafter, having a single chanterelle in common with the rest of its family as follows:  

                                                 
64 Fuenllana, Orphenica lyra, 1554, in Arriaga, Gonzáles, Somoza, CD-Rom, folios 158r—162r. 
65 Fuenllana, Orphenica lyra, 1554, in Arriaga, Gonzáles, Somoza, CD-Rom, folios 104v—106v. 
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Example 6. Comparison of the five-course vihuela with the six-course vihuela in A with a single chanterelle 

It also is important to recognise that this instrument differed from the historical fifteenth-

century vihuela de cinco órdenes, which, having just shaken off its Arab tuning in fourths by 

reducing one of the inner fourths to a major third, allowing it to be tuned either in the manner 

of a lute or of a guitar. At this time its tessitura in both tunings would have been that of the 

vihuela común, with the first course as high as gut could stand.  

John Ward long recognised that Fuenllana’s vihuela de cinco órdenes might not have 

been created by adding a fifth course to the little guitarra,66 as too did Richard T. Pinnell, 

who saw it as linked to the vihuela played without a first course.67 Both, however, defined it 

as a guitar. This will be discussed below. In an acknowledgement of its origins, the doubled 

first course and the ten pegs of the vihuela de cinco órdenes continued to be used for nearly 

two hundred years on guitars strung with only nine strings. The fact the baroque guitar 

retained the extra peg and the same note names a fourth lower than a vihuela imagined in A, 

is an ex post facto testament to the links it has to the vihuela de cinco órdenes. The tuning of 

A d g b e1 was also indirectly bequeathed on the guitar by the vihuela común imagined in A. 

Guitars tuned with a chanterelle in d1 are clearly an analogous application of the principle of 

removing a first course from a lute so that the player might imagine the guitar as a lute 

without a first course. This is supported by surviving sixteenth-century vihuelas and guitars. 

                                                 
66 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, pp. 9, 43 and 53. 
67 Pinnell, Francesco Corbetta…, 1980, pp. 15–19. 
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The Surviving Iberian Sixteenth-Century Instruments 
The instrument with a string length of 55.4 cm and a distinctive scalloped back made by 

Belchior Dias in Lisbon in 1581, now in the Royal College of Music in London, may be the 

only surviving example of a vihuela de cinco órdenes.68 Also from the Iberian peninsula is 

the much bigger, flat-backed instrument, with a 70 cm string length, attributed to Dias, now 

in the Frank and Leanne Koonce collection,69 which is probably a fully developed guitar 

dated c. 1590. These two instruments are shown below:  

 

Figure 1. Left: 1581 Belchior Dias 5-course instrument. Right: two views of the 5-course instrument ascribed to 
Dias c. 1596. Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 10–11 

These two instruments were studied by the luthiers Stephen Barber and Sandi Harris and 

Barber made a scholarly drawing of the 1581 Dias (left) 70 The above photos are not a good 

indication of the relative size of these instruments, the 1581 Dias (left) being considerably 

smaller, at 55.4 cm scale, than the 70 cm scale of the c. 1596 instrument attributed to Dias 

                                                 
68 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 10. 
69 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 11. 
70 Guitar by Belchior Dias, Lisbon 1581. [drawn by] Stephen Barber, 1976. London: Royal College of Music, no. RCM 171.  
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(right). This instrument was given a new table and bridge in the seventeenth century making 

it look more like a guitar of a later period. The 'Guadalupe' vihuela is a large instrument in the 

Musée Jacquemart-Andrée with the very long scale of 79.8 cm This have been made for a 

luthiers examination, not to be played, so it is not discussed here.71 Below is the large, flat-

backed, seventeenth-century ‘Quito Vihuela’ with the very long scale of 727 mm.72:  

 

Figure 2. From Bermudez, ‘La Vihuela…’ in Bordas, Arriaga and Libin, La Guitarra Española/The Spanish 
Guitar, 1993, p. 24 

                                                 
71 See Dugot, Aux origines de la guitare: la vihuela de mano…, 2004, pp. 50–61. 
72 See Egberto Bermudez, ‘La Vihuela: los ejemplares de Paris y Quito’/‘The Vihuela: The Paris and Quito Instruments’ in 
Cristina Bordas, Gerardo Arriaga, Laurence Libin, La Guitarra Española/The Spanish Guitar, Metropolitan Museum of Art, 
New York / Museo Municipal, Madrid joint exhibition catalogue, Madrid: Opera Tres, 1993.  
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This instrument, discovered in a fragile condition in Ecuador in 1976, has a pegbox with six 

courses and a bridge with 11 holes for five pairs of strings indicating a single first course; the 

width of the neck at the nut is 45 cm and at the body is 60 cm The scale is quite long at 72.7 

cm.73 This instrument has not been thoroughly studied and the attribution is still unresolved. 

The best surviving example is the differently proportioned ‘Chambure’ vihuela E.0748, now 

exhibited with its table removed in the Musée de la musique in Paris:74 

 

Figure 3. Vihuela de mano ? E.0748, photo Cité de la musique. Paris 

Barber and Harris measured the scale this instrument at of 64.6 cm,75 which they say enables 

it to sustain a tuning of f♯ in the modern pitch of a1=440 Hz. This is important because an f♯1 

                                                 
73 Bermudez, ‘La Vihuela…’ Bordas, Arriaga and Libin, La Guitarra Española/The Spanish Guitar, 1993, pp. 40–47. 
74 Musée de la musique in Paris, E.0748. Dugot, Aux origines de la guitare: la vihuela de mano…, 2004, p. 62. The name 
‘Chambure’ vihuela coined by Barber and Harris from Geneviève Thibault Comtesse de Chambure has been accepted here.  
75 As copied by Barber and Harris in “6. The ‘Chambure’ Vihuela’…”, <http://www.lutesandguitars.co.uk/htm/cat12.htm>, 
accessed 20 November 2009.  
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is equivalent to an a1 in ‘choir pitch’ as calculated by Mendel identifying this instrument as 

possibly having the scale of a vihuela común imagined in A. Flat-backed, five-course, guitars 

hover around a scale 70 cm after about 1600 until fairly late in the eighteenth century. The 

‘Chambure’ vihuela has a very distinctive shape and a scalloped or fluted back, which it 

shares with the 1581 Belchior Dias vihuela (the following picture also shows the profile): 

 

Figure 4. The ‘Chambure’ vihuela acquired from Geneviève de Chambure in the Musée de la musique de Paris, 
E.0748. Joël Dugot, Aux origins de la guitare: la vihuela de mano, Musée de la musique,Cité de la musique, 
Paris, 2004, p. 62 

The 1581 Dias is virtually identical to the ‘Chambure’ Vihuela’ although smaller and it is 

also the earlier of the two. Tyler and Barber and Harris describe it as a guitar: 

This unique guitar by Dias is remarkably similar in concept and construction to the 
unsigned 6-course Vihuela from the former Chambure collection in Paris (No.6 in the 
Vihuela, viola da mano section…); no other instruments have the same deeply-fluted, 
vaulted back construction with double-curved, bent ribs (acanalada e aconvada 
Tumbado, according to the original sources); and their neckblocks—carved from the 
same piece of wood as the neck and pegbox in both cases (ie, with no 'mechanical' v-
joint between the neck and pegbox, but carved to give the illusion of one)—are carved 
and bevelled in identical ways. 
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An online argument (to put it mildly) arose over the 1581 Dias, which the luthier Alexander 

Batov76 believes is a six-course vihuela and Barber and Harris a five-course guitar.77 Batov 

says the crudely added hole in the base of the pegbox was for the sixth course, but this has no 

credibility.78 I support the Barber and Harris view that the 1581 Dias has five courses for the 

various reasons they give, including crucially, that: “Six courses cannot be fitted onto the 

existing neck of the Dias (which is 40 mm at the nut and 48.5 mm at the body joint)…”.79  

The relative sizes of the ‘Chambure’ vihuela and the 1581 Dias are not apparent from the 

above pictures, but can be seen in the Barber and Harris photo-montage showing how much 

bigger their copy of the Chambure vihuela is (left) when compared to the 1581 Dias (right): 

 

Figure 5. Relative sizes of these copies of the ‘Chambure’ vihuela and 1581 Dias in a photo-montage given on 
the Barber and Harris website: <http://www.lutesandguitars.co.uk/htm/cat14.htm>, accessed 21 May 2008 

The Barber and Harris copy of the 1581 Dias is dated 1976, while this Chambure vihuela 

copy dates from 2001. Barber and Harris confirm that the fluted back of the 1581 Dias and 

other features share a strong family resemblance with the Chambure vihuela: 

                                                 
76 See Alexander Batov, luthier <http://www.vihuelademano.com/>, accessed 1 April 2008. 
77 The Barber and Harris story is at <http://www.lutesandguitars.co.uk/htm/cat14.htm#vihuela>, accessed 1 April 2008. 
78 Batov’s example of the four-course guitar at University of Edinburgh, No. 1905 841 (his image 8) shows the ingenious 
ring for holding a strap which looks as if it needs to face the back of the instrument. The crudely drilled hole defaces the 
inlays and appears to be a later addition. The 1581 Dias has a similar crude hole probably also intended for a strap-ring (his 
images 6 &7). Batov, <http://www.vihuelademano.com/vgcrossroads.htm>, accessed 21 May 2008. 
79 Barber and Harris: <http://www.lutesandguitars.co.uk/htm/cat14.htm#vihuela>, accessed 1 April 2008. 
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Figure 6. The end elevations of the Chambure vihuela (left) and 1581 Belchior Dias. Joël Dugot, Aux origins de 
la guitare: la vihuela de mano, Musée de la musique,Cité de la musique, Paris, 2004, pp. 64 and 70 

They compare the heel and the internal construction of the Chambure vihuela and the 1581 

Dias are compared on the Barber and Harris website with the following photographs: 

 

Figure 7. Ribbed interiors of the Chambure vihuela (left) and the 1581 Dias ‘guitar’ (right). Barber and Harris: 
<http://www.lutesandguitars.co.uk/images/CVihuela6and7.jpg&imgrefurl>, accessed 21 May 2008 

They also cite the evidence of Antonio Corona Alcalde, who found an inventory for the 

Marquis of Camarasa who died in 1576, leaving “an ebony vihuela with ribs, with its leather 

case”80. This was pointed out by José Romanillos who found a document describing “the 

presence in 1587 of vihuelas with ‘fluted’ or ‘vaulted’ soundboxes…”,81 which allows Barber 

and Harris to say firmly: “We are now certain that the phrase ‘with ribs’—which recurs again 

and again in these inventories and descriptions—refers to the double-curved construction 

used in the Chambure vihuela”.82 Of course their would have been a wide range of 

instruments built in a whole variety scales, and vihuelas with flat or slightly domed backs 

                                                 
80 Barber and Harris website: <http://www.lutesandguitars.co.uk/htm/cat12.htm>, accessed 3 September 2009. 
81 In Bermudez, ‘La Vihuela…’ in Bordas, Arriaga and Libin, La Guitarra Española/The Spanish Guitar, 1993, p. 47. 
82 Barber and Harris website: <http://www.lutesandguitars.co.uk/htm/cat12.htm>, accessed 3 September 2009. 
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were also made. The design of the two fluted-back Dias instruments is extremely strong and 

light, which is one reason his instruments have survived so well. 

There is no surviving instrument with a label on it conveniently saying this is vihuela de 

cinco órdenes, but the close resemblance of the fluted backs of the Chambure vihuela and the 

1581 Dias at least confirms that they are both vihuelas made in the Iberian peninsula. The 

1581 Dias also has five-courses with no sign that this is due to later modification. Occam’s 

razor83 therefore suggests it must be a five-course vihuela. The 55.4 cm scale of the 1581 

Dias, while bigger than the four-course guitarra (with a scale between about 37 cm and 44 

cm84), is still much smaller than the 70 cm Koonce guitar probably by Dias dated c. 1596. 

The reason Barber and Harris consider 1581 Dias to be a guitar is its configuration as a five-

course instrument given that vihuelas of this date are six-course instruments. They write: 

…whatever the Dias instrument was originally made as [whether as] a 5-course guitar 
(or—extremely unlikely, given its date—a 5-course vihuela) one thing it was never 
intended to have is 6 courses, since by no stretch of the imagination—or the facts—was 
it made to carry 6 courses.85 

I suspect they consider it “extremely unlikely” that the 1581 Dias is a vihuela because they 

associate five-course vihuelas were fifteenth-century instruments, configured as they would 

have been before the addition of a sixth course, which means being tuned to the upper five 

strings of the vihuela in two ways: either as a lute in G as c f a d1 g1 or in A as d g b e1 a1 or 

in what became the ‘guitar tuning’ of c f b♭ d1 g1 imagined in G, or d g b e1 a1 in A. 

In 1980 Richard Pinnell, unaware of the Chambure vihuela, recognised the importance of 

Fuenllana’s vihuela de cinco órdenes and therefore described the 1581 Dias as a guitar.86 

Griffiths argues correctly that “much music in the surviving tablatures is difficult if not 

impossible to play on instruments with a string length of over 72 cm, as found on the only 

surviving vihuelas in Paris and Quito”,87 but this is all changed by the Chambure vihuela, 

which has a 64 cm scale. No instruments survive to justify the personal preference expressed 

                                                 
83 Sometimes spelled Ockham for William of Ockham: “It is vain to do with more what can be done with fewer”. Bertrand 
Russell, History of Western Philosophy, London: Allen & Unwin, 1946, pp. 462–463. 
84 No sixteenth-century four-course instrument survives; the Giovanni Smit, dated Milan 1646, has a 37 cm scale but cannot 
be relied on as typical according to Evans. Tom and Mary Evans, Guitars, Music, History, Construction and Players from 
the Renaissance to Rock, New York and London: Paddington Press, 1977, p. 22. The 1690 Alexandre Vobaom double guitar 
in Vienna’s Kunsthistorischesmuseum, nr. 8453, has a four-course and five-course guitar in one double instrument. This was 
copied by Barber and Harris with string lengths of 71 cm and 44 cm respectively. For these copies see their website at 
<http://www.lutesandguitars.co.uk/htm/cat11.htm>, accessed 23 November 2009. 
85 Barber and Harris website at the section headed ‘Footnotes’, in <http://www.lutesandguitars.co.uk/htm/cat14.htm>, 
accessed 21 May 2008. 
86 Pinnell, Francesco Corbetta…, 1980, p. 20. 
87 Griffiths, ‘The vihuela…’, in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, pp. 168–169. 
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by Griffiths for much smaller instruments to make vihuela music: “easier to negotiate [at] …a 

string length of 60 cm or less…”88 or for his view that string lengths declined because: “…the 

music in later tablature books is much more manageable on an instrument with a vibrating 

length of 55 cm or less.”89 The 1581 Dias small but it is unequivocally for an instrument with 

five courses. Its 55.4 cm scale is probably longer than the four-course guitarra that Bermudo 

describes as “shorter” than a vihuela,90 and it is shorter by about the same amount than the 

six-course Chambure vihuela. Fuenllana’s ‘Fantasía segunda’ from Orphénica Lyra at folio 

160r provides evidence that this tablature was written for a shorter-scaled vihuela:  

 

Figure 8. Fuenllana, Fantasía segunda for ‘vihuela de cinco órdenes’ at folio 160r, bar 28. (Libros de música 
para vihuela intitulado Orphénica Lyra, Sevilla: Martín de Montesdoca, 1554. in Arriaga, Gonzáles, Somoza, 
Libros de música para vihuela 1536–1576 

The arrow at bar 28 shows an A-minor chord with a five-fret stretch, commonly used in four-

course guitarra music, that is too difficult to be used on a 70 cm guitar. Although I can just 

stretch this on my 64 cm Lacôte guitar, playing this passage at speed and shifting to this 

position is too difficult. This means the vihuela de cinco órdenes for which Fuenllana wrote 

                                                 
88 Griffiths, ‘The vihuela…’, in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, pp. 169. 
89 Griffiths, ‘The vihuela…’, in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, pp. 169. 
90 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 6.  



T h e  O r i g i n s  o f  t h e  G u i t a r  283

this music must have been more like the 1581 Dias vihuela.91 Stylistically, the polyphonic 

five-course vihuela music in the above example is the same as the six-course vihuela music 

and forms part of a distinct repertoire, albeit very small, that was intended for an independent 

instrument. This vihuela differed from the guitar by having unison basses (or octaves placed 

on the treble side of the bass string—like a vihuela) and five pairs of strings, determined by 

its raison d’être as a vihuela común without its first course.  

The luthier Dan Larson describes the 1581 Dias as having a “relatively narrow body” and 

models his four-course vihuelas on it.92 The original nonetheless has five courses and has to 

be understood as such. Stringing it higher than a vihuela in G or A with the top five courses 

as the scale suggests, creates a very late example of a fifteenth-century vihuela. It is unlikely 

that this was a descant consort vihuela given that in 1555, Bermudo describes a six course 

“…discante or vihuela menor… used for consort playing”93. It has to be conceded that is the 

five-courses of the new vihuela de cinco órdenes may have had a scale determined its size as 

somewhere between the smaller guitarra and the bigger vihuela común. Stringing the first 

course of the 1581 Dias to e1, which is the pitch of the second course of a vihuela común in A 

(a minor third below a1= 440 Hz. the pitch standard of the time), probably created an: “air 

chamber that is too small to support the fundamental tone of the instrument”94 as Larson puts 

it, but a short scale of about 55.4 cm and the breaking index of gut on a first course tuned to 

e1, meant there was considerable latitude for an increase in string length and body size, which 

is exactly the transformation that this new ‘guitar’ underwent in the final quarter of the 

sixteenth century. The body, neck and head of the Koonce guitar, also probably made by Dias 

in the Iberian peninsula c. 1596, is evidence of this. The guitar in Spain after the vihuela de 

cinco órdenes may have been double strung throughout for some time after, but when a single 

first course was adopted, the empty tenth peg remained as a bequest from the vihuela, which 

also had, for much of its life, twelve pegs for only eleven strings.  

                                                 
91 When Griffiths writes “…after 1580 …vihuela playing declined in favour of the guitar …” in ‘The vihuela…’ in Coelho, 
Performance on Lute, Guitar, and Vihuela…, 1997, p. 160, he might more strictly ascribe the cause of the decline to the 
five-course vihuela.  
92 Daniel Larson, ‘A Set of Vihuelas: Matching Tone for Polyphonic Music’, article dated 2005, explaining his reasons for 
choosing the Chambure vihuela for his consort of vihuelas. At Gamut Music <http://gamutmusic.squarespace.com/a-set-of-
matching-vihuelas/>, accessed 20 October 2009. 
93 Ward, ‘The Vihuela de mano and its Music…’, doctoral thesis 1953, p. 10.  
94 Larson, ‘A Set of Vihuelas…’, <http://gamutmusic.squarespace.com/a-set-of-matching-vihuelas/>, accessed 20 October 
2009. 
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The Influence of the Four-course Guitar 
We now turn to the reception of the vihuela de cinco órdenes by four-course chitarra players 

in Italy. Pepe Rey traces the first Spanish mention of the word guitarra to c. 1236.95 Johannes 

Tinctoris (c. 1435–1511) mentions a ‘ghiterra’ or ‘ghiterna’, invented by Catalans96 in De 

inventione musicæ diffinitorium, written “in the early 1480s”.97 This is supported by 

fourteenth-century Catalan iconography although the exact shape of the instrument varies.98 

The guitarra in Spain before 1538 was a small instrument for which Alonso de Mudarra,99 

Enríquez de Valderrábano100 and Miguel de Fuenllana101 composed specific works. In Spain, 

it had ten frets102 and Bermudo (writing before 1549, updated in 1555103) says “new” and 

“old” tunings for the guitarra were commonly used, the “new” tuning becoming standard: 

 

Example 7. The ‘temple nuevos’ or ‘new tuning’ of the guitarra according to Juan Bermudo 

A bordón on the fourth course may not have been the only stringing in Spain given that when 

Mudarra specifies it in 1546 it suggests alternatives; and the term requinta, which Bermudo 

thought of as indicating a string tuned a fifth above the bordón on the fourth course,104 but 

which may in fact have described removing a bordón to add a string in unison with the octave 

                                                 
95 Pepe Rey ‘La Guitarra en Baja Edad Media/The Guitar in the Late Middle Ages’ in Bordas, Arriaga and Libin, La 
Guitarra Española/The Spanish Guitar, 1993, pp. 49–60 at p. 55. 
96 Rey, ‘La Guitarra en Baja Edad Media…’ in Bordas, Arriaga and Libin, La Guitarra Española/The Spanish Guitar, 1993, 
p. 57. 
97 Ronald Woodley. ‘Tinctoris, Johannes’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed November 23, 2009. 
98 Rey, ‘La Guitarra en Baja Edad Media…’ in Bordas, Arriaga and Libin La Guitarra Española/The Spanish Guitar, 1993, 
p. 57. 
99 Mudarra, Tres libros…, Sevilla, 1546, in Arriaga, Gonzáles, Somoza, CD-Rom, Six solo pieces folios 21r–24r. 
100 One piece for “Dos vihuelas o vihuela y guitarra” in Valderrábano, Silva de sirenas, Valladolid, 1547, in Arriaga, 
Gonzáles, Somoza, CD-Rom, folio 103v. 
101 Fuenllana, Orphenica lyra, 1554, in Arriaga, Gonzáles, Somoza, CD-Rom, Six solo pieces, at folios 162v and 163v–
165v, and two songs at folios 162v–16v. 
102 For example, a tablature requiring a tenth fret is the “Romanesca o Guárdame las vacas”, in Mudarra, Tres libros…, 
Sevilla, 1546, in Arriaga, Gonzáles, Somoza, CD-Rom, folio 24r. 
103 Bermudo, Declaración…, Osuna: 1555, facsimile edited Kastner, 1957. See Tyler and Sparks, The Guitar and its 
Music…, 2002, in paperback 2007, pp. 5–9.  
104 Bermudo, Declaración…, Osuna: 1555, quoted by Ward: “They used to put another string on the fourth course of the 
guitar, which they call requinta. I do not know whether, when they gave this name to that string, it formed a diapente, which 
is a perfect fifth, with the said fourth string: and for this reason it took over the name requinta. Now they do not have this 
tuning, but both strings form an octave, just as on the lute, or vihuela de flandes.” in Ward, ‘The Vihuela de mano and its 
Music…’, doctoral thesis 1953, pp. 47–48. This is also suggested by Hall, ‘The Stringing of the 5-Course Guitar’, accessed 8 
March 2010, p. 7. 
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to create two strings forming a diapente, not above the fourth but above the third course. This 

may be the first Spanish reference to guitarra having a re-entrant fourth course, announced at 

about the same time as the French mania for the instrument (discussed below). The “old” 

tuning cited by Bermudo is a scordatura of the lowest course by one tone placing the bordón 

a fifth below the third course: 

 

Example 8. The ‘temple viejos’ or ‘old tuning’ of the guitarra according to Juan Bermudo 

More important is his indication of the high pitch of the first string a1, which it shares with 

the vihuela común in A. Given its short string length, this pitch becomes quite usable on a 

guitarra making it a very bright instrument.105 It is not known whether the octave string was 

positioned on the thumb side of the fourth course in Spain but if re-entrant stringing was used 

there this is possible. The guitarra is distinguished from the vihuela by its small size and by 

the position of the interval of a third between its strings. No confusion would have resulted 

from the invention of the new five-course vihuela, since it would clearly not be considered a 

guitarra in Spain. 

In France, the four-course guitar became very popular for a brief period around 1550, 

where it was known as a guiterre or guiterne.106 It had seven strings and only eight frets,107 

and it made no reference to Spanish origins. Between 1550 and 1553 Robert Granjon and 

Michel Fezendat published a series of books for “guiterre” by Guillaume Morlaye108 and, in 

1551, by Simon Gorlier.109 Adrian Le Roy and Robert Ballard published their five books of 

“tablature de guiterre” between 1551 and 1554.110 The tuning that was specified for these 

instruments is the same as the Spanish “new” tuning given by Bermudo above: 

                                                 
105 See Griffiths, ‘The vihuela…’ in Coelho, Performance on Lute, Guitar, and Vihuela…, 1997, pp. 168–169. 
106 A full survey of the sources appears in Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 12–23. 
107 See the picture on Guillaume Morlaye, Le premier livre…en tablature de guiterne, 1552 in Tyler and Sparks, The Guitar 
and its Music…, 2002, in paperback 2007, p. 15. 
108 Guillaume Morlaye, Le premier livre…en tablature de guiterne and Le second livre…en tablature de guiterne of 1550–
1551 are lost, while the 1552 and 1553 editions survive, see Tyler and Sparks, The Guitar and its Music…, 2002, in 
paperback 2007, p. 12. 
109 Simon Gorlier, Le troysieme livre…en tablature de guiterne, Paris: 1551, was in the same series as the Morlaye books, 
see Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 12. 
110 Adrian Leroy and Robert Ballard, Premier livre de tablature de guiterre, Paris: 1551, Second livre de guiterre, Paris: 
1551 or 152, Tiers livre de tablature de guiterre, Paris: 1552, Quart livre de tablature de guiterre, Paris: 1553, Cinquiesme 
livre de guiterre, Paris: 1554, see Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 17–20. 
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Example 9. The tuning of the guiterre or guiterne in France is the same as the ‘new’ tuning of the guitarra 

Tyler suggested that in England this craze spread across the channel from France “…around 

the middle of the [sixteenth] century, influenced quite possibly by the 1554 marriage of Mary 

Tudor to Prince Philip of Spain and… by transmission of French guitar music to England via 

a guitar-playing English aristocracy”111.  

In Italy, the instrument appears as a chitarra da sette corde in music appended to the 

Melchiore de Barberiis of Padua lute tablature published in Venice in 1549, which Tyler says 

came to Italy from France.112 This Italian name is derived from counting the strings: four 

courses in three pairs and a single chanterelle making seven. It was strung in a re-entrant 

tuning with the bass strings of the Spanish instrument replaced by a pair of octave strings.113 

A range of ten frets shown by Scipione Cerreto (c. 1555–c. 1620) in a document dated 1568 

to 1569 suggests a Neapolitan rather than French origin. Cerreto’s chart for his “chitarra à 

sette Corde… [or] … ‘bordelletto alla Taliana’ (little Italian brothel-house guitar)…”114 

results in the following re-entrant tuning:  

 

Example 10. The chitarra tuning given by Scipione Cerreto 

This tuning is explained by comparing it to the “old” Spanish tuning given by Bermudo 

(shown below) with the chitarra tuning given by Cerreto, which was one tone higher: 

                                                 
111 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 24–29. 
112 Melchiore de Barberiis, Opera intitolata continua, Vencice: 1549, see Tyler and Sparks, The Guitar and its Music…, 
2002, in paperback 2007, pp. 30–36 and p. 30. 
113 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 6. 
114 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 33. 
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Example 11. The ‘temple viejo’ tuning is one tone lower without the re-entrant fourth course 

By raising Bermudo’s notes a tone and removing the bordón we get the left example: 

 

Example 12. The guitarra tuning raised one tone (left) and made re-entrant results in the tuning of the ‘chitarra 
à sette Corde’ of Scipione Cerreto (right) 

Raising the fourth course (above right) by an octave we get the re-entrant tuning for the that 

is specified by Cerreto for the chitarra. An intabulation by Cerreto shows that the re-entrant 

course in this tuning was used to play melody notes with thumb and fingers plucking opposed 

and alternately to one another.115 It is possible that re-entrant stringing was conceived in Italy 

for the chitarra and, considered as a principle, that it would become an essential element in 

the development of the five-course guitar after proponents of the different stringing methods 

formed schools in Italy, France and Spain.  

Vihuela de Cinco Órdenes to Chitarra Spagnola 
In 1589, the music for Medici wedding celebrations were organised by Emilio de Cavalieri 

who “…required chitarrina alla Spagnola and a chitarrina alla Napoletana for the lavish 

ballo that concludes the sixth Florentine intermedio, according to court documents they were 

sent up from Rome”.116 This is the first reference to two kinds of guitar that can be 

distinguished one from the other by their Spanish or Neapolitan origin. In Spain, the five-

course chitarrina alla Spagnola is probably the vihuela de cinco órdenes, which I will argue 

places the 1581 Dias guitar in the frame as the instrument that came via Spanish-ruled Naples 

to Italy and then to the rest of the world. The chitarrina alla Napoletana was little four-

course guitar that everyone knew, the chitarrina with the qualification “alla Spagnola” was 

                                                 
115 Tyler’s transcription of this example in Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 34. 
116 James Tyler, ‘The Role of the Guitar in the Rise of Monody: The Earliest Manuscripts’, Journal of Seventeenth-Century 
Music, vol 9/1, 2003,  <http://www.sscm-jscm.org/v9/no1/tyler.html>, accessed 10 July 2009, paragraph 1.1. and Tyler and 
Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 33. Tyler is of the opinion that the 1581 Belchior Dias 
instrument with the scalloped back is this “chitarra Spagnola” but the date suggests this should be called by its Spanish 
name: the five-course vihuela.  
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new. The use of a diminutive fits the 1581 Dias. The players of the four-course chitarrina 

include:  

…the celebrated Roman singer-composer Giulio Caccini; the acclaimed Roman soprano 
Vittoria Archilei, who both sang and played the chitarrina alla Spagnola in Cavalieri’s 
aforementioned ballo, O che nuovo miracolo; Melchior Palantrotti, the renowned bass 
singer in Peri’s Euridice; the famous Neapolitan soprano and guitarist Ippolita Recupita; 
and the Neapolitan virtuosa Adriana Basile, regarded by Monteverdi as the finest singer 
of the time, who often accompanied herself on guitar.117 

It is not difficult to imagine the reception of the chitarrina alla Spagnola by four-course 

guitarists in Naples, who would immediately have recognised it as a new and improved 

chitarra, one that was fashionable enough to be included in Medici wedding celebrations in 

1589. The instrument had arrived in Naples at an earlier date, probably after it was first noted 

in Spain in 1554, but before the letter dated 31 January 1579, in which Cardinal Del Monte 

mentions singing to a “chitarra Spagnola”,118 without a diminutive suggesting that he 

considered it bigger than the older four-course chitarrina.  

In Naples, the vihuela de cinco órdenes does not appear to have been taken up by such 

viola da mano players as still existed, who might have seen it as it was conceived in Spain by 

Fuenllana. Instead it appealed immediately to players of the chitarrina alla Napolettana like 

Del Monte who, accustomed to re-entrant stringing, would have begun exploring re-entrant 

tunings based on the stringing with which they were familiar: 

 

Example 13. The re-entrant tuning of a typical chitarrina alla Napolettana 

It was for this instrument that alfabeto had already been invented by the 1580s, probably in 

Naples.119 The organist Girolamo Melcarne, called Montesardo after the town of his birth,, 

published the first book of alfabeto in 1606 and must have been a player of the chitarrina 

alla Napolettana before he took up chitarra Spagnola, dedicating his book to the brother of 

“Bernardo Buontalenti, the renowned scenery and costume designer for the 1589 Florentine 

                                                 
117 Tyler, ‘The Role of the Guitar in the Rise of Monody…’, Journal of Seventeenth-Century Music, 2003, accessed 10 July 
2009, paragraph 1.1. 
118 This is the earliest mention of the ‘Spanish guitar’ in Italy, see Tyler and Sparks, The Guitar and its Music…, 2002, in 
paperback 2007, p. 32. 
119 Cacini’s Amarilli mia bella, in the article by Tim Carter cited in Tyler, ‘The Role of the Guitar in the Rise of Monody…’, 
Journal of Seventeenth-Century Music, 2003, accessed 10 July 2009, paragraph 2.1, and see also 2.9. 
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imtermedi”.120 Manuscripts dated c. 1600 by Francesco Palumbi show too used alfabeto and 

would have been a four-course guitarist first.121 The development of alfabeto twenty years 

before suggests it was first used for four-course guitar notation and later adapted to the new 

Spanish guitar. It is not necessary to identify individual players of the chitarrina alla 

Napolettana given that re-entrant tuning was soon applied to the new instrument. The young 

Joan Carles Amat “born in about 1572”,122 published his book in 1596; specifying bordones 

paired with octaves on the fourth and fifth courses. If he adapted the alfabeto after acquiring 

it in Naples, it is likely that the octave pairs were on the thumb side of the course.  

The practical question facing chitarrina alla Napolettana players must have been which 

strings to tune up an octave on the new chitarra Spagnola. For example, common sense rules 

out the following illogical option and that there is understandably no record of its use: 

 

Example 14. An illogical solution to the question of how a re-entrant chitarra stringing should be adapted for 
the new five-course ‘chitarra Spagnola’ 

This left only two alternatives, the first was to extend the bass of the chitarra by dropping the 

fourth course an octave and leaving the fifth course in a re-entrant tuning, a later solution that 

would have a long history both in Italy and France: 

 

Example 15. The first re-entrant stringing option 

The second and most accepted option was to accept another re-entrant fifth course being 

added to the re-entrant fourth of the old chitarra placing both courses at the upper octave 

leaving no bass register to speak of: 

                                                 
120 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 54. 
121 Tyler, ‘The Role of the Guitar in the Rise of Monody…’, Journal of Seventeenth-Century Music, 2003, accessed 10 July 
2009, paragraph 2.10. 
122 Joan Carles Amat, Guitarra Española, Guitarra Española de cinco órdenes, la qual enseña de templar, y tañer rasgado, 
todos los puntos naturales, y b, mollados, con estilo maravilloso. Y para poner en ella qualquier tono, se pone una tabla, 
con la qual podrá qualquier sin dificultad cifrar el tono, y después tañer, y cantarle por doze modos…, first published in 
1596 (no copy survives), oldest surviving edition published Lerida: Andreu Llorens, 1626, copy in the Newberry Library, 
Chicago. Facsimile edition: Gerona: Joseph Bró, c. 1761 as Monica Hall, Joan Carles Amat, Guitarra Española, Monaco: 
Chanterelle, 1980, Introduction, p. [i]. 



C h a p t e r  6  290 

 

Example 16. The second possible re-entrant stringing alternative 

where Tyler says in “…southern Italy, the guitar was commonly (if not exclusively) tuned in 

a totally re-entrant manner”,123 and it appears that this became the dominant stringing until 

many years later, when the chitarra Spagnola first began to plucked like a lute. The fully re-

entrant stringing would have an equally long history in Italy, spreading to Spain and France. 

Some guitarists chose one stringing and some the other and still others kept both basses. 

There was no agreement, and by 1674, Gaspar Sanz would describe the dilemma in his now 

famous phrase: “In stringing there is variety…”.124 More than a century after the five-course 

guitar appeared, the titles of the majority of guitar books that were published in Europe still 

continued to acknowledge its national origins as a ‘Spanish guitar’. The first far-reaching 

variable that influenced the development of the guitar was the bequest by the chitarrina alla 

Napolettana players of the system of alfabeto an the use of re-entrant stringing.  

The Guitarra Española in Spain 
In Spain, many players remained committed to the new vihuela strung in octaves or unisons 

with bordones on the fourth and fifth courses. Bases were first mentioned by Amat in 1596. 

John Griffiths begins his article ‘Strategies for the Recovery of Guitar Music of the Early 

Seventeenth Century’ as follows: 

By the mere addition of a fifth string to the four-course renaissance guitar around 1600, 
an innovation attributed to the poet and musician Vicente Espinel, few would have 
anticipated the contagious success that lay in store for the guitarra española.125  

There are two assumption here: first that the guitarra española was made by the “…addition 

of a fifth string to the four-course renaissance guitar…”, questioned above; the second is 

crediting the “innovation” to Vicente Espinel, which Griffiths addresses in his footnote: 

                                                 
123 Tyler, ‘The Role of the Guitar in the Rise of Monody…’, Journal of Seventeenth-Century Music, 2003, accessed 10 July 
2009, paragraph 1.3. 
124 “En el encordar ay variedad…”, Sanz, Instrucción de música…, Zaragoza, 1697, facsimile Minkoff, Geneva: 1976, p. 1. 
125 John Griffiths, ‘Strategies for the Recovery of Guitar Music of the Early Seventeenth Century’, in Rime e suoni alla 
spagnola atti della giornata internazionale dei studi sulla chitarra barocca, edited Giulia Veneziano, Secoli d’oro—
Comparatistica, 33, Florence: Alinea Editrice, 2003, pp. 59–81. This citation was made available online by the author at 
<http://www.vihuelagriffiths.com/JohnGriffiths/Home.html>, accessed 23 March 2010, at p. 1. 
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This legend appears to originate with several of the guitarist’s contemporaries, among 
them Lope de Vega and Cervantes, who credit Vicente Espinel (1550-1624) with the 
invention of the five-course guitar. This is cemented in the preface of Gaspar Sanz, 
Instrucción de música sobre la guitarra española (Zaragoza, 1674) as the inventor of the 
five course guitar. Other contextual evidence, such as Fuenllana’s music for five-course 
vihuela in Orphenica Lyra (Seville, 1554), suggests that it is more likely for Espinel to 
have been a leading figure in establishing and consolidating the new style of guitar 
playing using rasgueado style and materials drawn from popular tradition.126 

Sanz in 1674 must have heard this from Lope de Vega or Cervantes. The lacuna here is in the 

period between 1554 and “around 1600”. Tyler describes the 1581 and c. 1596 five-course 

Dias instruments as “two genuine ‘guitars’…from the sixteenth century”,127 in so doing he 

conflates the period between the vihuela de cinco órdenes and the c. 1596 Koonce guitar 

made by Dias. He goes on:  “There are no contemporary sources to tell us what the Spanish 

and Portuguese called this instrument [that is the guitar] in the late sixteenth century…”.128 

We know that Fuenllana called it a vihuela de cinco órdenes in 1554, but the first document 

to use the description guitarra de cinco órdenes was the little book published in Spain in July 

1596 by Joan Carles Amat (1572–1642) aimed at teaching Spaniards to strum major and 

minor chords in the latest Italian style.129 In his title re-introduces the instrument known in 

Italy as the ‘chitarra Spagnola’ by translating this phrase into Spanish for the first part of his 

title: Guitarra Española de cinco órdenes—the second part being a nod the local name of 

vihuela de cinco órdenes. He does the same for the four-course guitar when he translates its 

Italian name into Spanish as “guitarra de siete órdenes”.130  

Amat’s analysis of the recently invented Italian alfabeto system was an adaptation of the 

system he probably found in Naples. He arranged the major and minor chords as a succession 

of fourths (or circle of fifths as we would say), with each chord expressed in terms of its root, 

third and fifth and given a fret position. This arrangement was a more rigorous harmonic than 

Italian alfabeto. He applied these chords to a vacas in a table that facilitated transposition into 

all the keys, using his ingenious machine for discovering the correct chords for any piece of 

music. His aim was to show the potential of the system in a short practical handbook and the 

                                                 
126 Griffiths, ‘Strategies…’, 2003, p. 1. 
127 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 9. 
128 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 9. 
129 A fuller title reads Joan Carles Amat, Guitarra Española de cinco órdenes, la qual enseña de templar, y tañer rasgado, 
todos los puntos naturales, y b, mollados, con estilo marvilloso…, first published in 1596 (no copy survives), oldest 
surviving edition published Lerida: Andreu Llorens, 1626, copy in the Newberry Library, Chicago. Monica Hall has 
established that his father’s name was ‘Carles’ or ‘Carlos’ and the name ‘Amat’ by which he is internationally known is 
actually the name of his mother. I have reluctantly resigned myself to this convention. Monica Hall, Joan Carles Amat, 
Guitarra Española, based on the edition: Gerona: Joseph Bró, c. 1761, facsimile dated Monaco: Chanterelle, 1980, 
Introduction, p. [i]. 
130 Monica Hall, Joan Carles Amat, Guitarra Española, based on the edition: Gerona: Joseph Bró, c. 1761, facsimile dated 
Monaco: Chanterelle, 1980, Capitulo Nono, pp. 37–38. 
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book’s extreme longevity is a testament to his success.131 He specifies the following stringing 

for the Guitarra Española in chapter one of his book:132 

 

Example 17. The stringing of the ‘Guitarra Española de cinco órdenes’ according to Amat 

The likelihood is that the vihuela de cinco ordenes was generally strung in unisons, so these 

bordones paired with octaves appears to be a Neapolitan stringing, which would become the 

traditional Spanish stringing for a guitar from then on. By 1611, Amat’s chords would cause 

Sebastián de Covarrubias to complain that the guitar in Spain was a “…cowbell, so easy to 

play, especially in the strummed style”,133 and to mourn the loss of the old vihuela: 

Up until the present, this instrument has been most esteemed, and there have been 
excellent musicians on it, but after guitars were invented, there are but few who dedicate 
themselves to the study of the vihuela.134  

On the other hand, the guitar, which is the culprit in all of this is defined by Covarrubias as: 

An instrument well known, and practiced much to the detriment of music; previously the 
vihuela was played, an instrument of six, and occasionally more, courses. The guitar is a 
small vihuela in size, and in the number of strings because it has no more than five 
strings, and some are of only four courses.135 

By 1611, the origin of the five-course Guitarra Española was seen by Covarrubias as a 

mutation of a guitarra with a repertoire of strummed song accompaniments rather than as a 

vihuela de cinco ordenes, with links to the polyphonic music of the vihuela. It is that kind of 

music that he describes as having been forgotten.136 This should probably not be taken too 

literally considering that it must have been played in a polyphonic way to retain its place in 

the trio of polyphonic instruments in Spanish continuo, which later came to consist of a guitar 

(called a ‘vihuela’), a harp and an organ. The music of Francisco Guerau is probably closest 

to the old polyphonic punteado playing of the vihuela tradition in Spain, which accordingly 

has to be seen to have survived at least until the end of the seventeenth century.  

                                                 
131 Hall, Joan Carles Amat, Guitarra Española, Gerona, c. 1761, facsimile Monaco, 1980, Introduction, pp. [i–iii]. 
132 Hall, Joan Carles Amat, Guitarra Española, Gerona, c. 1761, facsimile Monaco, 1980, at pp. 1–2 of the original. 
133 Translated by Richard Pinnell in Pinnell, Francesco Corbetta…, 1980, p. 19. Also quoted in Neil D. Pennington, The 
Spanish Baroque Guitar with a Transcription of De Murcia’s Passacalles y obras, revised doctoral thesis, University of 
Maryland, 1979, Michigan, Ann Arbor: UMI Research Press, 1981.  
134 Pinnell, Francesco Corbetta…, 1980, p. 19. 
135 Pinnell, Francesco Corbetta…, 1980, p. 19. 
136 Pennington, The Spanish Baroque Guitar…, Ann Arbor, 1981, p. 172. 



T h e  O r i g i n s  o f  t h e  G u i t a r  293

It is no surprise that the name ‘vihuela’ is used in Spanish-speaking countries for a guitar 

and the term ‘viola’ continues to be used in Portugal and Brazil. The use of this ancient name 

suggests a residual memory of Fuenllana’s vihuela de cinco órdenes in 1554. It was Dionisio 

Aguado, in the introduction to the 1826 French translation his Escuela de Guitarra, who 

traced the history of the Spanish guitar back to the vihuela, mentioning the 1552 Libro de 

música of Diego Pisador (which includes no music for guitar tuning). He writes: 

For more than 270 years the Guitar has been cultivated in Spain as an instrument 
susceptible of harmony.(a) [the footnote at (a) reads:] Pisador, Libro de cifra para tañer 
vihuela [the note by François de Fossa reads:] (tablature for playing the guitar), 
Salamanca, 1552.137 

The a precise date and place of publication of the Pisador138 is given by Aguado, which 

means he had access to it. He does not, however, mention Fuenllana and his five-course 

vihuela music.139 When double courses on the guitar were abandoned in Spain and Sor began 

applying his theory of harmony and teaching us to notate music after tablature, it was Aguado 

who saw this link to the ancient vihuelistas. It seems that guitarists in Spain never became 

quite as alienated from their heritage as, it might be argued, did guitarists in France and Italy 

during the early Classical period. In those countries re-entrant stringing had broken the links 

to the past, reducing the polyphonic capacities of the guitar in a way that did not happen in 

Spain. It is time for modern guitarists to recognise the historical links between the music of 

the vihuelistas in Spain and developments in the time of Sor and Aguado so as to reclaim 

these traditions as part of the evolution of the ‘classical’ guitar we play today. 

Re-entrant Stringing on the Guitar 
James Tyler organises his stringing table under three headings: “1. Completely re-entrant (no 

bourdons)… 2. Bourdon on the fourth course only… 3. Bourdons on the fourth and fifth 

courses”.140 In general, the users of stringing 1 were mainly Italian, users of stringing 2 were 

mainly French and users of stringing 3 were mainly Spanish. There are many exceptions, and 

                                                 
137 « Depuis plus de 270 ans la Guitare est cultivée en Espagne comme un instrument susceptible d’harmonie.(a) Pisador, 
Libro de cifra para tañer vihuela (tablature pour jouer de la guitare) Salamanque 1552 ». Aguado, Méthode complète…, 
translated de Fossa, Paris, 1826, “Préface de L’Auteur” p. iv. The original Spanish edition Dionisio Aguado, Escuela de 
Guitarra, Madrid: B. Wirmbs, 1825.  
138 The original title page reads: “Libro de Musica de Vihuela, Agora Nueva mente compuesto por Diego Pisador, ve zino 
dela ciudad de Salamanca, dirigido al muy alto y muy poderoso señor don Philippe príncipe de España nuestro Señor. Con 
privilegio. Esta tassado en maranedis, 1552.” See Diego Pisador, Libro de música de vihuela (Salamanca: el autor, 1552), in 
Arriaga, Gonzáles, Somoza, Libros de música para vihuela 1536–1576, CD-Rom. 
139 For a discussion of the amateur music of Diego Pisador see Douglas Alton Smith who also mentions John Griffiths and 
John Ward in this regard, in Douglas Alton Smith, A History of the Lute…, 2002, p. 238. 
140 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, Appendix II, ‘Sources of Specific Information 
on the Tuning and Stringing of the Five-Course Guitar’, pp. 184–186. 
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Monica Hall has shown the evidence to be confusing.141 Tyler also records variability in the 

first string pitch in his tables, showing the first course tuned to mainly e1 or d1, with the odd 

manuscript showing an f♯1, g1 or a1. In Spain this is the lowest five courses of a vihuela in A: 

 

Example 18. Probable five-course vihuela stringing from at least 1554 until the end of the sixteenth century 

Tuning of the first course of a guitar to d1 would have been a matter of convenience for lute 

and archlute players who could imagine a guitar as the second to sixth courses of a lute. This 

also results in a guitar that favours flat keys, a resource that is possibly useful in continuo 

playing. Guitar sources that have a first string tuned to d1 are an indication that the author 

played the lute. The Spanish guitar tuned to e1, favouring sharp keys, was used by theorbists 

who could imagine the strings at the pitches of the second to fifth courses of the theorbo in A.  

In Spain, the guitar stringing used by most guitarists142 between Amat in 1596 to 

Francisco Guerau in 1694 is the following: 

 

Example 19. Amat’s 1596 stringing for the guitar, also used by Guerau 1694 

Only two Spanish guitarists represented in printed sources used a re-entrant tuning, with 

both the fourth and fifth courses raised an octave. The first was Luis de Briçeño, whose 

Método mui facilísimo para aprender a tañer la guitarra a lo Español143 appeared in Paris in 

1626 for the following tuning: 

                                                 
141 See Hall, ‘Baroque Guitar Research’, <http://www.monicahall.co.uk/>, also as a pdf essay entitled ‘The Stringing of the 
5-Course Guitar’, <http://www.monicahall.co.uk/pdf/Stringing.pdf>, accessed 8 March 2010. 
142 Hall lists: Doizi de Velasco, Nuevo modo de cifra…, Nápoles: c. 1640; Sanz, Instrucción de música…, Zaragoza, 1697, 
mentioning this tuning used for accompaniment; Ruiz de Ribayaz, Luz y norte musical…, Madrid, 1677; Guerau, Poema 
Harmónico…, Madrid, 1694; in the eighteenth century, Pablo Nasarre, Escuela música según la practica moderna, 
Herederos de Diego de Larumbe, Zaragoza, 1724, mentions this tuning; Pablo Minguet y Irol, Reglas y advertencias 
generales para tañer la guitarra, tiple, y vandola, con variedad de sones…, Madrid, 1752–1754, has excerpts from various 
authors including this tuning; Manuscript ‘Suma primoroso de la guitara’, c. 1763, of fragments by Sanz and Murcia in 
University of Granada Ms. 16972. See Hall, ‘The Stringing of the 5-Course Guitar’, accessed 8 March 2010. 
143 Luis de Briçeño, Método mui facilísimo para aprender a tañer la guitarra a lo Españole, Paris: Piere Ballard, 1626, 
facsimile Geneva: Minkoff, 1980, in Sylvia Murphy, ‘The Tuning of the Five-Course Guitar’, Galpin Society Journal, vol. 
23, August 1970, pp. 49–63 at pp. 50–51. 
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Example 20. Re-entrant tuning with both the fourth and fifth courses raised an octave 

The second was Gaspar Sanz, who published his Instruccion de Musica sobre la Guitarra 

Española144 in separate books from 1674, almost fifty years later, specifying the same tuning. 

It seems that Sanz used a variant of this stringing, adding an octave string on the third course: 

 

Example 21. Re-entrant tuning with third course in octaves 

Using the strings in this way created overlapping scales in combinations of stopped and open 

strings giving the effect of a peal of little bells, which Sanz called campanelas.145 He may 

have learned this adapted stringing from Lelio Colista in Rome, described by Athanasius 

Kircher as “verè Romanae Urbis Orpheus”, who also includes a passage that resembles guitar 

campanelas.146 No information outside of the writings of Gaspar Sanz himself have been 

found to confirm his age or even his name. An hypothesis, based on his own statement that he 

was a native of Calanda, resulted in an investigation of the baptismal records in the parish 

church of Calanda de Ebro, which identified a Francisco Bartolome Sanz y Celma as born in 

1640—but the name ‘Gaspar’ does not appear in this record. His death, estimated at 1710, is 

not backed up by any evidence. Sanz was a specialist in campanelas after his study with the 

“Masters in Rome” 147 where he also studied thoroughbass with the organists Mateo Romero 

and Cristoforo Caresana. In addition to the guitarist Lelio Colista, Sanz also mentions Italian 

contemporaries from whom he learned less formally.148  

                                                 
144 Sanz, Instrucción de música…, Zaragoza, 1697, facsimile Minkoff, Geneva: 1976. 
145 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 69. 
146 Athanasius Kircher, Musurgia Universalis, pp. 480–483, quoted by Rodrigo de Zayas in his introduction to Gaspar Sanz, 
Instrucción de música sobre la guitarra española, y método de sus primeros rudimentos, hasta tañerla la con destreza.… 
[and] Documentos, y Advertencias generales para acompañar sobre la parte…, Zaragoza: por los Heredos de Diego 
Dormer, 1674, facsimile in ‘Los Guitarristas’, Madrid: Editorial Alpuerto, no date, p. XI.  
147 See Pennington, The Spanish Baroque Guitar…, Ann Arbor, 1981, p. 51. 
148 Sanz, Instrucción de música…, Zaragoza, 1697, facsimile de Zayas, no date, p. X, where de Zayas lists the following 
Italian guitarists mentioned by Sanz in his ‘Prologo as Deseoso de Tañer’, in the Instrucción de Música sobre la Guitarra 
Española, Zaragoça: 1697, as contemporaries: “Foscarini, Caspergier (Kapsberger), Pelegrin (Pellegrini), Granada 
(Granata), Fardino, Corvette (Corbetta) and Doici (Doizi)”. 
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Neil Pennington cites Pablo Nasarre in 1723, who says bourdons were never dispensed 

with in Spain.149 This means the guitar in Spain had bourdons on the fourth and fifth courses, 

providing bass notes down to the low A of the bass clef, whereas the guitar in France had a 

single bourdon on the fourth course with a more limited bass register.150 No octave strings 

means no campanelas and no bourdons means no bass. In 1674, Sanz was the exception in 

Spain, writing in the Italian way using campanelas and justifying his preference as follows: 

 … if one wants to pluck with delicacy and sweetness, and to play campanelas, which is 
the modern way of composing, the bourdons do not sound good, it is only with thin 
strings, [used] in this way on the fourths, and on and fifths, that I have great experience 
…151 

Sanz recognises that Italian re-entrant stringing was not generally used in Spain by 1674.152 

Three years later, in 1677, the amateur Lucas Ruiz de Ribayaz recommends unisons on the 

second and third and octaves on the fourth and fifth courses in his Luz y norte musical para 

caminar por las cifras de la guitarra española, y arpa….153 He adds that the octave strings 

should be placed on the guitar so that they are the first to be struck by the thumb.154 This is 

basic advice for playing campanelas on a guitar with octaves and bourdons—there is no other 

reason for Ruiz de Ribayaz to suggest this arrangement of the strings.  

Using traditional Spanish stringing, this technique works because all but one of the notes 

of the hexachord from g—e1 (between the third and first courses) can be played on open 

strings, stopping only one note in the hexachord, c1:  

 

Example 22. Spanish guitar stringing with two bordones 

                                                 
149 Pennington, The Spanish Baroque Guitar…, Ann Arbor, 1981, p. 53. 
150 Nasarre describes this tuning as the one “generally used in Spain” in Pennington, The Spanish Baroque Guitar…, Ann 
Arbor, 1981, section on Tuning : pp. 46–55, at p. 50. 
151 “…pero si alguno quiera puntear con primor, y dulçura, y usar de las campanelas, que es el modo moderno con que aora 
se compone, no salen bien los bourdons, sino solo cuerdas delgadas, assi en las quartas, como en las quintas, como tengo 
grande experiencia…”, Sanz, Instrucción de música…, Zaragoza, 1697, facsimile Minkoff, Geneva: 1976, at p. 1a “Regla 
Primera de Encordar…”. English translations of this passage vary; translation slightly modified from Murphy, ‘The Tuning 
of the Five-Course Guitar’, 1970, pp. 52–53, and Pennington, The Spanish Baroque Guitar…, Ann Arbor, 1981, p. 49. 
152 See Pennington, The Spanish Baroque Guitar…, Ann Arbor, 1981, p. 53. 
153 Ruiz de Ribayaz, Luz y norte musical…, Madrid, 1677, facsimile Minkoff, 1976. This date is given by Tyler as 1676 in 
his list: “Sources of Spanish Guitar Music in Spain, Portugal, and the New World” Tyler and Sparks, The Guitar and its 
Music…, 2002, in paperback 2007, pp. 161–164. 
154 A translation of the passage on p. 11 of Ruiz de Ribayaz, Luz y norte musical…, Madrid, 1677, appears in Hall, ‘The 
Stringing of the 5-Course Guitar’, accessed 1 May 2008. 
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A scale with overlapping notes like a harp can be played using the five open strings or their 

octaves in the order: three (g); five (a, octave); two (b, unison); three (stopped c1); four (d1, 

octave); one (e1, single) as follows:  

 

Example 23. Playing a hexachord on mainly open strings 

Removing the two bass strings results in the loss of the bass register, but gives an even more 

perfect legatissimo to this scale, which is obviously a compromise. The idea that Sanz’s 

music could be played on a guitar with bourdons was attempted by Ruiz de Ribayaz in 1677. 

In 1980, Tyler describes the Sanz pieces selected by Ribayaz as  

“…altered for use on a guitar with bourdons on the fourth and fifth courses. [Ruiz de 
Ribayaz] …leaves out all the sections of Sanz’s pieces which use the special idioms 
requiring the re-entrant tuning, and thus has the dubious distinction of being the 
forerunner of modern editors who similarly distort Sanz’s music today.155 

In a subsequent revision of this opinion in 2007, Tyler rewrites this passage as follows: 

Ruiz de Ribayaz’s book deals with the rudiments of mensural notation and tablature for 
the guitar and harp, and includes music for both instruments. The guitar music consists 
mainly of pieces by Gaspar Sanz that have been ‘reworked’ by Ruiz de Ribayaz—which 
is to say, he eliminated all the difficult sections and, because his book is intended for a 
guitar with bourdons on the two lower courses, the campanelas as well. To make matters 
worse, his Italian tablature is full of errors….156 

On the other hand, Ribayaz was writing about “…the rudiments of mensural notation and 

tablature…” probably making the playing of campanelas on the octave strings too difficult 

for his readers. The preference of Sanz for “thin strings”157 did not prevent guitarists in Spain 

from playing campanelas on the octave strings, using a guitar with bourdons.  

                                                 
155 James Tyler, The Early Guitar A History and Handbook, Early Music Series: 4. London: Oxford University Press, 1980, 
pp. 51 and 132.  
156 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 154. 
157 Sanz, Instrucción de música…, Zaragoza, 1697, facsimile Minkoff, Geneva: 1976. Starting at p. 1a “Regla Primera de 
Encordar…”. 
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Re-entrant Stringing in France and Italy 
In France Sylvia Murphy claims the earliest French tuning of a five-course guitar to be in the 

manuscript by Jacques Cellier dated c. 1583–1587, which gives François Merlin’s guitar 

tuning in staff notation.158 The example shown below (intervals and string numbering by me) 

shows a re-entrant fifth course, implying two strings in unison; an octave fourth course; third 

and second courses in unison and a single first string, giving the notes gg cc1 ee aa d1: 

 

Example 24. François Merlin: stringing indication 

If we disregarded the re-entrant tuning and inverted initial fifth, the intervallic arrangement of 

4th / 3rd / 4th / 4th would be that of the first five courses of a Renaissance lute, not of the guitar: 

 

Example 25. Renaissance lute tuning is unison stringing 

The intervals between the courses of a guitar are 4th / 4th / 3rd / 4th (from low to high), giving 

the notes aa dd1 gg bb e1. Transposed down a tone down, this is gg cc1 ff aa d1 not gg cc1 ee 

aa d1 in the Merlin example. His scheme give the first five strings of a lute a fourth lower, 

which requires a lowered scordatura third course on a guitar. It appears Jacques Cellier knew 

that guitars removed the first course of a lute (its highest string becoming d1), but assumed 

the intervals to be those of the first five strings of a lute in the intervals: 4th / 3rd / 4th / 4th.  

Luis de Briçeño, the Spanish guitarist who lived in Paris for at least four years, is credited 

with reviving interest in the guitar in France.159 He used fully re-entrant stringing, probably 

acquired from Italy, but suggesting that this stringing may have entered France from Spain: 

                                                 
158 Jacques Cellier, Ms. Fr. 9152, Bibliothèque National, Paris, c. 1583–1587. Not seen by me, quoted in Murphy, ‘The 
Tuning of the Five-Course Guitar’, 1970, pp. 5–6 and p. 61 note 6. 
159 Briçeño, Método mui facilísimo…, Paris, 1626, facsimile Geneva: Minkoff, 1980, quoted in Murphy, ‘The Tuning of the 
Five-Course Guitar’, 1970, pp. 50–51. 
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Example 26. Fully re-entrant stringing 

The use of this stringing in France is confirmed in 1636 by Marin Mersenne in Paris,160 who 

cites Briçeño and the 1627 book of Giovanni Ambrosio Colonna (who also used it).161 In 

France, the double re-entrant stringing prevailed until its last use by Antoine Carré in 1671. 

He may also have been the first French guitarist to use a bourdon on the fourth course only: 

 

Example 27. Re-entrant stringing: a single bourdon on the fourth course 

By the second quarter of the seventeenth century two types of re-entrant stringing had 

entered the consciousness of the rest of Europe through Italian guitarists, by far the most 

influential was Corbetta,162 who arrived in Paris in 1656.163 Pierre Trichet in his treatise c. 

1640164 recommends bourdon basses on both the fourth and fifth courses, but this was not 

widely used in France. In the last quarter of the seventeenth century a bourdon on the fourth 

course and a re-entrant fifth course became the dominant in France and was used by: Antoine 

Carré in his Livre de guitarre (Paris, 1671), possibly under the influence of Corbetta; Robert 

de Visée in his Livre de guitarre (Paris, 1682); Nicolas Derosier, Les principes de la guitarre, 

(Amsterdam: 1690); François Le Cocq, in the manuscript copied in 1730 by Jean-Baptiste de 

Castillion; and François Campion, who extending this into the eighteenth century.  

A full survey of stringing has been compiled by Monica Hall, who finds the only clear 

stringing instructions in Italy are in Girolamo Montesardo, Nuova inventione d'intavolatura, 

(Florence: 1606); Benedetto Sanseverino, Il primo libro d'intavolatura, (Milan: 1622) and 

                                                 
160 Marin Mersenne, Harmonie Universelle, contenant la Théorie et la Pratique de la Musique, Paris: Sebastien Cramoisy, 
1636, Livre Second des Instruments, p. 95, quoted in Murphy, ‘The Tuning of the Five-Course Guitar’, 1970, p. 51. 
161 Tyler and Sparks, The Guitar and its Music…, 2002, pp. 103–106 and Tyler’s Appendix II, ‘Sources of the Specific 
Information on the Tuning and Stringing of the Five-Course Guitar’, pp. 184–186. 
162 See Craig H Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist of the Early Eighteenth Century (with) Volume 
Two: Transcription and Translation of Santiago de Murcia’s Complete Works’, Chapel Hill: University of North Carolina, 
doctoral thesis, conferred in 1981, University Microfilms International 8211645, Chapter I, pp. 1–30. 
163 Tyler and Sparks, The Guitar and its Music…, 2002, p. 108.`` 
164 Francis Lesure, ‘Le Traité des Instruments de Musique de Pierre Trichet’, cited in Murphy, ‘The Tuning of the Five-
Course Guitar’, 1970, p. 52. 
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Ferdinando Valdambrini, Libro primo d'intavolatura di chitarra (Rome: 1646), with a second 

volume in 1647.165 Of these, Montesardo in 1606 and Sanseverino in 1622 used bourdons on 

the fourth and fifth courses. The other descriptions provide tuning checks that are ambivalent 

about whether the compared notes are octaves or unisons. Full re-entrant tuning with both 

bourdons up an octave was probably the dominant stringing in Italy until 1630, making it 

possible that it was used by Fabritio Costanzo: Fior novello, Libro primo, (Bologna: 1627); 

Girolamo Foscarini: Intavolatura de chitarra spagnuola. Libro secondo, (Macerata: 1629); 

Ludovico Monte: Vago fior di virtu dove si contiene il vero modo per sonare la chitarriglia 

spagnuola (Venice: ca.1625), and Giovanni Battista Abadessa: Corona di vaghi fiori, Venice: 

(Magni, 1627).  

The next generation to use full re-entrant tuning in Italy begins with Valdambrini in 

1646; it is likely that it was used in the later book by Abadessa, Intessitura di varii fiori, 

(Rome/Lucca: 1652), and Sanz describes the use of this tuning in Rome in 1674 by Lelio 

Colista and others—it is possible at this late stage that an octave string may have been added 

to the third course by these players. A separate strand of players who used a bourdon on the 

fourth course and a re-entrant fifth course in Italy seems to be most strongly associated with 

Corbetta, who, in La guitarre royalle (Paris: 1671), specifies this tuning as required for the 

bass. Hall quotes the Italian introduction to this work at page 3: 

Averti di mettere una piciol ottava alla seconda corda que e D sol re perche li dui 
unissoni non fanno armonia, come anche le mie sonate lo ricercano… 

Take care to put a thin octave on the second string which is D sol re, because the two in 
unison do not make the harmony which my sonatas [strive] for.166 

Corbetta is not so clear in his earlier books: De Gli Scherzi Armonici, 1639, uses a tuning 

chart without written instructions; similar charts are used in Varii Capricii per la Ghittara 

spagnvola, 1643; and Varii scherzi di Sonate per la Chitarra Spagnola, 1648. Hall concludes 

that this tuning was, however, “…probably the one he used himself throughout his career”.167 

                                                 
165 Hall, ‘The Stringing of the 5-Course Guitar’, accessed 8 March 2010. 
166 Translated by Hall, ‘The Stringing of the 5-Course Guitar’, accessed 8 March 2010. 
167 Hall, ‘The Stringing of the 5-Course Guitar’, accessed 8 March 2010. 
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ALFABETO AND THE SPANISH GUITAR 
Sor based his system of harmony on the puntos or alfabeto chords he learned as a child and 

later combined with keyboard thoroughbass learned at the Montserrat Escolanía. The chords 

may have been those of Dr Amat of Monistrol, a little town below the Escolanía. Thomas 

Christensen describes these puntos or alfabeto chords for the guitar: 

As unpretentious as rasgueado music was, its theoretical implications were profound: 
music was now conceived and taught as consisting of chordal entities that were self-
sufficient and combinable in permutations independent of contrapuntal or modal control. 
Amat describes chords as “raw material” for the guitarist, comparable to “the colours of 
the painter, with which one can mix in any way and in whatever key, jumping from one 
to another.” His radically new view of the compositional process differs from that 
articulated by those other pioneers of triadic theory from the early 17th-century: 
Burmeister, Harnisch, and Lippius. For all their emphasis upon chords as fundamental 
constituents of music, these German theorists still treat triads as implicitly subordinate to 
intervallic/contrapuntal features: triads derive from the harmonic or arithmetic division 
of a perfect fifth and are disposed according to a two-voiced (bassus/discant) 
contrapuntal framework.168  

Amat’s little book is an harmonically based reorganisation of Italian alfabeto. The Italian 

alfabeto system had its roots in four-course guitar traditions that first flourished in Naples 

with the rise of Italian monody in the sixteenth century,169 for which the little chitarra used 

for this purpose required chords that reflect an earlier state in the development of harmony 

because of their arrangement, which is determined by the order in which the accepted uses of 

chords evolved. Christensen explains: 

Most 17th-century guitarists were either ignorant or unconcerned with such theoretical 
matters. For them, chords were liberated from any voice-leading constraints and became 
autonomous building blocks. Rasgueado playing thus offered the adventuresome 
guitarist unprecedented freedom to test new harmonic relations.170 

This is the general picture as regards the development of harmony, the view that “…guitarists 

were either ignorant or unconcerned…” with “…contrapuntal or modal control…” of their 

music or that guitar chords were “…independent of contrapuntal or modal control…” is 

better ascribed to earlier four-course guitar and the early instances of the fully re-entrant new 

five-course Spanish guitar, it does not explain what the better guitarists did with their chords. 

A preoccupation with chords did not eradicate the contrapuntal and modal rules that would 

later evolve into the voice-leading rules of the new discipline called ‘harmony’. Almost from 

                                                 
168 Thomas Christensen, ‘The Spanish Baroque Guitar and Seventeenth-Century Triadic Theory’, Journal of Music Theory 
36/1, 1992, pp. 1–42 at p. 8. The quote is from Amat, Guitarra Española…, Lerida, 1626, p. 23. 
169 See the brief discussion in Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, pp. 37–45 citing the 
main sources. 
170 Christensen, ‘The Spanish Baroque Guitar…’, 1992, p. 8. 
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the outset, guitarists exhibited a concern for these conventions in the thoroughbass tutors they 

included in their books, and even in the alfabeto chords themselves, which are made up 

according to widely accepted theoretical precepts and values.  

The first printed source of Italian alfabeto is Girolamo Montesardo in 1606,171 but Tyler 

found manuscript sources in Italy from as early as 1580.172 The library of Italian alfabeto 

chords and their arrangement seem to have developed in the order accidentals were added to 

the gamut suggesting it was an earliest collection of such chords. The system used by Amat is 

a later analytical refinement of these chords expressed as a circle of fifths, which shows how 

advanced Spanish thought on the subject was. Nevertheless, between c. 1602 to 1629173 

Italian alfabeto was used everywhere, even in Spain (where it was much later used by Gaspar 

Sanz and Santiago de Murcia). 174 The advantage of alfabeto chords is that they apply to 

guitars strung in any arrangement of re-entrant stringing. Analyses of these chords need to 

take account of this variety in stringing, which generates fewer voice-leading anomalies if it 

is correctly identified. Guitarists were educated in the same way as other musicians and must 

have had similar sensitivities to the conventions of the day. Voice-leading implications—

however rudimentary—exist in the charts of Montesardo in 1606175 and can be seen to have 

become more sophisticated in the chart of Giovanni Paolo Foscarini c. 1632176 as plucked 

tablature and alfabeto were mixed.  

Christensen’s transcription of the Montesardo chart in the following example does not 

include the octave and unison doublings of each course, therefore simplifying the chords, but 

it gives a good idea of its apparent randomness. This is the earliest printed instance of this 

kind of chart, which may represent a fairly late stage in its development, four-course guitar 

charts (if any could be found) may add to our understanding of the principles: 

                                                 
171 Girolamo Montesardo Nuova inventione d’intavolatura per sonare li balletti sopra la chitarra spagnuola…, Appresso 
Christofano Marescotti, Florence, 1606. Christensen, ‘The Spanish Baroque Guitar…’, 1992, p. 8. 
172 The Bologna partbook in Bologna Biblioteca Universitaria (I-Bu MS 177/IV) has alfabeto symbols above sixteen of the 
forty canto parts as discussed in full in Chapter 5, ‘Italy: The Role of the Guitar in the Rise of Monody’, Tyler and Sparks, 
The Guitar and its Music…, pp. 37–45. 
173 Sylvia Murphy, ‘Seventeenth-Century Guitar Music: Notes on Rasgueado Performance’, Galpin Society Journal, vol. 21, 
March 1968, pp. 24–32, at p. 25; Tyler, The Early Guitar: A History and Handbook, Early Music Series: 4. London: Oxford 
University Press, 1980, p. 40, suggests 1606–1629. 
174 Later editions of Carles Amat’s book with the Catalan Tractat breu supplement have pictures of the chords with the 
Italian alfabeto names added to them. The earliest copy in this form Monica Hall says “…would date form between 1703 
and 1713.” Hall, Joan Carles Amat, Guitarra Española, Gerona, c. 1761, facsimile Monaco, 1980, Introduction p. [ii]. 
175 See Tyler and Sparks, The Guitar and its Music…, pp. 52–57. 
176 Giovanni Paolo Foscarini, I quatro libri della chitarra spagnola, Rome, c. 1632; see Tyler, The Guitar and its Music…, 
1980, pp. 42–44 and p. 127. 
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Example 28. The alfabeto chords of Girolamo Montesardo, Florence, 1606 transcribed by Thomas Christensen, 
‘The Spanish Baroque Guitar…’, 1992: p. 9 

A later development of the same standard alfabeto chords can be seen in Foscarini’s chart 

(below), which has an upper panel with a corresponding set of chords, and a lower panel that 

has same chords with “+” signs added to them to indicate alfabeto dissonante, which, as the 

name suggests, was innovation that added basic dissonances like suspended fourths or added 

sevenths to existing triadic alfabeto chords. This became standard practice in guitar books in 

which there was less agreement as to dissonances used or how they might be resolved.177 

                                                 
177 Sanz later referred to such chords as falsas, in Sanz, Instrucción de música…, Zaragoza, 1697, facsimile Minkoff, 
Geneva: 1976. 
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Example 29. Giovanni Paolo Foscarini I quatro libri della chitarra spagnola in Tyler, 1980, p. 69. (Later 
Books 1–4). Books 1–3 were published c. 1630 (Tyler and Sparks, The Guitar and its Music…, 2002, in 
paperback 2007, p. 65). The alfabeto dissonante is in the lower panel and plain alfabeto in the upper panel 

A close examination of these two alfabeto charts shows that the chord “A” in the 

Montesardo chart of 1606 differs slightly from chord “A” in the Foscarini chart c. 1632. This 

suggests the chords had not yet stabilised as a universal set. Foscarini used a bourdon on the 

fourth course, which means that letter “A” has a fourth in the bass (second inversion): 

 

Example 30. Giovanni Paolo Foscarini I quatro libri della chitarra spagnola detail. Note “A”—“B” is 
equivalent to V—I and avoids parallel octaves. From Tyler 1980, p. 69 
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This chord has an octave d1 with the fourth course d; the third course has unison gg; the fifth 

course sounds a unison bb, a third higher than the third string g; the second course doubles 

the fourth course octave sounding d1d1; and the first course has a g1. Montesardo’s alfabeto178 

differs at letter “A” on the second line of the tablature, which has an open second string bb, 

this is shown by “0” instead of “3” as follows:  

 

Example 31. The alfabeto chords of Girolamo Montesardo, Florence, 1606, in the transcription without doubled 
strings by Thomas Christensen, ‘The Spanish Baroque Guitar…’, 1992: p. 9 

Montesardo, in contrast to Foscarini, used bourdons on the fourth and fifth courses,179 as 

shown in Christensen’s transcription without paired strings. The chord at letter “A” has a low 

B on the fifth course in the bass paired with an octave b, so that the third is in the bass, 

making a first-inversion chord.  

Using these two charts, I have taken a simple chord change from “A” to “B” (say V—I in 

C major in modern terms) to look at the triadic clusters that result to illustrate the effect of the 

two different stringings,180 the chords being strummed in a single up or down stroke. The 

chord sequence “A”—“B” can occur in any number of progressions and keys, but will always 

generate voice leadings and doublings that are determined by the differences in the respective 

chord charts: 

 

Example 32. The Montesardo alfabeto (left) and Foscarini’s alfabeto (right), with doubled strings of each 
course indicated with diamond-shaped note-heads and stemmed by course 

                                                 
178 In Tyler and Sparks, The Guitar and its Music…, 2002, p. 53. 
179 According to Tyler and Sparks, The Guitar and its Music…, 2002, p. 185. 
180 Bear in mind that the first string is always single and octave or the unison pairs are shown stemmed together in diamond 
shaped notes. 
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The first chord in the Montesardo example could be a V6
3 chord with a doubled leading note, 

which Foscarini has as a V6
4 chord—his re-entrant fifth course raising the lowest note an 

octave and tightening the triadic cluster. Expanding this to show the voice-leading between 

the two chords, we have two staves with unison and octave strings indicated by diamond-

shaped note-heads with the courses distinguished by the stemming: 

 

Example 33. The Montesardo alfabeto chords “A” and “B” (shown on the left) are notated for a guitar strung 
with a bourdon on the fourth and fifth strings. The example on the right shows the result in the slightly 
modified versions the alfabeto chords in the Foscarini chord chart  

The Montesardo chords (imagined in C major as V6—I or in G major as I6—IV) have a 

heavily doubled seventh degree resolving upwards. Altering the “A” chord to its Foscarini 

form eliminates the seventh-degree parallel octaves between fifth and second courses and so 

improves the voice leading. The octaves on each course may be understood as resembling a 

combination of a 4-foot and 8-foot register on an organ. Shortly before Montesardo, in 1596, 

Amat utilises the Foscarini chord doubling, as does every subsequent chart that I have seen, 

which is an indication of a sensitivity to contrapuntal conventions in the movement between 

chords even in alfabeto charts. Foscarini avoids doubling of the seventh degree in the letter 

“A” chord by swapping a third for a fifth. His stringing creates a V6
4—I6 progression in a 

tighter cluster, which obscures grammatical flaws, hides inversions and reduces the impact of 

parallel octaves and unisons. These faults are also mitigated by the qualities of different 

strings—on a guitar, different strings signify different voices—subtleties valued mainly by 

guitarists. I believe that it is important to recognise that voice leading and note doublings 

were of concern to guitarists from the start and re-entrant stringing in all its forms led to 

different levels of grammatical compliance in chord changes. 

Guitar chord clusters were conceived as harmonic units of thought for which guitarists 

were compelled to establish rules of use. The Spanish tuning using a corrected Montesardo 

chord at letter “A”, for example, produces a more polarised bass/melody result than the 
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Foscarini cluster, which masks the counterpoint. The bourdons used in Spanish stringing 

incline the guitar in Spain towards a bass/melody polarity that was a feature of Italian 

archlute music, which had the strong bass and widely spaced melodic registers important for 

harmony. In Italy and France, the fifth course of the guitar was usually strung in the manner 

of Foscarini after 1630, giving it little or no polyphonic capacity in the continuo, and leaving 

that task to the archlute, theorbo or a keyboard instrument. The retention of the basses on the 

fifth and fourth courses in Spain enabled the guitar to develop a more defined bass register 

and to play with a fuller and more polyphonic texture in continuo accompaniments.  

By 1630 Montesardo’s triadic alfabeto chords were not sufficient for Foscarini, who then 

added carefully controlled dissonances to standard alfabeto charts. The dissonante chord he 

adds at letter “C+” is a D-major chord with a suspended fourth on the top course; the ordinary 

letter “C” is a D-major chord, which contains the note of resolution for this 4–3 suspension. 

The dissonante chord “I+” has a suspended fourth on an A major chord, which resolves on the 

ordinary “I” chord. The dissonante “B+” chord differs from these three by showing the fairly 

extreme double dissonance of a minor seventh (b♭) and a suspended fourth (f1) over a C 

major chord, suggesting that this was intended to be used in the alternative: either the b♭ 

minor seventh resolving onto letter “G” (an F-major chord); or the f1, forming a suspended 

fourth over a letter “B” (a C-major chord) resolving onto the ordinary “B” chord. Although 

the resolutions are not indicated, it is highly likely that they were expected to be grammatical 

according to thoroughbass the grammar Foscarini was using.  

At the end of the eighteenth century, Sor would do the same thing by adapting his chord 

vocabulary derived from thoroughbass to create puntos on his six-string guitar. Christensen 

describes these alfabeto chords as “…a nightmare of parallel perfect consonances, and 

dissonances that are doubled, unprepared and unresolved.”181 In modal terms this is true, but 

by the 1630s guitarists were no longer itinerant street musicians and had begun to wrestle 

with the grammatical challenges of their instruments within the new harmonic discipline of 

thoroughbass, to which they would be forced to pay increasing attention.  

The Spaniard Luis de Briceño used his Castilian system of alfabeto notated in French lute 

tablature in his method published in Paris in 1626.182 Briceño composed mainly in the 

strumming style. In 1640, the treatise Nuevo modo de cifrar para tañer la guitarra… was 

                                                 
181 Christensen, ‘The Spanish Baroque Guitar…’, 1992, p. 20. 
182 Briceño, Método mui facilísimo…, Paris, 1626. 
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published by the Portuguese guitarist Nicolao Doizi de Velasco183 as an entirely theoretical 

text without any works for guitar. Neil Pennington says his main contribution was the 

musical circles he devised, after an early example by Amat, to pass through all the keys by 

different intervals and return to the beginning.184 The Labyrinths of Gaspar Sanz were based 

on the same principle.  

Thoroughbass rules began to appear in alfabeto handbooks in the mid-seventeenth 

century 185 as plucked or punteado music began to appear in tablature. Thoroughbass guides 

were included in the alfabeto books published in Italy by Foscarini in 1640,186 Corbetta in 

1643187 and Granata in 1659.188 In France they appeared in Carré in 1671,189 Grénerin in 

1680,190 and Derosier in 1689,191 culminating in a full treatise by François Campion that 

included his “Règle des Octave” in 1716.192 In Spain, Velasco in 1640,193 Sanz in 1674,194 

and Ruiz de Ribayaz in 1677,195 all included thoroughbass sections, but the most thorough 

treatise was that of Santiago de Murcia in 1714.196 Nicola Matteis published his treatise in 

Italian in 1680,197 and in 1682 he re-used his Italian plates for the revised English edition.198 

This was substantially earlier than either Murcia in Spain or Campion in France. In general, 

the complexity of the theory that was applied to the guitar increases over time, culminating in 

substantial final treatises on thoroughbass by the last players of the instrument. 

                                                 
183 Doizi de Velasco, Nuevo modo de cifra…, Nápoles: c. 1640; 
184 Pennington, The Spanish Baroque Guitar…, Ann Arbor, 1981, p. 90. See his Chapter 4, ‘The Musical Circle and Musical 
Labyrinth’. 
185 See Murphy, ‘Seventeenth-Century Guitar Music…’, 1968, pp. 24–32. 
186 Giovanni Paolo Foscarini, Li cinque libri della chitarra alla spagnuola…, Rome, 1640 and Inventione di toccata sopra la 
chitarra spagnuola…, Venice, 1649. This is a Venetian reprint of the 1640 edition according to Tyler The Early Guitar A 
History and Handbook, Early Music Series: 4. London: Oxford University Press, 1980, p. 44. 
187 Francesco Corbetta, Varii capricii per la ghittara spagnuola…, Milan, 1643; Varii scherzi di sonate per la chitarra 
spagnuola…, Brussels, 1648; La guitarre royalle dédiée au roy de la Grande Bretagne, Paris, 1671. 
188 Giovanni Battista Granata, Soavi concenti di sonate musicali per chitarra alla spagnuola, opera quarta…, Bologna, 
1659. 
189 Antoine Carré, Sieur de la Grange, Livre de guitarre contenant plusieurs pièces, Paris, 1671. 
190 Henri Grénerin, Livre de guitare et autres pièces de musique meslées de symphonie avec une instruction pour jouer la 
basse continue, Paris, 1680. 
191 Nicolas Derosier, Nouveaux principes pour la guitarre, Paris, 1689. 
192 François Campion, Traité d’accompagnement et de composition selon la Règle des Octave, Paris, 1716. 
193 Doizi de Velasco, Nuevo modo de cifra…, Nápoles: c. 1640. 
194 Sanz, Instrucción de música…, Zaragoza, 1697, facsimile Minkoff, Geneva: 1976.  
195 Ruiz de Ribayaz, Luz y norte musical…, Madrid, 1677, facsimile Minkoff, 1976. 
196 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980.  
197 Nicola Matteis, Le False consonanse della musica per poter’ apprendere a toccar da se medecimo la chitarra sopra la 
parte, London, c. 1680, copy in Paris, Thibault Library. English translation by Nicola Matteis using the plates from the 
Italian edition as The False Consonances of Musick, dated 1682. Facsimile of copy in Glasgow University Library, Nicola 
Matteis The False Consonances of Musick (1682), Monaco: Chanterelle, introduction by James Tyler, 1980. 
198 Matteis, The False Consonances of Musick, London, 1682, facsimile Chanterelle, 1980. 
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Nicola Matteis was an Italian violinist and guitarist. Tyler suggests he was from Naples 

and moved to London in “…the early 1670s”.199 He points out that there was also a “vast 

repertory” of music for voice and guitar in Italy that consisted of “…a figured-bass line with 

guitar alfabeto above the vocal line…” and continues: 

Most of the songbooks printed in Venice by Vincenti provide a chart that correlates the 
notes of a bass line with the appropriate alfabeto letter (chord) to play over it. Nicola 
Matteis’s book is probably the most useful and detailed of the continuo treatises of the 
period.200 

Matteis is probably the best example of Italian thoroughbass practice on the guitar in the last 

quarter of the seventeenth century. In the early years of the century, guitarists applied the 

chords to a bass in a haphazard way, using basic rules of thumb, but as the century 

progressed, voice leading on the guitar became ever more important. Matteis seeks to 

reconcile alfabeto chords with thoroughbass principles by offering in his title to explain the 

figures and the chords and “…how to apply them in their proper places” on the guitar. His 

title is: 

The False Consonances of Musick Or Instructions for the playing a true Base upon the 
Guitarre, with Choice Examples and clear Directions to enable any man in a Short time 
to play all Musicall Ayres, A great help likewise to those that would play exactly upon 
the Harpsichord, Lute or Base=Violl, shewing the delicacy of all Accords and how to 
apply them in their proper places In Foure Parts By Nicola Matteis.  

His main purpose was to address faulty chord choice and examine voice leading. Although he 

considers the guitar bound by the same contrapuntal and harmonic conventions as other 

instruments, his voice-leading would never be described as polyphonic; each chord change is 

a local event requiring the proper resolution of sensitive notes like sevenths. On the staff 

above his realisations in tablature there is a figured-bass line, showing how he applied the 

guitar to this task. His guitar was strung in the French way: 

 

Example 34. Single bourdon on the fourth course 

Tablature and alfabeto are deceptively simple systems for notating music with a simple 

surface hiding a complex praxis. It is a fallacy to date the use of special techniques to their 

                                                 
199 Matteis, The False Consonances of Musick, London, 1682, facsimile Chanterelle, 1980, Introduction, James Tyler, p. iii. 
200 Tyler and Sparks, The Guitar and its Music…, 2002, p. 80, note 65. 
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appearance in a score. Grammatical ‘faults’ in the music must have been addressed by 

players daily. Instructions to strum all the strings in alfabeto are contradicted by dots of 

omission that began to appear in the tablatures of Corbetta, Visée, Matteis and others, striking 

dissonant notes from a chord clarifying voice-leading. This technique was used long before it 

was indicated in the tablature.201 Matteis provides an example:  

 

Example 35. Matteis, The False Consonances of Musick, London, 1682, facsimile Chanterelle, 1980, p. 27, in 
French tablature with a largely strummed realisation by Matteis.  

This extract is from the part entitled “Ayres for a Guitarre either with a Base or without”202 at 

page 3. Dots of omission are on the fifth course at bars 3, 4, 7 and 9, where only four courses 

were to be strummed.  

The first-inversion chord in bar 3 (third beat) has a dot of omission to silence the a on the 

fifth course from the previous chord. There is, however, no need to silence this note as it is 

higher than the bass d on the fourth course. It appears that unless he was using a bourdon on 

the fifth course, Matteis was ‘thinking’ this note in the bass, causing a second-inversion chord 

and silencing it for this reason. In bar 4 and bar 7 (third beat) the figured-bass has a 4–3 

suspension over a minim g. The G-major chord written out in tablature is a variation of letter 

“A” with suspended fourth, in second inversion with d in the bass. A dot of omission in the 

tablature removes the fifth course A on account of dissonance. The resolution at bars 5 and 8 

is the C-major chord letter “B”. The 4–3 suspension resolves appropriately, but the lowest 

                                                 
201 See Robert de Visée, Livre de Guitarre dédiée au Roy, Gravé par Hierosme Bonneüil, Paris, 1682, pp. 8–9; in the critical 
edition by Hélène Charnassé, Rafael Andia, and Gérard Rebours, Robert de Visée Les Deux Livres de Guitare, Paris 1682 et 
1686 La Guitare en France à l’Époque Baroque Transcription de la Tablature et Interprétation, [Paris]: Editions 
Transatlantiques assisted by the Centre National du Livre, [Paris], 1999, pp. 53–55 and 94–96. 
202 The Italian plate from an earlier edition in Italian by Nicola Matteis, Le False consonanse della musica per poter’ 
apprendere a toccar da se medecimo la chitarra sopra la parte, London, c. 1680, copy in Paris, Thibault Library. 
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note in the figured bass has a minim g with a, which Matteis has realised in the tablature by 

using the bass d and the notes c1–b above it to form what is a 7–6 suspension in reality. 

Matteis therefore imagines a G-major chord and is satisfied by alfabeto chord “A”, which he 

ornaments with a suspended fourth resolving to a third. In fact the bass note on the fourth 

course of his guitar is d, which causes a 7–6 suspension instead. This shows that Matteis 

‘thinks’ the alfabeto chord “A” with a 4–3 suspension above the triad root. He therefore does 

not think of the actual bass in his tablature as the note d, which forms a 6
4 chord on G. In 

playing sopra la parte Matteis disregards the inversion, imagining the bass part from the 

alfabeto chord root, not the actual bass that he plays.  

Also in the above example, the first chord, as it is notated in the French lute tablature, is 

the alfabeto letter chord “A” which has been written out with only three letters and the 

adjacent crotchet in the staff indicating strums across all five course with down and up stems. 

The intermediate letters for the open strings are not given in the tablature but are nonetheless 

played. The accompaniment mainly consists of strummed alfabeto chords with plucked notes 

in between. Matteis describes these examples as: “Some Easy Bases for a Beginner to learn to 

play his Part”. The re-entrant tuning of a bourdon on the fourth course makes the d (middle-

line bass clef) the lowest available bass note, so lower notes had to be played an octave 

higher. With some flexibility, the other figures are realised fairly strictly in this arrangement, 

but the accompaniment cannot be described as polyphonic.  

In his introductory note “To the Reader” in 1682, Matteis describes the special place of 

the guitar in the continuo section in the following way: 

The Guitarre was never so much in use & credit as it is at this day, & finding it emproved 
to so great a Perfection it is my present design to make it company for other Instruments. 
…[E]very body knows it to be an imperfect Instrument & yet finding upon experience 
how agreeable a part it bears in a consort I have composed severall Pieces both for ye 
practice & enformation of those that would make use of it with ye Harpsecord, Lute, 
Theorbo, or Bass-Viol…203 

He continues describing his guitar as an “imperfect” instrument because of its lack of bass 

notes. In discussing what the guitarist should do when a bass part leaps down an octave out of 

the range of the instrument, Matteis writes: 

Oftentimes you will find notes that skipes eight down or eight up in this manner, in such 
a case you may make use of ye same note without skipping for too reasons, one being for 
ye conveniency of your hand & ye other because the Guitarre has few eights.204 

                                                 
203 Matteis, The False Consonances of Musick, London, 1682, facsimile Chanterelle, 1980, p. [ii] the preliminary pages are 
not numbered. 
204 Matteis, The False Consonances of Musick, London, 1682, facsimile Chanterelle, 1980, p. 9. 
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His solution for the ‘skipping’ of an octave in the bass was to repeat the note that drops an 

octave. In his ‘Esempio Fasile’ (above) the Matteis realisation remains reasonably correct.205 

The guitar plays some bass notes, but leaves responsibility for the whole part to other 

members of the continuo group. Nicola Matteis considered the guitar to be “imperfect” for 

having too few “eights” for continuo playing but that never held him back.  

Guitarists confronted by the earliest alfabeto charts addressed the problems of voice 

leading in a long tradition of basic adherence to the grammatical rules of thoroughbass. 

Techniques like selective strumming and the stopping of strings show that they were attuned 

to the harmonic conventions of the time and were continually enjoined to apply the rules of 

thoroughbass in their alfabeto manuals. In playing sopra la parte on a guitar in the manner of 

Matteis, the bass would have been provided by a violoncello, viola da gamba,206 violone or 

wind bass instrument.207 The harmony would typically have been provided by an organ, 

another keyboard instrument, or by a theorbo or archlute—the guitar being added as a 

colourful adjunct. This combination of continuo instruments left the guitar relatively free, in 

that it did not need to provide a complete bass part.208 Playing above the part on the guitar in 

France or Italy meant that voice leading became grammatically analogous to the role of the 

right hand of a keyboard instrument.  

THE SPANISH CONTINUO GUITAR 
The use of the guitar as a polyphonic instrument in the continuo in Spain is of the greatest 

importance to its history as a self-sufficient instrument capable of bass, harmony and melody, 

which is an idea that first originated in Spain. Cristina Bordas, in her article on the “arpa de 

dos órdenes”, describes the role of the guitar as follows: 

The leading role played by the harp in the Spanish Baroque is closely related to the 
particular characteristics of organological development in some Spanish instruments, 
which diverged from the pattern found throughout the rest of Europe. In general terms, 
one of the causes of this separate development can be traced to the tradition, revered 

                                                 
205 See Jennie Congleton, ‘The False Consonances of Musick’, Early Music, vol. 9/ 4, Plucked-String Issue 2, October 
1981, pp. 463–469. 
206 In some circumstances the name refers to a ‘double bass’. The term ‘violone’ was not used in France in the sixteenth and 
seventeenth centuries where ‘basse de viole’ or ‘basse de violon’ were used. Michael D. Greenberg defines the double bass 
as “any string instrument whose function is consistently to double or perform the bass line an octave below notated pitch”. 
This quote from the Prologue, ‘Perfecting the Storm: The Rise of the Double Bass in France, 1701-1815’ in The Online 
Journal of Bass Research, Volume 1/1, July 2003 at <http://www.ojbr.com/archive.html>, accessed 19 May 2008. 
207 See Greenberg, ‘Perfecting the Storm…’, 2003, <http://www.ojbr.com/archive.html>, accessed 19 May 2008.  
208 See Christensen, ‘The Spanish Baroque Guitar…’, 1992, p. 23. 
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among Spanish musicians, of the ‘trio’ of polyphonic continuo instruments—the organ, 
harp and vihuela (or guitar)—during the 16th to the early 18th centuries.209  

The inclusion of the “vihuela (or guitar)” in this list of “polyphonic continuo instruments” is 

made possible by the stringing of the Spanish guitar with bordones on both the fourth and 

fifth courses for that purpose. Nicola Matteis’s conception of the role of the guitar with a 

single bourdon in the continuo as illustrated in his treatise, and as used by Italian and French 

players of that time, cannot be described as “polyphonic” in the same way as it can in Spain. 

In describing the guitar in Spain as a “polyphonic” continuo instrument, Bordas gives the 

main reason for bordones being considered essential for accompaniment. Gaspar Sanz used 

full re-entrant tuning for his solo compositions acknowledging that this was not suitable for 

the polyphonic role of the guitar in continuo. His 1674 collection of works for solo guitar 

includes instructions for thoroughbass accompaniment and may have intended bordones and 

also have retained octave stringing for that purpose, this was a traditional Spanish practice at 

that time. The solo works of Francisco Guerau (1649–1722) after the old vihuela music, may 

have been considered orthodox and conservative at the time, whereas the solo music of Sanz 

(1640?–1710?) brought to Spain from Rome, where considered by him to be the modern way 

of composing. Santiago de Murcia (1673–1739) was of the next generation and may have 

learned with Guerau—the only guitarist he mentions—or he may have learned with Sanz, 

who had returned to Spain by 1674. It is clear from his music that he was influenced by both 

of them taking it upon himself to create a synthesis of their styles by using Sanz campanelas 

and composing strictly orthodox Spanish pasacalles modelled on Guerau. Stringing the guitar 

with bordones for accompaniment enabled players like Murcia to conform more strictly with 

voice-leading rules of the Spanish continuo than guitarists in France and Italy did.  

We now know, thanks to Alejandro Vera, that Santiago de Murcia was born in 1673 and 

died in poverty in Madrid, where he was buried in 1739.210 He therefore wrote his Resumen 

de acompañar… as a mature man. His influence in Spain has yet to be fully explored and it is 

not even known who his pupils might have been. After his death in 1739 and for the 

remainder of the eighteenth century, the guitar in Spain was an instrument of accompaniment 

and players relied on the treatises of by Murcia and Sanz to acquire the art of improvising 

above the part. The traditional polyphonic accompaniments used on the continuo guitar in 

Spain, sowed the seeds for the guitar that Sor conceived. In demonstrating this connection I 

                                                 
209 Bordas, ‘The Double Harp in Spain…’, May 1987, p. 154. 
210 Alejandro Vera, ‘Santiago de Murcia (1673–1739), New Contributions on his Life and Work’, Early Music, vol. 36/4, pp 
597–608. 
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find myself in conflict with the majority of scholars and performers today, who claim that 

Murcia used French re-entrant stringing using only a single bordón on the fourth course 

because he arranged many French guitar pieces of that time. This is wrong and in my Chapter 

7, ‘Murcia and the Eighteenth Century” I try to show that he used bordones on both the 

fourth and fifth courses, paired with octave strings, and at some point before 1714 began 

using an added an octave string on the third course as well for certain of his works. 

One of the most important seventeenth-century Spanish guitar tablatures is the Gaspar 

Sanz Instrucción de música… by published in Zaragoza in 1674.211 Conceived as two 

treatises the books consist of: a method for guitar, with two harmonic labyrinths and plucked 

or strummed dances for guitar; and a brief treatise on accompanying ‘sobre la parte’ or 

‘above the bass’, which he considered essential for the guitar, harp and organ (the three 

instruments in the Spanish continuo), together with this we find his twelve rules and 

examples of the principles of counterpoint and composition. In his title he offers guitarists a 

variety of pieces in the Spanish, Italian, French and English styles, informing us that he 

travelled to Italy, where he studied in Naples and in Rome and heard some the best Italian 

guitarists of his time. His short treatise on accompaniment “sobre la parte” was probably 

intended for use without re-entrant stringing, despite his advocacy of re-entrant stringing, 

since he also recognised that bordones were better for accompaniment. A more complete 

treatise on thoroughbass for the guitar was written by Santiago de Murcia in 1714. 

Sanz recommended re-entrant tuning for his music and summarised the general situation 

in which the guitar found itself in 1674 when he wrote: 

In stringing there is variety, because in Rome those Masters string the guitar only with 
thin strings, without using any bourdons, neither on the fourth nor on the fifth. In Spain it 
is just the opposite, since some use two bourdons on the fourth, and others two on the 
fifth; and at the least, one on each course as is ordinarily done. Both methods of stringing 
are good [i.e. with or without bourdons], but for different effects, because those who 
want to play the guitar to make noisy music or to accompany a [figured] bass in any key, 
or sonada, it is better to string the guitar with bourdons than without them, but if one 
wants to pluck with delicacy and sweetness, and to play campanelas, which is the 

                                                 
211 Sanz, Instrucción de música…, Zaragoza, 1697, facsimile de Zayas, no date. The full title is “Instrucción de Música 
sobre la Guitarra española, y método de sus primeros rudimentos, hasta tañer la con destreza. Con dos Laberintos 
Ingeniosos, Variedad de Sones, y Danças de Rasgueado, y Punteado, al estilo Español, Italiano, Francés, y Inglés. Con un 
breve tratado para acompañar con perfección, sobre la parte muy esencial para la Guitarra, Arpa, y Órgano, resumido en 
doze reglas, y exemplos los mas principales de Contrapunto, y Composición”. Translated as: “Musical Instruction for the 
Spanish Guitar, and method from its first rudiments, to playing with skill. With two Ingenious Labyrinths, a Variety of 
Tunes, and Dances in Rasgueado, and Punteado, in the Spanish, Italian, French, and English styles. With a brief treatise on 
accompanying above the part with perfection, which is most necessary for the Guitar, Harp, and Organ, summarized in 
twelve rules, and [with] examples of the main principles of Counterpoint, and Composition.” 
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modern way of composing, the bourdons do not sound good, it is only with thin strings, 
[used] in this way on the fourths, and on and fifths, that I have great experience …212 

It is important for us to read this much quoted passage very carefully213. The “música 

ruidosa” description by Sanz is usually translated as “noisy music”, but may carry other 

connotations closer to its English cognate “rude music”, perhaps referring to peasant or folk 

music. Sanz does not say “noisy music” equates to rasgueado playing when he describes the 

use in Spain of bordones on the fourth and fifth courses, sometimes with octaves, sometimes 

not. It is possible too that “noisy music” could refer to the use of wound strings. Sanz goes on 

to describe guitars strung with bordones in Spain as “good” in two respects: to “accompany a 

[figured] bass in any key”; and to realise an accompaniment from a bass for a “sonada”,214 

that is for a sonata with continuo accompaniment and solo instrument. The connotations of 

the term ‘trio-sonata’ conjure up a ‘cello or a viol playing the bass, and a harpsichord 

realising the figures’, but this was not the Spanish understanding of a continuo group.  

The keyboard sonata developed later than the accompanied sonata, appearing in Italy in 

the 1720s.215 The use of a guitar in the accompanied sonata is nearly as old as the guitar itself. 

Nigel North describes the chitarrone being used in an accompaniment for two violins as early 

as 1608,216 and the accompaniment of sonatas with a guitar must have been the reason 

Foscarini considered thoroughbass part of the guitar’s vocabulary. Biagio Marini’s Sonata 

per il violino per sonar con due corde Op. 8, published in 1629, may have been accompanied 

with a guitar. By 1674, Sanz was describing such accompaniments as an established practice 

in Italy. Sanz makes it clear that the guitar was used for accompanying sonatas, which 

indicates that this had a place in ‘art music’, which the emphasis on folkloristic aspects of the 

Spanish guitar compositions of Sanz and Murcia in recent times has obscured. Sanz’s works 

are carefully constructed dance compositions for the most delicate, re-entrant, solo guitar, and 

                                                 
212 “En el encordar ay variedad, porque en Roma aquellos Maestros solo encuerdan la Guitarra con cuerdas delgadas, sin 
poner ningun bordon, ni en quarta, ni en quinta. En Espana es al contrario; pues algunos usan de dos bordones en la quarta, y 
otros dos en la quinta, y à lo menos, como de ordinario, uno en cada orden. Estos dos modos de encordar son buenos, pero 
para diversos efectos, porque el que quiere tañer Guitarra para hazer musica ruidosa, ò acompañarse el baxo con algun tono, 
ò sonada, es mejor con bordones la Guitarra, que sin ellos, pero si alguno quiera puntear con primor, y dulçura, y usar de las 
campanelas, que es el modo moderno con que aora se compone, no salen bien los bordones, sino solo cuerdas delgadas, assi 
en las quartas, como en las quintas, como tengo grande experiencia; …”, Sanz, Instrucción de música…, Zaragoza, 1697, 
facsimile Minkoff, Geneva: 1976, starting at p. 1a “Regla Primera de Encordar…” English translations of this passage vary; 
this translation is slightly modified from Murphy, ‘The Tuning of the Five-Course Guitar’, 1970, p. 52–53 and Pennington, 
The Spanish Baroque Guitar…, Ann Arbor, 1981, p. 49. 
213 See Tyler and Sparks, 2007, p. 152. 
214 As in English, “sonada” (sonata) is contrasted with ‘candada’ (cantata) called in Spain a ‘villancico’. See Alvaro 
Torrente, ‘Italianate sections in the villancicos of the royal chapel’, in Malcolm Boyd and Juan José Carreras, editors, Music 
in Spain in the Eighteenth Century, Cambridge: Cambridge University Press, 1998, pp. 72–79 at p. 75. 
215 William S. Newman, ‘A Checklist of The Earliest Keyboard “Sonatas” (1641-1738)’, Notes, Second Series, vol. 11/2, 
March 1954, pp. 201-212. 
216 Nigel North, Continuo Playing on the Lute, Archlute and Theorbo, Bloomington: Indiana University Press, 1987, p. 268. 
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they belong in the same aesthetic category as dances in the suites of Sylvius Leopold Weiss 

for the lute, or might be seen alongside the harpsichord music the Couperins were composing 

in France, which few would dispute are ‘high art’.  

The transformation of these carefully constructed dances into “música ruidosa” for 

mixed consort groups with multiple continuo instruments has marginalised Sanz’s more 

important (now routinely ignored) description of the primary purpose of bordones on a guitar, 

which is “ …[to accompany a] sonada”. In Spain this was possible because continuo playing 

on a guitar had to be polyphonic, for which reason even Sanz considered bordones “good”. In 

respect to his solo compositions he adds the rider that he plays a guitar strung in a fully re-

entrant tuning and it is for this instrument that he writes, describing this as the “modern way 

of composing”. Why has his clearly expressed view that “…both methods of stringing are 

good…” been so widely disregarded? The revival of ‘early’ guitars in our time has seen 

performers record the works of many of the composers of that era, so that the guitar appears 

in many inventive continuo groups, but few recordings use bordones in the way Sanz 

describes them being used in Spain. Why are there almost no recordings of Guerau using 

bordones? Indeed, so disparaged is the idea of bordones on the fourth and fifth courses that 

the possibility that they were used by Santiago de Murcia, the greatest theorist of guitar 

thoroughbass in this style, is completely disregarded as performers continue to play his music 

performed using French stringing. What is this about? Perhaps the Spanish five-course guitar 

with bordones, unlike its ethereally remote re-entrant cousin, actually sounds too much like a 

modern guitar? Heaven forefend!  

The polyphonic continuo of organ, harp and guitar in Spain, must have exercised a form 

of subtle discipline on guitarists harpists and organists alike, to conform to equally rigorous 

standards in the realisation of a figured bass. This resulted in three contemporary treatises at 

the end of the seventeenth century: in 1714, for the guitar, the Resumen de acompañar…, by 

Santiago de Murcia;217 in 1702 and 1704 for the Spanish double harp, the Compendio 

numeroso de cifras armónicas, con teórica, y practica, para arpa de una orden de dos 

ordenes, y de órgano by Fernández de Huete;218 and in 1702, the first Spanish keyboard 

                                                 
217 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980. 
218 Diego Fernández de Huete, Compendio numeroso de zifras armonicas, con theorica, y practica, para arpa de vna orden. 
de dos ordenes, y de órgano, first part published in Madrid: 1702; second part published in Madrid: 1704. 
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thoroughbass treatise by José de Torres y Bravo entitled Reglas generales de acompañar. 219 

In his introduction to his Torres translation Paul Murphy writes:  

Although the practice of thoroughbass accompaniment was common in Spanish theatre, 
dance, and cathedral music from the first part of the seventeenth century, no keyboard 
thoroughbass treatise had been published in Spain before that of Torres. However 
instruction in the art of deriving a guitar accompaniment from a bass line had appeared in 
Spain long before Reglas generales; …Perhaps because of its emphasis on keyboard 
accompaniment and what Torres describes as the “rigorous Spanish style”, this treatise, 
unlike the guitar treatises of the same period, considers chord inversion and voice-
leading in the realization of the bass; this is the approach found in most of the influential 
eighteenth-century thoroughbass treatises from Italy, France, and Germany220  

In other words, Murphy says the guitar ignores “…chord inversion and voice-leading in the 

realization of the bass…”. This view of the guitar arose in the explanations of the transition 

from modality to tonality in Western music, but should not to be personalised to guitarists 

themselves. Guitarists strove to play rigorous accompaniments from a figured bass in as 

much as their instruments allowed it, if not in the first quarter of the seventeenth century, then 

increasingly as the century went on. As I have indicated above, the stringing of the guitar is 

crucial in this regard, for the failure of grammar described by Murphy is not as true for the 

Spanish guitarists who were contemporaries of Torres in Spain, notably Santiago de Murcia. 

His polyphonic accompaniments were the basis of his 1714 Resumen de acompañar…, which 

codified the principles of “chord inversion and voice-leading” for the guitar in Spain for 

decades after it was written. What Torres describes as the “rigorous Spanish style” of 

harpsichord playing, was no less applicable to the guitar in Spain, a country in which the 

guitar was not an instrument steeped in ignorance (despite contemporary concepts of Spanish 

guitar playing as the province of peasants in barbershops). At the heart of this Spanish 

‘rigour’ on the continuo guitar was the retention of its bass courses in Spain.  

The last Spanish published seventeenth-century guitar tablature was by Francisco Guerau 

and was composed specifically for the guitar strung with bordones as it states in its full title: 

Poema Harmónico compuesto de varias cifras por el temple de la guitarra española. Guerau 

was appointed to the Royal Chapel of Felipe IV221 and worked there into the reign of Carlos 

II, for 35 years from 1659 to 1694. He probably used gut bordones and certainly used octave 

pairs. His likely pupil, Santiago de Murcia, was more progressive and also probably played in 

                                                 
219 The original is: José de Torres y Martínez Bravo, Reglas generales de acompañar en órgano, clavicordio, y arpa con sólo 
saber cantar la parte o un baxo en canto figurado, Madrid: La Imprenta de Música, 1702, revised 1736, translated Paul 
Murphy, José de Torres’s Treatise of 1736 General Rules for accompanying on the Organ, Harpsichord, and the Harp, by 
Knowing Only How to Sing the Part, or a Bass in Canto Figurado, Bloomington: Indiana University Press: 2000. 
220 See Torres y Martínez Bravo, Reglas generales de acompañar…, Madrid, 1702, revised 1736, translated Murphy, José de 
Torres’s Treatise of 1736…, Bloomington, 2000, p. xi.  
221 Guerau, Poema Harmónico…, Madrid, 1694, Jeffery facsimile, 1977, p. 5. 
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the theatre, no doubt using the latest wound strings. Guerau’s Poema Harmónico contains 

thirty pasacalles and ten sets of variations on Spanish dances: jácara, marizápalos, españoleta, 

pavana, gallarda, folias, mariona, canario and villano.222 The guitar was also influential in 

Portugal and Tyler discusses an important manuscript tablature for the ‘biguela ordinaria’, by 

Antonio de Santa Cruz, was written without alfabeto (in spite of the chord chart at the 

beginning) and was dated “…the very end of the seventeenth century…”.223 This is a source 

that is very similar to Guerau.224 The use of the bass strings on the guitar appears, therefore, 

to have been entirely dominant throughout the Iberian peninsula at this time.  

The principles established by these guitarists were developed and codified by Santiago de 

Murcia, who lived in Madrid until 1739, and who was the finest guitarist of his generation. 

His declaration of poverty, made nearly twenty years before he died, may well have masked 

his erudition, his thoroughly academic education and the brilliance of his arrangements and 

compositions for the guitar. It is possible that Domenico Scarlatti, often mentioned as 

influenced by the guitar, may have heard it played by someone and who better than the 

greatest guitarist of his time? Searchers for the influence of a guitar on Scarlatti need to look 

at the music of Murcia, especially techniques like campanelas scales and for his harmony. 

This influence could only have occurred after 1729 when Murcia had already spent many 

years in a state of poverty, making it conceivable that his appearance contributed to the myth 

of the unschooled peasant genius playing by ear in the barbershops of Spain. The guitar was 

not an instrument that was favoured at court and this official neglect denied Murcia his place 

in the history of Spanish Baroque music. Murcia was the last great guitarist before Fernando 

Sor and must have influenced his contemporaries. 

There must have existed a musical circle in Madrid that valued art music and, in spite of 

the attitudes of the court, cultivated performers like Murcia. How else are we explain his 

passacalles and arrangements of suites by French guitarists, and even his versions of the wild 

and rhythmic dances from the Americas that he arranged so brilliantly for the guitar. Many of 

these works belong in the quiet contemplative air of the salon and never have had any kind of 

life on the streets or in the barbershops of Madrid. What was neglected at court may not have 

been neglected in the aristocratic houses, which makes it worth exploring this kind of 

performance in the circles surrounding Jácome Francisco Andriani, for whom Murcia worked 

                                                 
222 Guerau, Poema Harmónico…, Madrid, 1694, Jeffery facsimile, 1977. In the introduction Jeffery suggests the use of two 
bourdons. Tyler and Sparks, The Guitar and its Music…, 2002, p. 158, tentatively agree. 
223 Tyler and Sparks, The Guitar and its Music…, 2002, p. 154. 
224 Tyler and Sparks, The Guitar and its Music…, 2002, p. 155–157. 
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and who financed his Resumen de acompañar…; or “Joseph Álvarez del Valle, a knight of 

the Order of Santiago who resided in Madrid”;225 or Francisca Chavarrí, who penned the 

preliminary sonnet.226 We also need to understand the music of Guerau, whose teachings and 

compositional style influenced Murcia so deeply. This was the time of the great baroque lute 

composer and player, Sylvius Leopold Weiss, who performed for J. S. Bach and was much 

admired by him. Is it not time to recognise Santiago de Murcia as the Spanish counterpart of 

Weiss? 

 
225 Alejandro Vera, ‘Santiago de Murcia’s Cifras Seletas de Guitarra (1722): a new source for the Baroque guitar’, Early 
Music, vol. 35/2, pp. 251–269 at p. 252. 
226 Vera. ‘Santiago de Murcia (1673–1739)…’, 2008, p. 601. 



 

 



7. Murcia and the Eighteenth Century 

Sor was born in 1778. As he grew to adulthood in the last quarter of the eighteenth century 

his guitar education appears to have been informal. He nonetheless acquired an impressive 

technique from Spanish popular culture. Santiago de Murcia, who died in Madrid in 1739, 

was the greatest Spanish guitarist of the century and his pupils or their contemporaries 

developed a seven-course guitar for accompaniment, basing its technique on his thoroughbass 

manual. From this instrument the six-course guitar, which Sor’s father may have used, was 

evolved. Murcia is examined in detail because he learned to use bordones in the manner of 

Francisco Guerau, who was the culminating figure of the seventeenth-century Spanish School 

of guitar playing and composed for what he called the guitarra Española.1 In our relatively 

recent re-examination of Murcia the assumption has been made that he played a guitar with 

only a single bordón, influenced by the French. The guitar strung with two bordones is 

closely related to a modern guitar. The octave strings on two or three of the lower courses 

provided a layer of filigree called campanelas—a melodic texture played separately on 

octave strings—while the bordones were used as bass for the harmony. This required a 

special technique, which counter-intuitively entailed using right-hand fingers for bass notes 

and thumb for the melody, which appears to have been that used by Murcia. The harmony 

governing the use of the bordones was codified by Murcia in 1714 and reconciled with the 

campanelas of Sanz, were still remembered and explored in Sor’s time by guitarists like 

Antonio Abreu.  

MURCIA AND THE ‘SPANISH GUITAR’ 
The biography of Santiago de Murcia had to be rewritten, after Alejandro Vera discovered 

Murcia’s baptismal certificate showing him to have been born on 25 July, and baptised on 9 

August 1673, in Madrid.2 This is ten years earlier than was previously thought. His parents 

were Juan de Murcia of Guadalajara and Magdalena Hernández of Las Huertas street in 

Madrid.3 His marriage record, when he was twenty-two in 1695, shows he married thirty 

year-old Josefa García, daughter of Joseph García and Isabel Pérez de la Parra. From 1681 to 

                                                 
1 Full title of his only work is Poema Harmonico compuesto de varias cifras por el temple de al guitarra Española, Madrid, 
1694, Jeffery facsimile, 1977. 
2 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p 599. 
3 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 599. 
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1690 at the age of eight until he was seventeen he was the tenant of Joseph de Ley[ba] in 

Santa Brígida street in Madrid.4 This story is nothing like the one Craig Russell, Neil 

Pennington, Monica Hall, and others had so persuasively constructed for us. He was not the 

son of the Queen’s instrument maker Gabriel de Murcia and Juana de Leon, so he had no 

easy links to the court through his family and he never went to Mexico or South America.5 In 

fact Murcia came from a family unable to overcome their collective descent into poverty. His 

father Juan de Murcia made a declaration of poverty in 1715, which mentioned two brothers 

Bartolomé and Matías de Murcia and their wives, all living in Madrid. Matías died in 1722, 

leaving a declaration of poverty; their sister Andrea, made a declaration of poverty now lost.6 

Santiago’s parents died in 1721.  

Between the ages of eight and seventeen, from 1681 to 1690, Murcia lived independently 

in the parish of San Luis, possibly learning guitar with Francisco Guerau. Gaspar Sanz may 

also have been his Master if remained there after he returned to Madrid in 1674, but too little 

is known of Sanz to make this point seriously. Apprenticeship with Guerau explains Murcia’s 

separation from his parents at this young age and may account for the musical training he 

received as a guitarist in the science of thoroughbass. Guerau is the only guitarist Murcia 

mentions in his Resumen de acompañar…,7 suggesting it was he, rather than Sanz, who was 

Murcia’s teacher.  

Guerau is the most important figure in the history of the guitar to use bordones, which he 

probably had strung in octaves. Russell found a Palacio Real document, which shows him as 

Music Master of the Choirboys in the Royal Chapel8 from 1656 to 1669, before Murcia was 

born. In July 1669 he became a “singer” in the Royal Chapel, and on 17 October 1679 he is 

referred to as a “contralto”; by 23 February 1693 he is described as a “musician”.9 From 1681 

to 1690, while Guerau was a singer (or contralto) in the Capilla Real, he may also have 

taught Murcia the guitar. On 6 June 1694, the year he published his Poema Harmónico 

compuesto de varias cifras por el temple de la guitarra Española,10 he went back to teaching 

                                                 
4 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 599. 
5 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 38–67 at p. 70.  
6 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 599. 
7 Cover of Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980. 
8 Russell’s reference is “M[aest]ro de Musica de Niños Cantores de mi R[ea]l Capilla desde 19 de henero de 1656 hasta fin 
de Octt[ub]re de 1700” in, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 59. 
9 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 58–59. 
10 Archivo del Palacio Real Ca479/14, Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 
1981, vol. 1, pp. 58–60. 
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as Music Master of the Choirboys in the Royal College,11 suggesting he was very active as a 

guitarist in the period leading up to that. Russell translates a document of 6 June 1694 that 

records the contractual changes in respect of “Francisco Grau”, granting him a special 

allowance to compensate for this appointment, and loss of income as a contralto at festivals 

and for singing in the Royal Chapel.12 It is possible Guerau also taught Antonio Santa Cruz,13 

whose manuscript also dates from the end of the seventeenth century. Murcia married in 1695 

at the age of twenty two, which means that he must have been earning a living, his education 

or apprenticeship completed, possibly employed as a guitarist in the theatre.  

In his Resumen de acompañar… 14 Murcia describes himself as “Maestro de Guitarra” to 

the Queen of Spain, Maria Luisa Gabriela of Savoy. Maria Luisa became Queen at the age of 

thirteen in 1701 and, in July 1705, wrote to her grandmother saying that she was learning the 

guitar, which is when Murcia would have taught her. She also mentions learning the 

harpsichord in 1705, possibly from Diego Xaraba y Bruna.15 Nicolás Morales has found two 

documents in the Palacio Real indicating that she studied with Murcia from 1704 until 1706, 

until the court moved to Burgos:16  

The first of these is a list of payments he [Murcia] received from the queen’s household 
between September 1804 and 1706… [therefore he] was employed by the queen only 
until June 1706, the second dated 31 July 1708, …suggests that he was employed by the 
queen only until June 1706.17 

Therefore Murcia would have been appointed to the queen’s household at the age of thirty-

one, ten years older than previously thought, and, as Vera points out, “…a mature 

professional and certainly not a beginner…”.18  

Vera’s complex argument about this appointment suggests that Murcia’s grandfather was 

Blas de Murcia (one of two possible contenders with that name), who was a “…sangrador 

supernumerario”, or blood-letter, to the king, appointed on 18 April 1698. Vera argues that he 

used his influence to facilitate his son’s appointment to the queen’s household. In my view, it 
                                                 
11 “Maestro de Música del Real Collejio de Niños Cantarcicos.” 
12 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, Appendix B, pp. 282–
283. 
13 See Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 34–35 and 
Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 154. 
14 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980. 
15 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, pp. 254–255. 
16 See Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 601. Russell, ‘Santiago de Murcia, Spanish 
Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 2, p. 39. 
17 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 598. 
18 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 600; and Esses, Dance and Instrumental 
Diferencias…, vol. 1, 1992, p. 132. 
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is much more likely that Francisco Gureau, a long-time servant of the Crown in the Royal 

Chapel, recommended his finest pupil, Santiago de Murcia, for the position, after the young 

queen expressed an interest in the guitar. Maria Luisa’s death on 14 February 1714 indicates 

that Murcia’s dedicated his treatise to her posthumously. As Vera points out, her death eight 

years after he left her employ “…would not significantly have affected his career.”19 His later 

achievements clearly did not match this event. The Resumen de acompañar… was engraved 

by 1714, but was only published in 1717, and was dedicated to Jácome Francisco Andriani, 

who arrived in Spain in 1706, and later, as Murcia’s patron, paid for the printing.20 Murcia 

probably taught the wife of Juan de Mójica, Francisca de Chavarri, who contributed a sonnet 

to his treatise. He probably enjoyed the patronage of others, more, I suggest, for his ability as 

a performer and accompanist than for his highly respectable association with a popular and 

tragically deceased young queen.21 It is in these circles that we need to look for the audiences 

who must have heard his many passacalles and other solo compositions.  

Russell provides credible evidence that Murcia may have been employed in the theatre, 

citing the ‘Tarantelas’ in the Resumen de acompañar…, which resembles “Francisco de 

Castro’s ‘El ingles hablador and ‘Los cuatro toreadors (1702)…”:22 

Castro’s 1704 production was in honour of Philip V—the husband of Murcia’s patroness, 
Queen María Luisa. Murcia was the leading guitarist in Madrid as early as 1705 and 
probably earlier [we now know he was about ten years older than previously thought, so 
much earlier]. His continuo treatise would indicate Murcia to have been an active 
accompanist, and what better place to be employed as an accompanist than in the theatre. 
[and in the footnote] …that Murcia knew Antonio Literes, the foremost theatre composer 
in Madrid at the time…”23 

Until the first half of the seventeenth century, use of the guitar in the theatre was by actors 

who could play an instrument.24 By the second half of the seventeenth century, specialist 

musicians were appointed, like Gaspar Real, who played harp and guitar between 1659 and 

1674.25 The association of the guitar with the dance in Spain began at the beginning of the 

                                                 
19 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 602. 
20 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 40–41. Vera says 
he may have rented a house owned by Andriani’s, Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 
601. 
21 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 47. 
22 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 208, see pp. 111–
112. 
23 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 209, footnote 41. 
24 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, Chart 28 pp. 390–392. 
25 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 393. 
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seventeenth century, following on from the vihuela well before that.26 The King and Queen 

had separate dancing masters in their households, while the nobility were taught by dancing 

masters in studios. Esses writes that in Spain they mainly played the guitar and had an 

encyclopaedic knowledge of the dance: 

It was also essential that the maestro be an accomplished player of a plucked-string 
instrument (such as a guitar), for he was the one who provided the musical 
accompaniment for his student’s dancing.27 

The choreographic treatise by Esquivel Navarro describes maestros of two dance escuelas 

sharing a guitar as an elaborate courtesy, while visiting maestros kept a spare instrument on 

hand for playing a duet.28 Dancing masters even played guitars while they danced. A guild of 

dance masters in Barcelona was recognised by the King in 1599, with examinations for 

teachers still required there in 1745.29 The King and Queen employed French dancing 

masters who used the violin for dancing lessons. It is unlikely Murcia’s duties at court 

extended to accompaniments for the queen to practice her dancing, despite the traditional use 

of the guitar for this purpose in Spain. Given his skill in thoroughbass improvisation, Murcia 

would surely have been employed on a freelance basis as an accompanist for dances at the 

Palace and elsewhere in aristocratic circles in Madrid.30  

The Resumen de acompañar… contains harmonised versions of French dance melodies 

that would have had some practical application, but were not worked into any kind of 

compositional form by Murcia, like his suites for example. They do appear to be arranged by 

key, as are the minuets, which have headings like “Otro” or Otro facil”, allowing them to run 

from one to the next. This suggests their use as a set in a continuo group or band and that 

Murcia prepared these versions as an aide-mémoire for when the guitar was required to play 

a solo, later using them as teaching pieces and didactic examples to illustrate the 

thoroughbass realisations in his Resumen de acompañar…. Murcia was a specialist 

accompanist who probably earned his living from accompanying but was unable to achieve 

financial security as a guitarist, accompanist, teacher and composer. On 27 May 1729, the 

                                                 
26 For example, the spectacle at the court in 1564, Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, pp. 356–358. 
Also see Chapter 9, p. 348–418. In Chapter 11, pp. 489–493, dancing masters appointed to the Spanish court between 1589 
and 1700 are listed. 
27 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 504. 
28 Esquivel Navarro, Discursos sobre el arte del dançado…, Sevilla: Juan Gómez de Blas, 1642, cited in Esses, Dance and 
Instrumental Diferencias…, vol. 1, 1992, pp. 423–424. 
29 Praised by Ferriol y Boxeraus. See Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, pp. 506–509. 
30 See Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, see Chapter 12, pp. 517–543. 
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day before she died, his wife Josefa made a declaration of poverty, which shows that both 

were recipients of charity:31 

He [Murcia] resided in Madrid and was a parishioner of San Martín (his wife’s death 
certificate indicates specifically La Salud Street, in houses owned by the Carmelite 
convent, like his brother Bartolomé some years earlier).32 

A little over a month later, Murcia himself prepared his will of 2 July 1729, It is clear he 

had no children, bequeathing everything to his niece Josefa Palacios, who reciprocally did the 

same.33 Vera quotes from this will to show Murcia is writing about his manuscripts:  

…likewise he [Murcia] begs Pedro Juan and Íñigo de Garay y Cochea, Mr Joseph de 
Quesada and Mr Manuel de Pereda, whom he asks for God’s sake to intercede for the 
good of his soul all they can, and the music papers owned by the maker of this will be 
handed over to them in commemoration of the great love he has had for them.34  

It is not known if these were the fair-copy manuscripts made in 1732, or the papers from 

which those copies were made. What is known is that they were entirely lost to Spain. Ten 

years later, Murcia’s death is recorded in a certificate in the Archivo Histórico Diocesano de 

Madrid, which reads: 

Santiago de Murcia died on 25 April 1739 and was buried in the cemetery of La Buena 
Dicha, joined to the parish of San Martín, without paying any fee, which confirms the 
poverty in which he ended his life.35 

The fact that Murcia died impoverished at the address he occupied on the death of his 

wife in 1729 means he did not visit South America between 1729 and 1739, as previously 

thought. His links to South America, specifically to Mexico and Chile, were through the 

benefactors in his will; the two half-brothers “Pedro Juan and Íñigo de Garay y Cochea (or 

Garaicoechea)”, who Vera shows had links with Mexico.36 The fair-copy manuscripts appear 

to have been hugely influential in Mexico, and it is remarkable that they survived without the 

presence of Murcia to confer value on them. Vera comments: 

                                                 
31 Archivo Histórico de Protocolos de Madrid, Protocolo 15582, folios 35–35v. Vera, ‘Santiago de Murcia (1673–1739): 
New Contributions…’, 2008, p. 608 note 55. 
32 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 601. 
33 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 601. 
34 “…y así mismo lo suplica a los señores Pedro Juan y don Íñigo de Garay y Cochea, don Joseph de Quesada y don Manuel 
de Pereda, a quienes pide que por amor de Dios hagan por su alma el bien que pudieren, y se le entreguen a los susodichos 
los papeles de música que el otorgante tiene , en comemoración [ sic ] del mucho amor que a los susodichos ha tenido.”. 
Protocolo 15582, folios 58–58v Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 608 note 55. 
35 Archivo Histórico Diocesano de Madrid Libro 17 de difuntos de la parroquia de San Martin (1738–1743, folio 100v, in 
Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 602 note 61. 
36 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 605. 
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…are we stealing from Mexico two of its more valued sources of Baroque music? I do 
not think so. Both the ‘Pasacalles y obras’ and the ‘Códice Saldívar’ are Mexican 
sources, but at the level of reception, not production. Although the music seems not to 
have been composed or copied there, it was certainly taken to Mexico and incorporated 
into its own musical tradition.37 

The two important manuscripts of Murcia’s works found in Mexico are: the ‘Passacalles 

y obras de guitarra’ of 1732, now in the British Library, marked Add. Ms. 31640, inscribed 

“T[om]o 2º”, indicating that it was the companion volume of a first volume, which Michael 

Lorimer recognised as the ‘Codice Saldivar, No. 4.’ that was found in Mexico in 1943.38 Both 

volumes, possibly in Murcia’s hand, appear to be a fair copies of his personal ‘guitar-book’. 

These manuscripts were written on paper from the capilla real and have the same 

watermark.39 Additional sources have since emerged: the manuscript entitled ‘Libro de 

diferentes cifras de guitara [sic]’, in the Biblioteca Nacional in Madrid, dated 1705,40 and the 

important new source recently found by Vera in Santiago de Chile, which is a manuscript that 

Murcia copied out in 1722, entitled ‘Cifras Selectas de Guitarra’ and bound with a copy of 

the printed Resumen de acompañar….41 According to Vera, the watermark for the ‘Cifras 

Selectas de Guitarra’ is the same as the ‘Passacalles y obras de guitarra’ and the ‘Códice 

Saldívar’ (probably Murcia’s).42  

A facsimile of this new manuscript was not available to me in writing this, so the only 

information that I draw on here is Vera’s articles.43 His description reveals that a very 

important explanatory text precedes the music folios in the manuscript, which was probably 

written by Murcia with the title: ‘Explicación para facilitar la ejecución en aquellas cosas 

más estrañas de estas obras’, or ‘Explanation to facilitate the performance of those most 

foreign things in these works’.44 The last fifteen folios are lost, but survive in concordant 

sources in very different versions. The concordances Vera gives show the Chile manuscript 

to contain 22 pieces from the ‘Códice Saldívar’ (three are lost but correspond to known 

                                                 
37 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 604. 
38 Lorimer, Saldívar Codex No. 4, vol. 1, 1987, Introduction, pp. v–xxii. 
39 The watermark on the Chile manuscript was the same as the one in the ‘Passacalles y obras’ and “…was the same as that 
employed by the musicians of the Royal Chapel in the 1740s”. Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra 
(1722)…’, 2007, p. 263. 
40Manuscript: ‘Libro de diferentes cifras de guitara’ Biblioteca Nacional, Madrid: M.811, dated 1705. 
41 Found in 2003–2004. Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, pp. 251–270. 
42 A full description of the manuscript appears in Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, 
pp. 253–254. 
43 The edition by Alejandro Vera, editor, Santiago de Murcia Cifras Selectas de Guitarra Introduction, Transcription, and 
Critical Report, 2 vols., with facsimile in the supplementary volume, Middleton, Wisconsin: A-R Editions, number 167 in 
the series ‘Recent Researches in the Music of the Baroque Era’, 2010. 
44 The translation by Rachel Conning is: ‘Explanation to facilitate the execution of the strangest things in these works’, 
Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, pp. 253–254. 
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titles); four from the Resumen de acompañar… (two are lost); and 23 that are concordant 

with the ‘Passacalles y obras’. There are a few concordances in the 1705 ‘Libro de diferentes 

cifras de guitarra’. 45  

Murcia was an expert in guitar thoroughbass and may have worked as guitar accompanist 

in the theatre as well as at court and in aristocratic circles, where he would have collaborated 

with the two other musicians in the traditional Spanish continuo group—the harpist and the 

organist. The rigorous standards of organists in regard to the grammar of thoroughbass would 

also have applied to the guitar and harp, which would have been expected to satisfy similar 

standards, of course taking into account the natural capacities of their instruments. Cristina 

Bordas, writing about the Spanish double harp considers its highpoint to have been from 

1665 to 1700 in the reign of Carlos II,46 then going on to explain:  

The process of decline suffered by the harp and other traditional continuo instruments 
began c1700 with the advent of new instrumental groups including violins, oboes, flutes 
and horns, that were associated with the pervasive Italianate musical fashions.47  

The appropriateness of traditional instruments like the harp and the guitar was challenged on 

the basis of arguments from the liturgy so that, in 1709, the three harp posts in the Capilla 

Real were reduced to two, leaving only Juan (Francisco) de Navas, who is described as a 

harpist there in the same year,48 and Pedro Peralta, who died in 1736, both of whom would 

have been contemporaries of Murcia. Many chapels also appointed full-time harpists and  

[The harp was also] …a standard accompanying instrument in the theatre… [during] the 
first half of the 17th century…during the second half of the 17th century theatrical harp 
playing became a specialised occupation….49  

This means that a high degree of improvisational skill and a familiarity with thoroughbass 

was important in the more secular kinds of music required in the theatre.  

The harpist Diego Fernández de Huete, at Toledo Cathedral in 1688, dedicated the first 

volume of his treatise to the secular repertory in 1702 and the second to the sacred repertory 

                                                 
45 Anonymous manuscript entitled ‘Libro de diferentes cifras de guitarra’ Biblioteca nacional de Madrid, M. 811, 1705, 
containing a number of concordances which Vera considers to be “…much more closely related to Santiago de Murcia than 
previously thought.” See Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, pp. 258–262. Updated in 
Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, p. 603–604.  
46 Bordas, ‘The Double Harp in Spain…’, May 1987, p. 153. 
47 Bordas, ‘The Double Harp in Spain…’, May 1987, p. 155. 
48 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992. 
49 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 191. Chart 13, p. 192, mentions theatrical harpists only up 
to 1680. 
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in 1704.50 The repertoire emplyed by Fernández resembles that of Murcia in the Resumen de 

acompañar…. A possible relative of Diego Fernández de Huete, Francisco Fernández de 

Huete, was appointed to the queen’s chamber in 1696 and may well have played harp with 

Murcia at court.51 Influential harpists mentioned by Ruiz de Ribayaz are: Andréz Lorente, 

who wrote an encyclopaedic music treatise entitled El porqué de la música and Juan del 

Vado, mentioned by Torres y Martínez Bravo in 1702, who describes him as “…in the royal 

chapel of his majesty…”.52 Harpists were required to be well versed in music theory and also 

had to be accomplished accompanists, as described by Pablo Nassarre in 1723: 

Harpists should be extraordinary in two areas, on which examiners should focus all their 
attention. One is the execution as regards playing the instrument, and the other concerns 
accompaniment… All those who possess greater skill in accompaniment should be 
preferred, even if they are somewhat less skilled than others in the execution of free 
playing.53 

We can be sure that guitarists like Murcia and his predecessors in Spain would have been 

expected to exhibit similar levels of knowledge and practical competence in accompaniment 

whether in church, court or theatre.  

José de Torres y Martínez Bravo (c. 1670 to 1738) was an organist who wrote the 

keyboard thoroughbass manual Reglas de acompañar de órgano, clavicordio, y harpa con 

solo saber cantar la parte o un baxo en canto figurado, published in 1702 and revised in 

1736.54 Almost exact contemporary of Santiago de Murcia, he founded the printing 

establishment La Imprenta Música in 1700 and made available in Spain “…an unprecedented 

number of works, including contemporary Spanish and French compositions, and 

contemporary and traditional Spanish theoretical treatises…”.55 The organ was used in Spain 

in the seventeenth and early eighteenth century (and before), but in contrast to the other 

countries in Europe, the harpsichord in Spain received  

                                                 
50 Huete, Compendio numeroso de zifras …para arpa…, 1702 and 1704. Esses, Dance and Instrumental Diferencias…, vol. 
1, 1992, p. 196. 
51 On 4 January 1696. Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 198. 
52 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 202. 
53 Nassare, Escuela música, según la práctica moderna, vol. 2, 1723, cited in Esses, Dance and Instrumental Diferencias…, 
vol. 1, 1992, p. 194. 
54 Torres y Martínez Bravo, Reglas generales de acompañar…, Madrid, 1702, revised 1736, translated Murphy, José de 
Torres’s Treatise of 1736…, Bloomington, 2000. See Paul Thomas Murphy doctoral thesis ‘The Thoroughbass Theory of 
José de Torres y Martínez Bravo with an annotated translation of Reglas Generales (1736)’, Austin: University of Texas, 
May 1995. 
55 Paul Murphy ‘The Thoroughbass Theory of José de Torres y Martínez Bravo…’ , doctoral thesis, 1995, p. 18. 
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…relatively little attention up to the end of the 17th century…[due to] the lack of 
aristocratic patronage… [and because] continuo playing in Spain was often realized on 
the harp or guitar, not the keyboard.56  

It was in this context that Murcia wrote his Resumen de acompañar… in 1714. The 

evidence of a rigorous application of thoroughbass rules to instruments like the harp and 

organ makes it very difficult to suggest that the guitar in Spain occupied a special category 

with lesser requirements. Murcia’s treatise on thoroughbass for the guitar belongs with those 

of harpist Diego Fernández de Huete and organist José de Torres y Martínez Bravo. The 

rigour required by the professional musicians in Spain was directed at rendering a polyphonic 

style of thoroughbass accompaniment on the guitar as part of the traditional Spanish continuo 

group, it is for this reason that it is repeatedly asserted in Spain that the guitar required 

bordones on the fourth and the fifth courses.  

Murcia’s French Dance Realisations 
Felipe V ascended the throne in 1700 with a teenage queen, Maria Luisa Gabriela de Saboya, 

who no doubt liked to dance and demanded French dance repertoire at court. It does not seem 

that Murcia worked with Nicolas Fonton, the French dancing master, and the violinist 

Jacome Clair after 1712.57 The Torres anthology of French dances (c. 1705) is based on the 

Suite de dances pour les violons et haut-bois, Paris, 1699, by André Danican Philidor (1647–

1730),58 which is indicative of their popularity. Murcia arranged many of the melodies by 

Feuillet (including the one shown below) in his 1714 Resumen de acompañar…..59 Craig 

Russell has established that Murcia made arrangements of eight dances from Feuillet’s 

Recueil de Dances composées Par M. Pecour published in 1700;60 ten contredanses from his 

Recueil de Contredances, published in 1706;61 and thirty-three dances in a Feuillet 

catalogue62 listing the Murcia titles in the same order.63  

                                                 
56 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 240. 
57 Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, p. 252 and note 16. 
58 Paul Murphy ‘The Thoroughbass Theory of José de Torres y Martínez Bravo…’ , doctoral thesis, 1995, p. 23. 
59 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, Chapter IV, pp. 
142-178. 
60 Raoul-Auger Feuillet, Recueil de Dances composées Par M. Pecour, notated by Feuillet, Paris: Chez l’Auteur, and chez 
Michel Brunet, 1700, in Monuments of Music and Music Literature in Facsimile, Second Series—Music Literature CXXX, 
New York: Broude Brothers, 1968. 
61 Raoul-Auger Feuillet, Recueil de Contredances, Paris: Chez l’Auteur, 1706. Monuments of Music and Music Literature in 
Facsimile, Second Series—Music Literature CXXXV, New York: Broude Brothers, 1968. 
62 Russell cites the back of copy M. 1147 of the 1709 edition of Feuillet, Recueil de Dances composées Par M. Pecour, 
notated by Feuillet, Paris, 1700, facsimile New York, 1968. See Russell, ‘Santiago de Murcia, Spanish Theorist and 
Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 154–159, note 23 on p. 155 and facsimile, pp. 157–158. 
63 See also handbook by Raoul-Auger Feuillet entitled: Chorégraphie ou L’Art de Décrire la Dance Paris: Chez l’Auteur 
and chez Michel Brunet, 1700; and Raoul-Auger Feuillet, Recueil de Dances composées Par M. Feuillet, Paris: Chez 
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In the example below we can see Raoul-Auger Feuillet’s ‘La Jalousie’64 with the melody 

notated with a French violin clef, and his dance notation graphically illustrating the 

choreography of the dance:  

 

Example 1. ‘La Jalousie’, Raoul-Auger Feuillet, Recueil de Contredances, Paris: 1706. Monuments of Music 
and Music Literature in Facsimile: Second Series—Music Literature CXXXV, New York: Broude Brothers, 
1968, pp. 5–8. 

                                                                                                                                                        
l’Auteur and chez Michel Brunet, 1700, in Monuments of Music and Music Literature in Facsimile, Second Series—Music 
Literature CXXX, New York: Broude Brothers, 1968. 
64 Feuillet, Recueil de Contredances, Paris, 1706, facsimile New York, 1968, pp. 5–8. 
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Murcia’s versions of these violin tunes were harmonised from this minimal material using 

thoroughbass principles, without figured-bass indications. In the example below, the 

anacrusic violin melody from the Feuillet example given above is shown together with 

Murcia’s arrangement, entitled ‘La Jelousie’ [sic], in the original tablature. The melody is 

replicated exactly in this arrangement except for the note at bar 8, which is played on the 

third course. This is the only note that is not a literal rendition of the violin melody if there is 

no octave string on the third course. However, if an octave string is assumed for this course, 

the melody can be rendered literally, with the melody presented as campanelas:65  

 

Example 2. Feuillet, ‘La Jalousie’ from Recueil de Contredances, 1706 arranged by Murcia with the high g1 in 
the campanelas scale. In the Resumen de acompañar…, at p. 83. 

The campanelas on the upbeat to bar 9 (second tablature system), render the violin g1 as an 

open third string, which sounds an octave lower g on the guitar, if a conventional third course 

is used, this results in the anomaly inserted into the example below: 

                                                 
65 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980, original at p. 83. 
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Example 3. Feuillet, ‘La Jalousie’ Recueil de Contredances, 1706. The inserted bars show the result on the 
guitar if the third course of the guitar is strung with the conventional low g. 

The sudden leap down in register makes nonsense of the melody. Playing the note some other 

way is easy, so there is no technical reason for the lower octave. The reason for going into 

detail about Murcia’s beautifully idiomatic arrangement is that it shows how he uses the 

guitar to harmonise a simple melody in the ‘rigorous’ Spanish continuo style using a guitar. 

As Murcia’s harmonisations are faithful and literal renditions of the melody down to the final 

cadential trill, the way he renders the melody on the guitar is an indication of his stringing. 

Tablature tells you what to do, and the only way to do what is indicated by the violin part is 

to fit an octave g1 string to the third course of the guitar. An octave string is required on the 

fourth course for the d1 beginning the same little motif. This is played with the thumb in 

French stringing anyway—so doing the same on the g1 is no less onerous.  

The low g on the third course is also required in bars 102 and 122, with the thumb playing 

the higher-pitched string (the octave) and the finger playing the lower-pitched string (the 

fundamental). This ambiguity on the third course is used in the same way as it is on the fourth 

and fifth courses on Murcia’s guitar. He uses the campanelas to colour the melody in a way 

that appears to be directly influenced by Gaspar Sanz, who used an octave on the third course 

making it ambiguous, while his fourth and fifth courses, tuned in unison at the higher octave 

as re-entrant strings, gave him a configuration that enabled him to specialise in campanelas. 

The difference with Murcia’s stringing is that he increased the ambiguity by having three 

courses strung in octaves, importantly retaining the basses that were required by the Spanish 

continuo tradition. The tuning I am proposing for Santiago de Murcia is a best-of-both-

worlds compromise that allows the playing of campanelas using three octave strings while 

providing two bordones in the Spanish polyphonic continuo tradition:  
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Example 4. Proposed stringing for Murcia’s guitar. 

Two further examples that illustrate this stringing appear in the Resumen de 

acompañar… entitled Paspied Viejo and Paspied Nuebo.66 These pieces exist at folios 79–80 

of the “Códice Saldívar No. 4” in slightly refined versions that are slightly easier to play, with 

fewer bass notes and melodies changed from stopped notes to campanelas. Here are the first 

16 bars of the Paspied Viejo:  

 

Example 5. The Paspied Viejo bars 1–16 from the Resumen de acompañar…, pp. 57–58. 

In my transcription below, the guitar is tuned using my proposed stringing. The arrows 

pointing down indicate a down strum (from low strings to high); the arrows pointing up 

indicate an up-strum (from high strings to low). At bar 4 there is a short descending passage 

of campanelas showing the notes overlapping in the manner of a harp. The notes a1—g1—

f1—e1 end on the open fourth course d, with the higher octave of the pair providing the final 

d1 note: 

                                                 
66 There also exist slightly revised versions of each of these two pieces at folios 79–80 in the manuscript ‘Códice Saldívar 
No. 4’, Mexico City, Archive of Sra. Elisa Osorio Bolio de Saldívar. The facsimile edition and critical commentary by Craig 
H. Russell, Santiago de Murcia’s “Códice Saldívar No. 4” A Treasury of Secular Guitar Music from Baroque Mexico, 
Volume I: Commentary; Volume 2: Facsimile and Transcription, Urbana and Chicago: University of Illinois Press, 1995, 
see vol. 2, pp. 82–83. Numbers 41 an 42 in the transcriptions are at pp. 260–262 and on folio 79–80 of the manuscript. 
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Example 6. My transcription of the first sixteen bars of Murcia’s Paspied Viejo from the Resumen de 
acompañar…, pp. 57–58. Pairs of strings are stemmed together showing unison and octave strings as diamond-
shaped notes and the first string as single. Square brackets indicate notes probably excluded by the performer. 
The sign at bar 8 indicates vibrato. 

The need for the bordones on the fourth- and fifth strings is apparent from bars 111–121, 

where the six-note descending scale a1—g1—f1—e1—d1—c♯1 is immediately imitated at the 

lower octave and at the unison in bar 121–131. In the following examples I transcribe this 

passage using the various stringings to demonstrate the problem:  

 

The same passage in the tablature using the French stringing recommended by Russell 

and Hall (as used by Corbetta and de Visée) causes the last note of the imitation to leap up a 

major seventh to the final c♯1 on the re-entrant fifth course at bar 13:  
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Still using exactly the same tablature, the fully re-entrant stringing, which is recommended 

by Gaspar Sanz, breaks the imitation up even more: 

 

The final example uses the Hopkinson Smith stringing for playing Sanz, with a high g1 on the 

third course and re-entrant fourth- and fifth courses: 

 

Imitation at the unison instead of the octave is the reason this sounds better than the 

French stringing but it strips Murcia’s arrangement of the harmonic support provided by the 

basses. This is also less suitable for dance music compared to the “noisy guitar” with 

bordones Sanz says was used in this context. In the next example the voice leading has been 

simplified to show the effects of each different stringing. The use of two bordones and 

octaves on the lowest three courses (in the tuning proposed by me) makes Murcia’s 

arrangement melodically and harmonically coherent (top example), whereas the other tunings 

obscure these elements, making it confusing:  
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Murcia’s harmonisations of this flimsy material show his subtle use of the lower register of 

the guitar. His arrangements accurately follow the dance while the violin melodies devoid of 

harmony or bass are harmonised, even adding little passages of imitation, such as that pointed 

out above. In the example below I transpose the melody from Recueil de Dances composées 

Par M. Pecour, Paris, 1700 (which Murcia must have possessed) into the treble clef. As can 

be seen, the melody in the guitar part adheres very closely to the melody upon which his 

accompaniment was based but the harmony and imitation are his alone: 
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Example 7. Feuillet, ‘le Passepied’ bars 1–16, Recueil de Dances composées Par M. Pecour, notated by 
Feuillet, Paris, 1700, arranged for guitar by Murcia as ‘Paspied Viejo’ in Resumen de acompañar…, p. 57. 

My second example shows Murcia’s use of campanelas. This technique produces 

legatissimo notes in the form of scales played across the strings to sound like a harp, used to 

introduce colour and to provide fast virtuoso flourishes at particular rhetorical moments. 

They were not always used in a virtuoso way and Murcia often uses this technique to 

facilitate legatissimo position changes and to provide notes that are not easily reached from a 

particular position. In the following example Murcia uses campanelas for the second part of 

the ‘Paspied Nuebo’:  
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Example 8. Santiago de Murcia, Resumen de acompañar…, 1714, facsimile by Monica Hall, Monaco: 
Chanterelle, 1980, pp. 57 and 58: “Paspied Nuebo”. 

Here is my transcription of bars 17 to 32 of this dance using my proposed Murcia tuning:  

 

Example 9. My transcription of bars 17–32 of Santiago de Murcia, of the ‘Paspied Nuevo’ pp. 57 and 58 in the 
Resumen de acompañar…. The tuning has bourdons on the fourth and fifth courses and octaves on the third, 
fourth and fifth courses. Square brackets indicate notes omitted from the strums. 
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The durations of the notes in this transcription are intended to provide an impression of the 

overlapping of strings of the campanelas rather than providing completely accurate durations. 

The example below is intended to facilitate comparison, by showing the campanelas passage 

from bars 17 to 20 in the various stringings in order to explain the effect of stringing changes:  

 

Example 10. Skeletal transcription using the various stringings of bars 17–20 of Murcia’s ‘Paspied Nuebo’ 
from the Resumen de acompañar…, pp. 57–58. 

The first example (above), using my proposed Murcia tuning, shows the melodic result as 

being very similar to the Hopkinson Smith modified re-entrant tuning in the second example, 

with the transposition up an octave of a few bass notes. The melody is satisfactorily rendered. 

The remaining two tunings produce unsatisfactory readings of the melody, with unexpected 

drops of an octave in the middle of the melody. Murcia could have intabulated the high g1 on 

the fifth fret using the fourth course still retaining the campanelas, but had no need, given 

that note was available on the open third course—this is not possible with unison stringing.  
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Murcia took this arrangement from a lost Feuillet dance book for which Russell found a 

catalogue showing the dances in Murcia’s Resumen de acompañar…, bearing the same titles, 

in the same order as the Recueil de Dances composées Par M. Pecour that was notated by 

Feuillet, Paris, 1700, facsimile New York, 1968.67 The Murcia version enables us to 

reconstruct the Feuillet melody: 

 

Example 11. Bars 17–32 of ‘le Passe-pie Nouveau’ by Raoul-Auger Feuillet reconstructed from the ‘Paspied 
Nuebo’ by Murcia, Resumen de acompañar…, pp. 57–58. 

                                                 
67 For a full description of these sources see Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral 
dissertation, 1981, vol. 1, pp. 154–159. 
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The Murcia tablature specifies the high g1 on the third course. The stepwise movement of 

the campanelas melody in bars 17 to 20 (d1—e1— f♯1—g1—a1), requires a re-entrant octave 

on the third- and fourth courses to provide the melodic g1 and d1 notes. The example below 

compares the effect of using the other stringings to play this passage: 

 

Example 12. Bars 17–20 of the Feuillet melody (top). The resultant melodies are shown for: my proposed 
Murcia stringing (bourdons and 8ves on third, fourth and fifth courses); the Sanz re-entrant stringing (no 
bordones, 8ve on the third course); the Sanz re-entrant stringing (no bordones and unison pairs); the French 
stringing of Russell and Hall (re-entrant fifth course with a bourdon and 8ve on the fourth); the Sanz Spanish 
stringing (bordones and 8ve pairs on fourth and fifth courses). 

The French stringing recommended by Russell and Hall makes nonsense of this melody and 

cannot be what was intended by Murcia. In the bass, miscellaneous contrapuntally-

incomprehensible notes merge into the harmonic background. In this catchy little melody the 

strange leaps of a seventh down, and a ninth up, are simply disconcerting. The thin strings 

solve this problem by constructing an ambiguity in courses strung in octaves, allowing the 

guitarist to exploit a campanelas effect in pieces like the ‘Paspied Nuebo’ or to use bordones 

for the bass in the ‘Paspied Viejo’. This ambiguity is lost in the French stringing. The full re-

entrant tuning used by Sanz has the correct stringing for the campanelas in the ‘Paspied 

Nuebo’. In respect of the ‘Paspied Viejo’, raising the basses an octave in this stringing leaves 

the imitative counterpoint in place, although the lack of bordones would have made the guitar 

too quiet for accompanying the dance. 
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Russell discusses wider aspects of the French contredanses and minuets in Chapter IV of 

his thesis.68 The guitar arrangements in the Resumen de acompañar… are examples of 

thoroughbass realisations by Murcia, made without the benefit either figures or a bass, have 

all the repeats, proper rhythms, bar numbers and time-signatures, and so are closely based on 

the Feuillet choreography. Russell says of these arrangements: “The contredanse settings in 

Murcia’s Resumen de acompañar… are extremely functional. They are intended not so much 

as solo performance pieces as actual accompaniments to the dancers”.69 This suggests Murcia 

used these arrangements as solos to accompany dances, possibly even the queen at the court, 

or possibly when playing in a continuo group with other instruments forming a band. In a 

context such as this, he would have needed the bordones Gaspar Sanz described in 1674 as 

suitable for “accompaniment” and for “noisy music”. Murcia may also have played in a band 

for lesser aristocrats. The Feuillet choreography was intended to teach the steps of the latest 

fashionable dance, accompanied by a single violin, in the tradition of the French dancing 

masters like Nicolas Fonton, who was the queen’s dancing master70. Spanish dancing masters 

would have taught these dances to a guitar accompaniment, so Murcia’s arrangements might 

have been used to teach dance guitarists. As practical examples of the harmonisation of a 

melody for the guitar they are unsurpassed.  

Murcia’s ‘Borrowed’ Works 
The Resumen de acompañar… was the only work by Murcia that would be circulated in 

Spain. In South America, copies of the printed edition have been found in Mexico, and now 

in Chile, accompanying manuscripts belonging to Murcia or that were copied by him.71 Craig 

Russell describes Murcia’s ‘Passacalles y obras’ manuscript as: 

…a systematic presentation of passacalles settings in both duple and triple meters for 
each of the “keys” implied by the short-hand guitar notation known as alfabeto. The 
second half of the manuscript is devoted to eleven extended dance suites, each in a 
different key. Tucked into these suites—without attribution—are scores of movements 
borrowed from other composers such as Arcangelo Corelli, Robert de Visée, Francesco 
Corbetta, François Campion, François Le Cocq, and possibly Henry Grenerin and 
Anthoine Carré….72 

These unattributed or “borrowed” works tend to be French dance-suite movements rather 

than pasacalles. Commenting on these “borrowings”, Russell says that Murcia seems to have 

                                                 
68 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 142–181. 
69 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 162. 
70 Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, p. 252. 
71 See Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, pp 597–608 at p. 598. 
72 Russell, Santiago de Murcia’s “Códice Saldívar No. 4”…, 1995, vol. 1, p. 2. 
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composed Spanish pasacalles in a synthesis of the styles of Sanz and Guerau.73 He also says 

that the suite movements were taken from other composers because “…interest in the suite 

was uncommon among the Spanish…”,74 adding that Murcia, on occasion, ‘improves’ the 

original and radically increases the size of suites derived from the French composers like de 

Visée and Campion.75 I am not sure that Murcia grouped his dances as a suite, in the French 

sense, remembering that some of the ‘suites’ are made up of works by different composers. It 

is possible that these ‘obras’ were merely arranged by key.  

Russell and Hall, following Richard Pinnell and Robert Strizich, have all contributed to 

identifying the works by Murcia that were derived from other contemporary sources.76 I 

suggest that Murcia’s sources are mainly French dance suite movements, which seem to have 

been drawn from published editions: Robert de Visée, Livre de Guitarre dédiée au Roy 

(1682)77 and Livre de pièces pour la guitarre (1686);78 Francesco Corbetta’s editions dated 

1671 and 1674;79 Antoine Carré (1671);80 and Henry Grenerin (1780), the last two being 

thoroughbass manuals.81 Simply by examining the dates of these editions, we can see that 

since Murcia was born in 1673, these editions might easily have belonged in his student 

repertoire. Copies of these editions may have been made available to Murcia by Guerau, who 

may have begun an apprenticeship in about 1681—closer to the dates of first publication of 

these editions than was previously thought. More contemporary is the French music of 

François Campion’s from his Nouvelles découvertes sur la guitarre… published in 1705, 

during the time that Murcia was at the Spanish Court (1704 to 1706), where it is possible that 

he gained access to this edition. While Murcia’s repertoire of Spanish pasacalles may have 

been performed for the king, as the Bourbon grandson of the guitar-playing Louis XIV he 

would certainly have had some familiarity with French guitar music, making it not unlikely 

                                                 
73 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 228. 
74 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 236. 
75 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 237. 
76 In general see the introduction and in detail see Chapters III–VII, Russell, ‘Santiago de Murcia, Spanish Theorist and 
Guitarist…’, doctoral dissertation, 1981, vol. 1. 
77 Robert de Visée, Livre de Guittarre dédiée au Roy, Gravé par Hierosme Bonneüil, Paris, Chez l’Auteur and Chez le dit 
Bonneüil, 1682, critical edition by Charnassé, Andia and Rebours, Robert de Visée Les Deux Livres de Guitare…, [Paris], 
1999. 
78 Robert de Visée, Livre de pieces pour la Guittarre dédiée au Roy, Gravé par Bonneüil, Paris, Chez le dit Bonneüil and 
Chez A. Letteguive, 1686, critical edition by Charnassé, Andia and Rebours, Robert de Visée Les Deux Livres de Guitare…, 
[Paris], 1999. 
79 Francesco Corbetta, La Guitarre royalle dédiée au Roy de la Grande Bretagne…, Paris 1671 and La Guitarre royalle 
dédiée au Roy [Louis XIV], Paris 1674.  
80 Antoine Carré, Sieur de la Grange, Livre de guitarre contenant plusieurs pièces, Paris, 1671. 
81 Henri Grénerin, Livre de guitare et autres pièces de musique meslées de symphonie avec une instruction pour jouer la 
basse continue, Paris, 1680. 
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that Murcia would have been requested to perform French guitar music, compelling him to 

have these works in his repertoire.  

The music in the Resumen de acompañar… presents Murcia’s method of accompanying 

on the guitar using the dances, minuets and contredanses as examples. His transcriptions of 

instrumental works include a “…reordered version of the anonymous Batalla famosa, for 

organ… [of] Antonio Martin y Coll…”,82 which is an arrangement. Murcia has also been 

accused of plagiarising the music of François Le Cocq, which appears in a manuscript copy 

made by the Flemish guitarist Jean-Baptiste de Castillion including works by a number of 

composers.83 The link between Le Cocq and Murcia came about through the Resumen de 

acompañar…, engraved in Antwerp in 1714 and printed in 1717. Hall has suggested that 

while Murcia was engaged in the engraving at about this time, he made contact with Le Cocq 

in Belgium.84 She refers to another manuscript copy by de Castillion in the Conservatoire 

Royal de Musique in Liège (B:Lc.Ms.245) with previously unknown works by Corbetta, 

which may have come from his lost Spanish book.85 She argues further that this source may 

also have been available to Murcia.  

Russell says of the pieces Castillion copied from Le Cocq: 

In most of these instances Murcia preserves the basic structure of the original, but in a 
few cases he significantly alters and reshapes the model. He expands several movements 
borrowed from Le Cocq's Suite in G minor by inserting recurring motives and harmonic 
passages that forge the suite into a unified whole…. …Murcia also draws upon his 
Spanish contemporaries.86  

Hall in her reply to Russell wrote:  

LeCocq may have revised his own music if he circulated it only in manuscript. Now that 
it is established that a substantial number of the pieces, both in Passacalles and Resumen, 
are not by Murcia himself, none can be attributed to him with certainty. There is always 
the possibility that a piece so far unidentified may turn up in another source attributed to 
someone else.87  

                                                 
82 Craig H. Russell, ‘Santiago de Murcia’, letter to the editor, Early Music, vol. 10/4, October, 1982, p. 575. 
83 François Le Cocq, ‘Recueil des pièces de guitarre des meilleurs maitres du siècle dix-septième’, copied by Jean-Baptiste 
de Castillion, Brussels Konservatorium library, B:Bc.Ms.S5.615. See Monica Hall website “Baroque Guitar Research” at 
<http://www.monicahall.co.uk/>, accessed 3 June 2008. 
84 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980, Hall Introduction p. iii. 
85 Monica Hall, ‘Francesco Corbetta: Selected pieces for baroque guitar from B.Lc Ms. 245 Copied by Jean Baptiste de 
Castillion’, website article at <http://www.monicahall.co.uk/>, accessed 3 June 2008, Introduction, p. 2. 
86 Russell, ‘Santiago de Murcia’, letter to the editor, October, 1982, p. 575. 
87 Monica Hall, ‘Santiago de Murcia’, letter to the editor, Early Music, vol. 11/1, Tenth Anniversary Issue, January, 1983, p. 
145. 
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The Courante in C-minor from the Castillion Liège B:Lc.Ms.245 collection,88 which is 

transcribed by Hall and made available on her website, is identical to the Murcia version 

except for ornaments and left-hand fingering. The Castillion version appears to be a copy in 

French tablature that makes no adaptations for stringing differences in the Murcia original.  

The discovery of Murcia’s ‘Cifras Selectas de Guitarra’ manuscript dated 1722 gives us 

an earlier source than Le Cocq, placing a different complexion on this debate, making it at 

least possible that Le Cocq acquired copies of Murcia’s music from Murcia, whether in 

Antwerp or by correspondence from Madrid. This means, as Vera argues, that Le Cocq may 

just well have omitted passages in Murcia’s works. He explains: 

…[T]he ‘Recueil des pieces de guitarre’ by François Le Cocq, copied by J. B. Castillion, 
…[has] a gavotte found in both CSG (f.43v) and ‘Passacalles y obras’. This concordance 
is enough to cast doubt on whether Murcia borrowed Le Cocq’s pieces. As CSG was 
copied around 1722 and Castillion’ s manuscript in 1730, it is also possible that it was Le 
Cocq (or even Castillion himself) who reused Murcia’s pieces. Two additional pieces of 
information make this idea more plausible. The first is that Castillion’s father, as he 
himself indicates in the preface, had studied guitar in Madrid around 1690 with Miguel 
Pérez de Zavala, so that he must have been familiar with the late 17th-century Spanish 
repertory. The second arises from the comparison between Murcia’s ‘Obra por la O’ in 
‘Passacalles y obras’ and that of Le Cocq’s ‘Recueil’. As Russell indicates, in Murcia’s 
suite almost all the movements derive from a common, unifying motif, whereas in Le 
Cocq’s version only the ‘Allemande’ and ‘Courante’ have such a motif. Therefore, it 
seems more logical that Le Cocq borrowed the two movements from one of Murcia’s 
suites rather than the other way round, although the question must remain open for the 
present.89 

Much analysis still needs to be done to establish what was borrowed by whom and when. The 

idea of Murcia as plagiarising the music is based on current attitudes to intellectual property, 

not on principles governing intellectual property in Murcia’s time. I think Hall is wrong to 

suggest this. If we accept the less pejorative term, ‘borrowed’, each concordant example 

nevertheless requires individual analysis in allocating it to a category that appropriately 

describes its relationship to the source.  

On the guitar there are many difficulties in doing this. Firstly, it needs to be considered 

whether the source shares the same stringing configuration as the ‘borrowed’ work. If a 

source in French tablature conceived for a guitar with one bourdon is transcribed into 

Spanish tablature for a guitar with two, exact copies with identical fingerings will result in 

instant transcriptions because of these stringing differences. When a trancriber such as 

                                                 
88 Santiago de Murcia, ‘Passacalles y obras’, manuscript in the British Library, Add. 31640 “purchased of Julian Marshall, 
Esq. 10 July, 1880; 23 March, 9 April, 1881”, folios 122v–123. See Russell, ‘Santiago de Murcia, Spanish Theorist and 
Guitarist…’, doctoral dissertation, 1981, vol. 2, pp. 582–584. 
89 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, pp 597–608 at p. 262–263. 
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Murcia takes account of these unintended consequences and exercises care in making 

judicious changes or accepts the notes an octave lower as a matter of aesthetic judgement, 

then the work becomes a transcription for a different instrument. Secondly, if these 

transcriptions incorporate more intrusive editorial changes like alterations to the notes, the 

harmonies or to the number of bars, then the transcription threatens to become an 

arrangement. Thirdly, “borrowed” sources conceived for a different instrument, like the 

Corelli Op. 5 violin sonatas or the organ pieces by Antonio Martin y Coll, need to be 

categorised as arrangements rather than transcriptions. Finally, sources that have undergone 

thoroughbass harmonisation, like the violin tunes from French dance repertoire or Murcia’s 

contredanses and menuets, are plainly original works. This also applies to pieces based on 

grounds, dances (like tarantelas and fandangos) or songs (like Murcia’s variations on 

Marizápalos). Transcriptions and arrangements can be too easily written off as concordances 

as we shall see in the analyses that follow. 

It is possible that Murcia’s paired manuscript volumes were graded: the ‘Códice Saldívar 

No. 4’ being easier than the ‘Passacalles y obras’, both being used for didactic purposes. 

These manuscripts were not prepared for publication and appear to be autograph fair copies 

of a collection made over a lifetime, in other words, Murcia had a personal guitar book or 

papers from which he made these copies in 1732 and earlier in 1722 and possibly earlier. The 

1732 manuscripts were given to his trusted friends a few years before he died and ended up in 

Mexico. Some of the pieces in the ‘Códice Saldívar No. 4’ are refined, reworked or simplified 

versions of pieces in the Resumen de acompañar…, the ‘Passacalles y obras’ or the 1722 

‘Cifras Selectas de Guitarra’ manuscript. The music from each of these manuscripts have the 

appearance of being judiciously selected by Murcia for his fair copies. It is possible therefore 

that these original manuscripts were among his personal effects and subject to his will, which 

must have been executed upon his death in 1739.  

Murcia and Transcription 
Murcia made a careful study of foreign guitar books to which he had access, arranging pieces 

for what he would have called the Spanish guitar. He included his own arrangements of these 

works in his manuscripts and thoroughbass realisations in his Resumen de acompañar…. 

Quite what governed his cursory attributions to Corelli or his failure to provide attributions 

for his arrangements of the music of Campion, de Visée, Corbetta and others is not clear. 

While none of his transcriptions of guitar music are not analogous to lute intabulations, 

Murcia’s attitude to attribution may stem from that tradition The intabulation of vocal or 



C h a p t e r  7  348 

instrumental works composed by other composers accounted for an extensive body of music 

for the sixteenth-century vihuela and lute, which was often, if not predominantly, published 

without attribution.90  

Intabulations were a fundamental part of lute technique.91 Suzanne Court has suggested 

that “…in [our] century performers tend to be slightly suspicious of music which so openly 

copies the music of other composers”,92 and this appears to be true of Murcia scholars. In her 

chapter ‘The Concept of Imitazione’, Court relates intabulation to ‘imitation’ or ‘mimesis’,93 

and in discussing imitation by contemporaries writes: 

The concept of plagiarism, although it existed for renaissance artists, was rarely applied 
to those who openly practised imitazione. …[In the Renaissance] to put one's name to 
someone else's work or to incorporate large sections of a work without attempting to 
rework the material was liable to receive the label plagio from contemporary artists. 
However, there was a thin dividing line between emulation and plagiarism which, then as 
now, compounded the difficulty of discerning between the two. …We need to take care 
therefore that we do not impose our concept of plagiarism upon behaviour that may have 
been perfectly acceptable, or indeed cherished, in the Renaissance.94 

The crucial factor in discerning between “between emulation and plagiarism” is that in 

‘borrowing’ a work some effort needs to be made to “rework the material”. This is exactly 

what Murcia does. 

The question of plagiarism does not arise in Murcia’s Spanish compositions, rather it 

appears in the mainly French dances that he arranges. He describes these works as “obras”, 

which is usually interpreted as meaning ‘suites’. It is possible the word “obras” simply meant 

“works” in a more generic sense. Some of these works are grouped together by key, but it is 

not easy to identify unified suites when the dances are by different composers. Murcia was 

not trained in the composition of French suites and may have been studying them. The reason 

he would have needed to arrange these works was that he was using a Spanish guitar that was 

strung differently to the one used in the sources from which the music was derived. Murcia 

may also have had to accompany sonatas by composers like Arcangelo Corelli,95 with Italian 

musicians at the Spanish court like “…the Neapolitan violinist Jacome Guisi (or Chisi), 

[who] joined the capilla real in 1693 and worked there until his death in 1720, or Felipe 

                                                 
90 My thanks to Dean Sutcliffe for suggesting this as a way of looking at Murcia’s attitude to attribution. 
91 Suzanne E. Court, ‘Giovanni Antonio Terzi and the Lute Intabulations of Late Sixteenth-century Italy’, University of 
Otago, Dunedin, doctoral thesis, 1988, pp. 19–24. 
92 Court, ‘Giovanni Antonio Terzi…,’ doctoral thesis, 1988, p. 26. 
93 Court, ‘Giovanni Antonio Terzi…,’ doctoral thesis, 1988, pp. 285–335. 
94 Court, ‘Giovanni Antonio Terzi…,’ doctoral thesis, 1988, pp. 293–294. 
95 See Pinnell, Francesco Corbetta…, 1980, pp. 141–146. 
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Falconi who moved with the King to Segovia in 1721 and who died in 1738.96 As Murcia 

was not close to the court for long, he may also have accompanied aficionado violinists in the 

aristocracy. Arrangements for harpsichord of the works of Corelli exist in a manuscript dated 

1721,97 so it is likely that the Murcia transcriptions and arrangements of his works also date 

from about this time.  

The assumption, chiefly by Hall, that Murcia acquired his sources by travelling to France 

in person seems unlikely given his poverty. He may have obtained manuscript copies through 

the sophisticated systems for the circulation of music in Spain, but he may also have had 

access to music through Guerau or acquired copies of printed sources while teaching Maria 

Luisa, given her links with the French Court. He may have had access to music in aristocratic 

houses where he taught. Any trip to France, Belgium or Holland in the period 1717 to 1731 

proposed by Hall is unlikely given his poverty and the 1722 dating of the ‘Cifras Selectas de 

Guitarra’ manuscript in Madrid. Russell’s suggestion that he went to Antwerp between 1717 

and 1719 is possible.98 Little is known about him between 1706, when he left the service of 

the Queen, and 1729, when his wife died. We also know very little about the years between 

1729 and his death in 1739 other than that he was impoverished. 

The stringing of Murcia’s guitar is controversial. The balance of scholarly opinion 

favours the view that his music requires a guitar with a re-entrant fifth course and a bordón 

on the fourth course only in the French manner—at least for works from French sources. 

Russell discusses stringing in his thesis.99 He accepts that generally in Spain, bordones with 

paired octave strings on the fourth- and fifth courses were used by Doizi de Velasco and Ruiz 

de Ribayaz.100 This I have called the ‘Spanish stringing. Russell uses Pablo Nassarre’s 

Escuela música según la practica moderna, Zaragoza, 1724, to argue that some in Spain used 

a tuning with a bordón on the fourth course (in octaves) and a re-entrant fifth course in the 

manner of Robert de Visée.101 For ease of reference I call this the ‘French stringing’. Russell 

says baldly: “In all likelihood, Santiago de Murcia uses this re-entrant tuning. Murcia was 

greatly influenced by his French contemporaries and it seems reasonable that he would adopt 

                                                 
96 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 30; and Paul Murphy ‘The Thoroughbass Theory of José de 
Torres y Martínez Bravo…’ , doctoral thesis, 1995, p. 22. 
97 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 272 cites the manuscript E Mn M. 815. 
98 See Russell, Santiago de Murcia’s “Códice Saldívar No. 4”, 1995, vol. 1, pp. 131–133. 
99 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 10–37 and pp. 78–
86. 
100 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 79–80. 
101 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 80–81. 



C h a p t e r  7  350 

their tuning system. This hypothesis is reinforced by an examination of the fingerings in 

Murcia’s treatise… [my italics].”102  

Alternatively, Murcia may not have been influenced at all. Perhaps he simply had a many 

requests for French guitar music because the king was the grandson of Louis XIV. In the 

pieces examined below, I will show that Murcia’s arrangements show that he did not “adopt 

their tuning system”. Russell’s final word on the stringing of Murcia’s guitar appears in his 

Introduction to his “Códice Saldívar No. 4” edition: 

The assumption that Murcia may have used re-entrant tuning is reinforced by several 
other clues. The French pieces that make up the bulk of his “Passacalles y obras” were 
composed originally for re-entrant tuning and significantly, Murcia makes no changes in 
them that would indicate he was using a bordón on the fifth string. In addition, the 
campanelas passages that appear time and time again in Murcia’s works sound much 
more effective and beautiful with a fifth course composed only of agudos [thin strings]. 
The addition of a bordón on the fifth course makes the campanelas runs sound clumsy.103 

A contrary opinion is that many French pieces sound fine using the Spanish stringing and 

where they do not Murcia changes the music. While the campanelas may sound “clumsy” 

that may have been the fault of the performer, while the lack of a bordón may sound worse.  

What we need is evidence that Murcia exploited the innate ambiguity of the stringing by 

using the octave string on the fifth course for a re-entrant melodic string sounding “effective 

and beautiful”, while using a “thick” string on the fifth course for the bass at other times. This 

is not mentioned by Russell. Some of Murcia’s works never require a high g1 and so required 

the Spanish stringing with octaves and bordones on the fourth and fifth courses as follows: 

 

Murcia also makes extensive use of campanelas requiring an octave string on the third 

course for the high g1, as well as the octaves on the fourth and fifth courses; in addition he 

uses the bordones for certain bass notes, suggesting the following variation of Spanish 

stringing: 

                                                 
102 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, p. 81. 
103 Russell, Santiago de Murcia’s “Códice Saldívar No. 4”, 1995, vol. 1. This quote from the introduction entitled 
‘Transcription Procedures and Tuning’, pp. xviii–xix at p. xviii. 
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Russell accounts for Murcia’s use of the high g1 for campanelas in the following way: 

One peculiarity of Murcia’s settings is the tolerance for octave displacement. In 
campanelas runs, he consistently fingers the note “g” on the open third string even if its 
neighbours are located in a different [higher] octave [Example: ‘Passacalles y obras’ 
folio 8v]. This octave displacement even occurs in melodic lines [Example: Resumen de 
acompañar…, p. 66]. The practice of using the open-string “g” to replace a higher “g” 
that otherwise would have to be pressed is in keeping with Murcia’s concern for 
technical facility.104 

A different explanation is that he used of a high g1 string on the third course like Sanz 

did. If Murcia was so unconcerned by “octave displacement”, why does it not occur in 

passages such as where an open second string b could be used to replace a high b1? Russell 

also does not commit himself as to whether a “thin string” was intended on the third course 

or not, occasionally he adds this note to some of his transcriptions.105 His other objection to 

the use of Spanish bordones is a recurring cadential figure in which a bordón on the fifth 

course ends so that there is a fourth in the bass (that is a second-inversion chord).106 

 

Example 13. Left is a typical example from Murcia, Resumen de acompañar…, p. 93; in the centre is Russell’s 
French tuning transcription from a different piece and right the Spanish tuning with the fourth in the bass. In 
Russell, ‘Santiago de Murcia…’ thesis, volume 2, 1981, pp. xix-xx. 

Writing in 1723, Pablo Nassarre refuses to disallow such fourths on the grounds that they 

were accepted on the guitar and similar instruments:  

It is true that, when found in the bass by itself, [the fourth] does not have the same grade 
of sonority as others, and for this reason it is counted among the dissonances. Yet this is 
not sufficient reason because experience shows us that in some musical instruments it is 

                                                 
104 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 2, 1981, pp. xvi-xvii. 
105 Russell, Santiago de Murcia’s “Códice Saldívar No. 4”, 1995, vol. 2, p. 262 bars 17 and 19 for example. 
106 Russell, Santiago de Murcia’s “Códice Saldívar No. 4”, 1995, vol. 2, introduction: ‘Determining Murcia’s Tunings’, pp. 
xvii–xviii. 
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used in the bass in place of the fifth. (This is true of the guitar and several others [i.e., 
other instruments of the guitar family, such as the bandola].)107 

This argument is one answer to Russell’s objection. This cadence is on a long note, so it 

is also possible to minimise the effect of the dissonant fourth in performance by having the 

long-delayed tonic note dominate the chord as the resolution when the ornament is 

completed. Almost fifty years earlier, in 1674, we find Sanz criticising guitars with bordones 

for ungrammatical fourths. His opinion appears after his discussion of variety in stringing and 

gives his reasons for a guitar with bordones not being good for campanelas:  

…the reason is, if there is a bourdon it impedes the making of trills, and slurs, and other 
gallantries of the left hand, because the one string is thick, and the other is thin, and the 
hand is not able to press equally, and grasp one thick string as well as two thin ones; but 
with bourdons, if the letter, or position E is made, which is D la sol re, in music this 
leaves the open fifth string as a fourth in the bass, confusing the principal bass, and 
causing imperfection in accordance with the teaching of counterpoint; and so you are 
able to choose whichever of these two you please, as the method which you choose of the 
two, depends on the purpose for which you are playing.108 

Sanz says that for himself stringing depended on the purposes for which the guitar was 

being used—solo playing or accompaniment. There is no reason to believe, thirty years later, 

that Murcia would have been in complete agreement with Sanz on this matter. Murcia was 

one of those who used bordones on the fourth and fifth courses for accompaniment and 

nowhere does he say that he does something different for solos—unless you look at his 

music. Neil Pennington disagrees with Russell, writing as follows: 

The question of the tuning used by de Murcia remains to be considered. Strizich feels 
that since de Murcia exhibits strong French and Italian influences in [his] music, he 
probably used the re-entrant tuning. Yet, while de Murcia certainly knew the music of 
the French guitarists de Visée and Corbetta, he may have been influenced as much by the 
Spanish tradition of stringing with bourdons as by the practices of a foreign Maestro.109  

I agree with Pennington. Maurice Esses cites a manuscript by Manuel Valero dated after 

1716, which includes extracts from Sanz and Murcia and specifies the Spanish stringing: 

The main body of the work, consisting of forty-one pages of text and forty folios of 
examples…[is] …nothing, but a compilation of sections taken verbatim, but without 
acknowledgement, from Sanz (the rules for rasgueado playing, punteado playing and 

                                                 
107 Bracketing by Pennington. He is quoting Nassare, Segunda Parte de la Escuela Música, Zaragoza, 1723, Madrid 
Biblioteca nacional, MBN/R. 9269, p. 57. In Pennington, The Spanish Baroque Guitar…, 1981, p. 53. 
108 “…y es la razon, porque para hazer los trinos, y extrasinos, y demàs galanterias de mano izquierda, si ay bordon impide, 
por ser la una cuerda gruessa, y la otra la delgada, y no poder la mano pissar con igualdad, y sujetar tambien una cuerda 
recia, como dos delgadas; y à mas desto, que con bordones, si hazes la letra, o punto E, que es De la sol re, en la musica sale 
la quinta vacante en quarta baxo, y confunde el principal baxo, y le dà algo de imperfección, conforme el contrapunto 
enseña; y assi puedes escoger el modo que te gustar de las dos, según para escoger el modo que te gustare de los dos, según 
para el fin que tañeres.” Sanz, Instrucción de música…, Zaragoza, 1697, facsimile Minkoff, Geneva: 1976, p. 1. 
109 My italics. Pennington, The Spanish Baroque Guitar…, 1981, p. 55. 
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accompaniment) and from Murcia (the complete didactic section). The only exception is 
the final folio, where Valero describes a customary method of tuning the guitar [in Spain] 
with octaves in the fourth and fifth courses.110 

This source is silent on the matter of an octave on the third course, but Sanz makes it clear 

that some Spanish guitarists were using bordones with octaves on the fourth and fifth courses 

to play campanelas. Murcia would have been influenced by Spanish tradition, his teacher 

Guerau and especially by the requirement for rigorous counterpoint on the continuo guitar. 

What does Murcia himself say in regard to stringing?  

Monica Hall, in her Introduction to the Resumen de acompañar…, finds no sign of 

stringing or tuning indications in Murcia’s music: 

Murcia does not indicate, either in the Resumen or in the Passacalles y obras which, if 
any, of these [tuning] arrangements he prefers. It is therefore an open question which is 
the most suited to the performance of his music.111 

On page 8 of the Resumen de acompañar… Murcia reveals the stringing he imagines. There 

are two translations of this passage; the one used here is by Lowenfeld and the other is by 

Russell, and both seem to me to add a lot to the original.112 Murcia’s instructions explain that 

the note required in the music is found by counting up, fret by fret, from the nearest available 

string until the note required is found. He gives an example from a figured bass: 

When you find the number 6 above G sol re ut, it means that the interval of a sixth 
should be used with it, and to find it, you must count six notes, starting with the G sol re 
ut as one; A la mi re: two; B fa b mi: three; C sol fa ut: four; D la sol re: five; E la mi: 
six, which is the first string open, or the second string stopped on the fifth fret; choosing 
between these two the one that is more comfortable for the position in which the hand 
happens to be. If it is the flattened sixth, one should play E la mi flat, and in the same 
manner any other pitch called for by the given [bass] note. All there remains to learn now 
is that if the bass is on the fifth course of the guitar, one can use any string from the 
fourth course down to find the pitches; if it is on the fourth course, use any from the third 
course down; if it is on the third, one can use [only] the second and first courses.113 

                                                 
110 “…shortly after the death of the Jesuit Francisco de Géronimo on May 11, 1716…”, whose portrait is contained in the 
manuscript. Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 141–142.  
111 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980, Hall introduction, pp. iii–iv. 
112 Lowenfeld, ‘Santiago de Murcia’s Thorough-bass Treatise…’, translation, Master’s thesis, 1975, p. 8. Russell, ‘Santiago 
de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 2, 1981, p. 15. 
113 “Uga se encuentra sobre el signo, de Gsolreut Vn 6. es pedir se le ponga la Sextta que para buscarla se contara seis desde 
el dicho signo diziendo G sol re ut, vno: A la mi re; dos: B fa b mi; Tres: Cs ol fa ut; quatro: D la sol re; cinco: E la mi seis, 
Que, es la prima en bagio, O la Segunda pissada en quinto Traste. eligiendo de estas dos, aquella mas comoda a la postura 
en que se hallase la mano: Si fuere sexta bmolada, se dara Elami Bmolado, y asi de Otra qualquiera que pidiere la nota; 
Restando sauer aora; que Si fuere el bajo en la quinta de la Guitarra, se podra, Vsar desde las quartas abajo, para buscar las 
Vozes; Si fuere en las quartas, de las terceras abajo. Si fu[e]re en las terceras en segunda, y prima”. The above translation is 
by Lowenfeld, ‘Santiago de Murcia’s Thorough-bass Treatise…’, Master’s thesis, 1975, p. 8. For another translation: see 
Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 2, 1981, p. 15. 
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In this passage “G sol re ut” is the open third string of a guitar. This note can also be played 

at the fifth fret on a guitar if there is a bordón on the fourth course; and it can be played on 

the fifth course at the tenth fret on a guitar if there is a bordón on the fifth course. The lowest 

“G sol re ut” in any stringing of a five-course guitar is the open third course. Murcia explains 

in playing a chord with the bass on the fifth course, that the four higher strings are available 

for the harmonies needed; if the bass is on the fourth course, only three strings are available, 

if on the third, only two are available. In the Resumen de acompañar… Murcia writes as 

though the guitar had bordones on both the fifth and fourth courses. Hall says:  

The first part of the Resumen deals with continuo playing, for which bourdons are 
indispensable, but the music [in the Resumen presumably] is in the style which Sanz 
considers sounds better on an instrument without them [bordones that is].114 

She recognises “bourdons are indispensable” only for accompaniment, not for playing the 

examples in the Resumen de acompañar…. This is an untenable position.  

Nowhere does Murcia say that this stringing is not intended for playing his solo music. 

Murcia’s French dance realisations are all examples of accompaniment but his ‘Paspied 

Nuebo’ (discussed above) demands bordones and an octave g1 for the campanelas. The 

“style” of Murcia’s thoroughbass realisations is the Spanish polyphonic continuo style. His 

use of campanelas in that style are a special effect—an ornament—and do not constitute a 

“style” as they do in Sanz. Hall avoids suggesting that Murcia was a disciple of Sanz who, 

forty years later in the high Baroque, was still using the re-entrant stringing of the Masters in 

Rome for his solo music and bordones for accompaniment. Following Russell, she suggests 

the single bourdon stringing of de Visée and Corbetta “…represents the most satisfactory 

compromise… [between the Sanz re-entrant stringing and the Spanish continuo stringing 

because] …the bourdon on the fifth course is particularly obtrusive, and is best left off, 

whilst one on the fourth ensures the best musical results.115 In other word words Murcia 

played accompaniment with bordones and took the lowest one off to play his solos. Where in 

Murcia’s music is this to be seen? 

Halls’s opinion is historically and musicologically unacceptable. A stringing may be a 

“compromise” for a player but a composer judiciously arranges the music for the best effect 

and we can be sure that Murcia had a preference. Surely we need to attempt to discern that 

preference from his carefully crafted music. Play Murcia’s ‘Marizápalos’ or his ‘Tarantelas’ 

                                                 
114 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980, Hall introduction, p. iv. 
115 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980, Hall introduction, p. iii. 
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using the Spanish stringing and notice that this is a better “compromise” anyway. Hall’s view 

that a bordón on the fifth course sounds “obtrusive” is subjective and her argument that Sanz 

heard bordones as “obtrusive” says nothing about younger-generation players like Murcia. 

There are three historical questions concerning stringing arise from Murcia’s music: did he 

write or arrange pieces for a guitar with two bordones in the Spanish stringing? Did he use a 

single bordón and a re-entrant fifth course like the French and Italians? Why does he imply 

an octave g1 on the third course for campanelas often even when that note is available on the 

fourth course octave, which everyone agrees that he had at his disposal?  

Since it is likely that Murcia served his apprenticeship between 1681 and 1690,116 he 

most likely learned with Guerau, whom he mentions by name, but he may also have learned 

with Sanz—if Sanz was in Madrid at that time. Stylistically, he manifestly integrated two 

streams of influence into his music: that of Guerau and that of Sanz. Guerau’s music was 

written in an older Spanish Baroque style using strong two-part counterpoint with a clear 

bass/treble polarity, occasional strummed chords, and octaves on the fourth and fifth courses 

for the melody to resolve the third course up in the bass like rudimentary campanelas. His 

music is highly ornamented possibly as a response to the same zeitgeist that is represented in 

France by François Couperin. Guerau was probably a contemporary of Sanz and it may be to 

him that Sanz alludes by describing the style he learned in Rome using campanelas as “…the 

modern way of composing…117”. Murcia’s campanelas show the influence of Sanz but are 

used for legato or to heighten tension in a cascade of scales, often towards the end of a piece, 

never losing a strong sense of the harmonic importance of the harmony in the bass. Murcia’s 

music is more progressive, highly complex and noticeably more ‘modern’. 

Hall has continued to wrestle with the problem of stringing of the baroque guitar, setting 

out the evidence in detail in her web article “The stringing of the 5-course guitar”.118 She 

omits the Murcia passage about building chords over a bass, offering the following opinion: 

Most players today seem to think that there is a “correct” way of stringing the guitar for 
each part of the repertoire and that by identifying this it is possible to eliminate at least 
some six-four chords and also the skips of a 7th or a 9th which often occur in the melodic 
line. 17th century guitarists may to some extent have taken into account the method of 
stringing they were used to when intabulating their music in order to achieve accurate 
musical results. However, (with very few exceptions) the music will never conform to 

                                                 
116 Vera, ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, pp 597–608 at p. 600. 
117 “…que es el modo moderno con que aora se compone…”, Sanz, Instrucción de música…, Zaragoza, 1697, facsimile 
Minkoff, Geneva: 1976, starting at p. 1a ‘Regla Primera de Encordar…’. See Sylvia Murphy, ‘The Tuning…’, p. 52–53 and 
Pennington, The Spanish Baroque Guitar…, 1981 at p. 49. 
118 Hall, ‘The Stringing of the 5-Course Guitar’, accessed 1 May 2008.  
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what we today consider to be the “rules of musical theory” unless it is edited 
extensively.119 

Santiago de Murcia’s music was published in the eighteenth century, so we are not talking 

about what seventeenth-century guitarists thought was necessary. We are also not talking 

about the rules of musical theory according to us. Murcia wrote a book thoroughbass and his 

music is exemplifies the rules of musical theory in his time. Is Hall suggesting we disregard 

his music? Hall is wrong to claim that the guitar operated without recognisable “rules of 

musical theory” and strums on six-four chords were not necessarily “clearly notated” as Hall 

suggests: 

One might be tempted to think that the best musical results would be obtained with 
octave stringing on both the fourth and fifth courses. The six-four chords can be 
eliminated by leaving out the fifth course from strummed chords (although they are 
clearly notated) and some of the other problems can be solved by selectively plucking 
either the treble or bass string of a course. There is however no evidence to suggest that 
17th century guitarists thought that this was necessary and it may well be that we are 
imposing our own prejudices on the music. If they had shared our concern about such 
matters they could have notated the music differently.120 

Where there is a system of notation, there is usually some excess that escapes the 

notation as it stands. In Murcia’s tablature that excess contained things that every guitarist in 

Spain knew—things that no longer needed to be notated. In copying his manuscript in 1722 

he provided an introduction in case the people in Chile did not know such things. The 

difficulty for us is the things that everybody once knew are no longer obvious to us. This is 

not about a universal answer, it is about Murcia’s texts. It is the task of the musicologist to 

attempt to read between the lines and to find the stringing that best fits the notation in the 

scores we have inherited. I intend to show that Murcia wrote more grammatically, used 

bordones on both the fourth and fifth strings, and did not need to notate his music differently. 

He strung his guitar somehow. Surely it is incumbent upon musicologists to try to relate his 

tablature notation to the rules in his Resumen de acompañar…. Hall seems to hold the view 

that a virtuoso performer and theorist of Murcia’s calibre habitually disregarded voice 

leading, ignored six-four chords and was deaf to disconcerting leaps in the melody. It is hard 

to reconcile this with the so-called rigorous Spanish style of continuo realisation.  

The 1722 ‘Cifras selectas de Guitarra’ manuscript found in Chile has a middle section 

that consists of three folios that contain a contents list and technical advice by Murcia in his 

‘Explicación para facilitar la ejecución en aquellas cosas más extrañas de estas obras’, or 

                                                 
119 Hall, ‘The Stringing of the 5-Course Guitar’, accessed 1 May 2008, pp. 2–3, accessed 1 May 2008.  
120 Hall, ‘The Stringing of the 5-Course Guitar’, accessed 1 May 2008, pp. 2–3, accessed 1 May 2008.  
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‘Explanation to facilitate the performance of the most surprising things in these works’. 121 

Since this source was not been available to me at the time of writing I quote Vera: 

While the tablature and ornaments contained in the manuscript are identical to those used 
by Guerau in his book of 1694, the ‘Explicación’ alludes to several interesting technical 
aspects. Regarding the right hand, Murcia indicates that laying the little finger near the 
bridge of the guitar to rest the hand is typical of amateurs, since these are ‘delicadas’ 
(delicate) pieces with strummed chords and must be played in the middle of the 
instrument with the hand in the air. He does, though, admit that this technique [laying the 
little finger near the bridge of the guitar] can be used to obtain greater sonority when the 
guitarist accompanies another instrument. He additionally explains that the index and the 
middle fingers must strum [sic pluck] the strings alternately on the first and second 
course, while the thumb must be used to strum [sic pluck] the third, fourth and fifth 
courses. Nothing is said of the ring finger. 122  

The use of the hand in the air as a mark of advanced technique is very interesting. In 

Spain this technique prevailed in common practice guitar-playing and also applies to Sor, 

who set his right-hand fifth finger on the table for fast notes and scales only. More 

importantly, the recommendation that the index and middle fingers take the first and second 

courses is exactly the advice that is given by Sor for the positioning of the right hand and is 

again confirmation of a technique survived beyond Murcia into the common practice from 

which Sor learned the guitar. Tarrega, Segovia and modern guitarists, contrary to this, 

orientate the hand with the index finger on the third string and the two remaining fingers on 

the second and first strings. Vera misinterprets Murcia’s statement where he says:  

This is undoubtedly a general recommendation that cannot be taken literally, as some 
passages in the campanelas cannot be executed without plucking the third course with 
the index finger. However, the similarity with Guerau on this point could, as has 
previously been suggested, indicate that Murcia was trained by him.123  

Murcia is not forbidding the index finger on the third course, he is referring to the general 

orientation of the hand, which he centres on the second course. Guerau’s observation is about 

using the middle-and index fingers alternating for runs, which he does down to the fourth 

course and uses thumb and index up to the second course.124 Murcia is describing the hand 

position relative to the strings not his alternation in runs.  

Finally, Vera discusses the advice that Murcia gives on ornamentation: 

                                                 
121 My translation; the existing translation is “Explanation to facilitate the execution of the strangest things in these works”, 
Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, p. 255. 
122 Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, p. 256.  
123 Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, p. 256.  
124 Guerau, Poema Harmónico…, Madrid, 1694, Jeffery facsimile, 1977, p. 5 translated Jeffery, facsimile, p. 85. 
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Another interesting aspect concerns the execution of the trill. Murcia indicates that its 
execution is always ‘en el traste de adonde se levanta el dedo’ (‘on the fret where the 
finger is lifted’), making it understood that it must be executed on the upper auxiliary 
note, a practice that has been questioned with regard to his music by some authors.125  

From my experience, these indications support Murcia’s use of campanelas on a guitar with 

bordones, with his hand in the air and orientated around the second course. Murcia did not 

believe in notating his right-hand fingering, which he described by general rules. Placing an 

octave string on the thumb side of the bordón gave guitarists a choice to as to whether a bass 

or melody note was to be played—this technique is never notated and has to be gleaned from 

the musical context by the player. This makes for a complicated right-hand technique in 

which the choice of fingering depends on voice leading, note doubling or other harmonic and 

contrapuntal considerations. In his ‘Esplicacion del ABC Dario de la segunda 

domonstra[ci]on’ in the Resumen de acompañar…, Murcia says: “Small dots are put to show 

which fingers are to press the strings for good left-hand fingering…”,126 and explains that one 

to four dots stand for fingers one to four. Despite this, there are no fingering indications in 

the Resumen de acompañar…, while in the 1722 ‘Cifras Selectas…’ he carefully notates left 

hand fingering only until folios 1–26. The ‘Codice Saldivar No. 4’ manuscript is fingered, 

which suggests that it is aimed more at the less experienced.  

This does not mean that Murcia intabulated every single technique he left some things to 

the common sense of the player. He did not, for example, use dots of omission to silence a 

string as Robert de Visée did:  

                                                 
125 Vera, ‘Santiago de Murcia’s Cifras Selectas de Guitarra (1722)…’, 2007, p. 256. 
126 Murcia, Resumen de acompañar…, Madrid, 1714, facsimile Chanterelle, 1980, original p. 7. translated, Russell, 
‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 2, p. 13. 
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Example 14. ‘Allemande’ in Robert de Visée, Livre de Guittarre dédiée au Roy, Paris, 1682, facsimile, 
Minkoff, Geneva: 1973, pp. 8–9; Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral 
dissertation, 1981, vol. 2, transcription ‘Passalles y obras’, folio 105, pp. 531–532. 

Visée places dots of omission on the lines in his ‘Allemande’(top);127 Murcia arranged the 

‘Allemanda’ on folio 105 of his ‘Passacalles y obras’ omitting them (middle).128 This cannot 

be taken to mean that Murcia did not know this technique—and Russell’s transcription 

(below) assumes he did. Visée also stops both the first and fifth courses to require a partial 

strum over the middle courses and Murcia does the same without indication. This is an 

example of “selectively strumming” as Hall calls it. Also never notated is the use of a finger 

on a bass string or the thumb on an octave string to clarify voice-leading on the guitar, which 

may be termed “selective plucking”.  

Using the index finger in alternation with the thumb was standard practice for lute 

playing and was, for example, notated down to the fifth course in Robert Ballard in 1611 and 

1614; and a century earlier was notated down to the sixth course by Vincenzo Capirola c. 

1517. There is therefore nothing unusual about guitarists using either the thumb or the index 

on the fifth course when the music demands it. The anachronism is the use of the finger for 

the bass and the thumb for the melody, which is a foundational technique for the guitar, 

                                                 
127 Robert de Visée, Livre de Guittarre dédiée au Roy, Paris, 1682, facsimile, Minkoff, Geneva: 1973, pp. 8–9. 
128 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 2, ‘Allemanda’ at folio 
105, Russell number 98, p. 531–533.  
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which exploits the ambiguity of the octave strings by placing them on the thumb-side of the 

octave pairs for exactly this purpose.  

The origins of a high g1 on the third course is a variant re-entrant stringing for which 

there are many who say that there is no evidence—ignoring the music of course. Hopkinson 

Smith showed this to be applicable to the music of Gaspar Sanz:  

  

In the introductory cover notes to his recording and by way of explanation, Smith writes: 

This tuning will come as a surprise to people who are acquainted with Sanz’s music 
through versions for the modern six-string instrument. On first thought, a guitar without 
any real basses could seem like some kind of archaic or primitive precursor of the more 
complete modern instrument. Actually nothing could be further from the truth. The five-
course instrument without basses becomes unencumbered, and, strung entirely in gut, as 
here, it floats in a world of resonance with its own allure and charm. As well, the close 
dissonances clearly indicated by the tablature… would lose their cluster-like acciaccatura 
effect if the guitar were tuned with bass strings. What is more, the high octave on the 
third course, is clearly necessary for the continuity in the Pavanas and Marizápalos, 
provides a transition between registers and gives a special ring to the instrument 
throughout the repertoire.129  

Listening to this recording is a strong and practical demonstration of the validity of this idea, 

not because the guitar sounds “brighter”, as Hall suggests, but because the voice leading is 

improved—or, as Smith puts it, because it “is clearly necessary for the continuity”.  

The obvious question is whether this applies to Murcia as Robert Strizich suggests in a 

passage that Hopkinson Smith may have echoed: “…the high octave on the third course is 

necessary for the continuity [of the campanelas melodies]…” going on to say: 

There is historical justification for the use of this modified Roman tuning in works of 
certain Spanish guitar composers. This tuning also has the advantage of making better 
linear sense out of many campanelas passages in works by Sanz and others (such as 
Santiago de Murcia and Ludovico Roncalli).130 

The high g1 on the third course in Murcia’s campanelas was also suggested by Michael 

Lorimer, who saw it as applying with the French stringing as follows:131 

                                                 
129 Hopkinson Smith, ‘Gaspar Sanz: Instrucción de música sobre la guitarra Española’, Compact Disc, Auvidis Astrée E 
8576 copyright 1996, introductory notes by Hopkinson Smith, at p. 8. 
130 Hopkinson Smith, ‘Gaspar Sanz…’, Compact Disc, 1996, additional notes by Robert Strizich, pp. 9–11 at p. 11. 
131 Santiago de Murcia, ‘Saldívar Codex No. 4’, [Madrid:] c. 1732, manuscript, 94 folios, acquired by Dr. Gabriel Saldívar 
in Léon, Guanajuato, Mexico in September 1943, facsimile by Michael Lorimer. Volume 1: Table of Contents and 
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This tuning appears to have been accepted by William Waters in his recording of selections 

from Santiago de Murcia.132 The purpose of the high g1 is to play the campanelas but the lack 

of a fifth course bordón introduces a level of incomprehensibility to some passages.  

There seems to be a fairly broad level of agreement that Murcia’s music requires the high 

g1, the problem becoming whether bordones were used on the fourth and fifth courses as 

well. Russell who has written and published extensively on Murcia says:  

Lorimer’s suggested tuning is quite effective in smoothing out some unseemly octave 
leaps that result with all the other tunings, especially in melodic passages that utilize the 
third course. His tuning produces very musical and attractive sonorities when applied—
which is probably the critical test for any theory. Unfortunately, though, we have not yet 
found a document or source from the time that would verify that Lorimer’s proposed 
tuning was ever used in the Baroque.133 

Lorimer answers this with:  

No record irrefutably cites [this tuning], but the third course is documented. …[In 
footnote 43 he says] this re-entrant tuning specified in two Italian manuscripts… [and] is 
also that of today’s Mexican vihuela, one of many living fossils of the Spanish Baroque 
guitar.134 

This alludes to a reception theory regarding the music of Murcia in Mexico and Chile, which 

suggests that contemporary readers of the same Murcia manuscripts facing the same dilemma 

that is before us now, responded by making suitable instruments for the purpose, which have 

come down to us as archaeological artefacts. Russell says: 

In actuality, Lorimer is probably referring not to the modern Mexican vihuela, but 
instead to the jarana: the latter instrument is merely the extant baroque guitar that has 
survived to the present day under a new name. The jarana has five courses, each course 
consisting of two strings except for the first course which is single. It has a small body, 
slender bouts that have less curvature than the modern guitar, a flat back, and up to 
twelve frets. The most common tuning is the one [shown above]…. The vihuela in 

                                                                                                                                                        
Introduction, pp. iii–xxii; Facsimile of the manuscript; Index and Bibliography. Volume 2: ‘The Dances’ by Michael 
Lorimer, Santa Barbara: Michael Lorimer, 1987. Russell, Santiago de Murcia’s “Códice Saldívar No. 4”…, 1995, is a later 
edition made from this manuscript. 
132 William Waters, ‘Santiago de Murzia: Passacalles y Obras de Guitarra’, compact disc, La Ma De Guido, no. LMG2017, 
released 1997. 
133 Russell, Santiago de Murcia’s “Códice Saldívar No. 4”…, 1995, vol. 2, p. xvi. 
134 This quote taken from Lorimer, Saldívar Codex No. 4, vol. 1, 1987, p. xix and note 43. 
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modern Mexico, on the other hand, has only five strings, an arched back, and a maximum 
of five frets. It is used [today] exclusively for strumming.135 

Russell does not place much value on the jarana, describing it as “merely” an incognito 

baroque guitar. Why merely? Because archaeology is not history of course. It is, however, 

evidence and Lorimer is correct to see these surviving instruments as artefacts that hint at 

some earlier use.  

Positivist historians appear to want evidence in a form that is reminiscent of a sworn and 

dated affidavit testifying to the use of an octave third course, the music is not enough and 

archaeology is speculation. The historical evidence for an octave on the third course may be 

flimsy but the archaeological evidence is not. In Brazil the viola caipira is tuned as follows: 

 

I own a modern viola caipira strung by the factory in the above configuration with two 

strings on the first course. It has five courses, seventeen frets, steel strings, brass frets and is 

sharply wasted with a shallow body and flat back and is strung like a twelve-string guitar in 

the United States, which has the sixth, fifth, fourth and third courses in octaves, also with a 

high g1. Why the high g1? Another archaeological artefact pointing to a forgotten time. Why 

do we ignore the distinctive stringings of these instruments and neglect to ask when and why 

they were strung in this manner? Are these instruments related to the appearance in Mexico 

of Murcia’s manuscripts, emanating from the centre of eighteenth-century Spanish culture 

and generating New World readings of the text? Readings that recognised the need for the 

high g1, and facing the problems with gut and begun experimenting with metal strings.  

The historical evidence for a high g1 on the third course on the guitar in Europe is set out 

by Monica Hall,136 who reproduces the two Italian manuscripts. She is dismissive of the use 

of an octave on the third course: 

                                                 
135 Russell, Santiago de Murcia’s “Códice Saldívar No. 4”…, 1995, endnote 5 on p. xix, respecting “Tuning 5”, in Figure 1, 
see ‘Transcriptions Procedures and Tuning’, p. xvi. 
136 References given by Monica Hall in the section headed ‘The Stringing of the Five-Course Guitar: Octave Stringing on 
the Third Course’ are: manuscript I.Bc Ms. AA 360. (c.1660), folio 109; and the manuscript I:MOe Ms. Campori 612 
entitled ‘Regole per imparare a sonare la chitarra’ which is undated. See Hall, ‘The Stringing of the 5-Course Guitar’, 
accessed 8 March 2010. Discussed in Russell, Santiago de Murcia’s “Códice Saldívar No. 4”…, 1995, vol. 2, 1995, 
‘Transcription Procedures and Tuning’, pp. xiii–xx. 
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Why is there a need for a high octave string on the third course? There are occasionally 
skips of a 7th or a 9th in the campanella passages in the music of Sanz, Santiago de 
Murcia and some Italian guitarists. These can be amended with a high octave string. 
Corbetta is also rather fond of a melodic phrase which skips up a 7th and then resolves 
downwards to a sixth. Whether this justifies the use of a high octave string on the third 
course is largely a matter of personal taste. It is questionable whether it would have been 
practical, with the kind of gut strings available in the 17th century, to put a thin string on 
the third course which had to be tuned a minor 3rd above the first course. The reason 
why this method of stringing has become popular today is probably because it makes the 
music sound much brighter.137  

But we are not talking about Corbetta and we are not speaking of leaps of a seventh falling 

back to the sixth, we are talking about a descending scale of six notes that ends with a note 

unpredictably rising a major seventh on a point of rest lasting three beats. This is not just a 

“matter of personal taste”.  

The use of this stringing is not about sonority, as Hall suggests, it is about the musical 

logic of an extended body of music that was composed Murcia, Sanz and his teacher, Lelio 

Colista and his colleagues in Rome, who possibly all used a high g1. When a composer has a 

high g1 available it is likely the moment for its use could arise, but if there is an alternative 

way of playing that high g1—on the fifth fret, fourth course, for example—then it becomes 

significant when the one is selected and the other is not. Hall is saying that an open g in the 

middle of a phrase when all the other notes are in a register that is an octave higher, is merely 

the kind of quirky illogicality that typifies guitar music. Although this may apply to the fully 

re-entrant treble-gut-strung guitars and, to a lesser extent, to the guitar with one bourdon in 

France and Italy, it is wrong to generalise. In early eighteenth-century Baroque Spain the 

guitar with bordones that Murcia played in the continuo was mediated by his fellow 

thoroughbass grammarians, who would have thought it odd were he to insist on illogicalities 

that could easily be avoided by playing a note on a different course.  

The answer Hall gives (above) suggests that the better grammar provided by a high g1 is 

dubious because of “the kind of gut strings available in the 17th century”, which raises the 

question: “Why then does the notation imply a high g1?” Baroque lutes with a first course 

tuned to f1 at 415 Hz. in this period have string lengths of up to 73 or 74 cm. A guitar of 70 

cm or less can tolerate a g1 at the same pitch, which may have remained closer to 392 Hz. in 

Spain. Another possibility is that the guitar in Spain had a shorter string length, which is 

difficult to establish given that I have been unable to find descriptions of any surviving 

Spanish-made guitars from Murcia’s time. The evidence of bordones in Spain is not in doubt 

                                                 
137 Hall, ‘The Stringing of the 5-Course Guitar’, accessed 1 May 2008, p. 49. 
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and neither is their use in continuo-playing. The relevant outstanding question are: “Were 

bordones used in Murcia’s solo guitar compositions?”; “Were bordones used in conjunction 

with a high g1 on the third course?”; “When did Murcia use these stringings, and in which 

sources are these stringings evident?”. In the following sections I compare Murcia’s 

transcriptions with their French source editions to show how he employed the rigorous 

Spanish continuo style for this task, advancing the hypothesis that bordones were essential to 

his grammatical conception of the instrument. I do not explore the hypothesis that he may 

have used fully re-entrant stringing like Gaspar Sanz, for which there seems to be little 

evidence, but which generates fewer voice-leading anomalies than the French stringing.  

Murcia’s Transcription of a Robert de Visée Allemande 
The French suites Murcia ‘borrowed’ were not a consequence of “influence” in the manner of 

a pupil learning from a master, as Sanz did in Rome. Rather these ‘borrowings’ appear to be 

respectful transcriptions for the Spanish guitar of music by French and Italian masters. 

Murcia seems have used mainly published editions firstly, for personal study; secondly, for 

performance; and thirdly, I suggest, to demonstrate the superiority of the Spanish continuo 

guitar in that repertoire. Murcia is extremely confident in his editorial changes, leaving one 

with the impression of correcting ‘errors’ in the original, while deeply respecting the musical 

contents. I begin with the ‘Allemande’ from the Livre de Guitarre dédiée au Roy, (1682) by 

Robert de Visée,138 compared to Murcia’s transcription in the ‘Passacalles y obras’ 

manuscript.139  

Murcia’s version is at once an edited, scholarly copy, an arrangement and a transcription 

that is differently ornamented, introduces campanelas effects, is re-fingered and makes small 

changes imposed by the Spanish stringing that the work was being transcribed for. The 

technical fluency of the Murcia version shows a difference in technical approach to the guitar 

compared to the de Visée original. In the example below, the first eight bars of the de Visée 

source is from the critical edition by Charnassé, Andia and Rebours.140 Above it, the Murcia 

version is the transcription by Russell, which shows the French stringing the majority of 

scholars consider to be Murcia’s. The de Visée original, as shown here in the Charnassé 

transcription, begins with the dotted A-minor second-inversion chords on the upbeat to bar 1, 

                                                 
138 ‘Allemande’ from the suite in A-minor Robert de Visée, Livre de Guittarre…, Paris, 1682, pp. 8–9. transcribed 
Charnassé, Andia and Rebours, Robert de Visée Les Deux Livres de Guitare…, [Paris], 1999, pp. 98–100.  
139 ‘Allemanda’ from Murcia, ‘Passacalles y obras’, British Library, Add. 31640, folio 105, transcribed Russell, ‘Santiago de 
Murcia, Spanish Theorist and Guitarist…’ doctoral dissertation, 1981, vol. 2, pp. 531–533. 
140 Charnassé, Andia and Rebours, Robert de Visée Les Deux Livres de Guitare…, [Paris], 1999, pp. 98–100. 
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played in first position, which is followed by three further repetitions of the chord with the 

open e1 as the melody note. The alterations in tone colour in these initial chords are not 

visually very striking but in fact consist of five repetitions of the open e1 in strummed chords: 

up, up, down, with the fingers, followed by down with thumb stroking the chord, and up with 

the back of the thumb: 

 

Example 15. The top example shows the first eight bars of the ‘Allemande’ from the first suite in A-minor 
Robert de Visée, Livre de Guittarre…, Paris, 1682, transcribed Charnassé, Andia and Rebours, Robert de Visée 
Les Deux Livres de Guitare…, [Paris], 1999, pp. 98–100. Below is Murcia’s tablature and transcription of the 
‘Allemanda’ in Murcia, ‘Passacalles y obras’, British Library, Add. 31640, folio 105, transcribed Russell, 
‘Santiago de Murcia, Spanish Theorist and Guitarist…’ doctoral dissertation, 1981, vol. 2, pp. 531–533. 

This is followed by a linking tetrachord beginning on the second string on the second quaver 

of bar 13 on a unison e1, which is followed by f♯1 and, by using the upper octave of 

ambiguous fourth course, with a g♯1 to end on the first course a1 at bar 21 on a fifth position 

A-minor chord.  

The transition from f♯1 to g♯1 in the de Visée original suggest the campanelas that 

Murcia then exploits to make his transcription of this passage. He prefers to follow the dotted 
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upbeat with a single strummed chord on the downbeat at bar 11, rejecting the two reiterated 

chords and the rising melodic minor scale and substituting a campanelas scale that rises a 

fifth from a—e1 (bar 12–4) instead of a fourth from e1—a1 as de Visée’s original does. Murcia 

does not like doubled leading notes rising in parallel, so he construes the g♯ as a note in the 

tenor (an octave lower on the fourth course) as an upbeat to the a in the fifth-position A-

minor chord (bar 21). In his transcription of the de Visée, Rafael Andia shows the g♯1 as part 

of the melodic minor scale in the melody, therefore suggesting the suppression of the doubled 

leading note by notating a stemless g♯ an octave lower. By playing the fourth course with the 

right-hand thumb the bourdon can be avoided with only the octave string sounding without 

the bass. Andia accepts this as what de Visée intended, which means that he and Murcia are 

in agreement about the problem, although Murcia provides a different solution.  

Russell transcribes Murcia’s tablature with the g♯ an octave lower on the bordón 

indicating his understanding that Murcia wants the octave g♯1 suppressed. In bar 2 Murcia 

omits the reiterated second chord, for which he substitutes three little notes on a lower 

auxiliary in an anticipation for the trill on the second beat that is finished with an added 

mordent on the resolution at bar 31. The de Visée notation breaking of the first two notes in 

bar 4 (as shown by a slash) is understood by Murcia and written out in full. He omits the trill 

that follows to avoid masking the descent to the f♯ in the bass on the last note in bar 4. At bar 

51, Murcia re-voices the E-minor chord to include the open strings and makes an 

appoggiatura starting from the lower auxiliary f♯1, which is on the strong beat and is once 

again decorated with a mordent on its resolution. The mordent is again repeated in bar 61.  

The chord on the upbeat to bar 7, and at bar 71, in the de Visée is a chord of the sixth or 

first-inversion chord. Murcia retains exactly the same tablature for this chord but the 

resulting C-major chord is transformed into a root position by the bordón, which produces a 

bass c on the fifth-course. This is not how Russell transcribes it since his is imagining French 

stringing, which generates the first inversion C-major chord in the original. At bar 72 the C-

major chord in the fifth position is simplified by Murcia, who omits the fifth course but 

retains the chord of the fourth (second inversion) that Andia indicates as a small stemless the 

g in the de Visée. The reason Murcia omits the e on the fifth course is the stringing of his 

guitar with a bordón that would change this into a first-inversion chord by playing the 

seventh fret. Murcia’s change enables him to remain true to de Visée’s harmonisation. Had 

he been using a guitar in the de Visée stringing he would have had no reason to change this 

passage, which tells us that his bordones got in the way of any literal reading of the French 
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tablature here. Finally in bar 8, the little descending passage that falls to the b, is recognised 

by Murcia as arriving on the lowest note of the chord, causing him to remove the unprepared 

dissonance introduced by the f at bar 82.  

In the next example, at bar 17, Murcia substitutes campanelas for a slurred scale in the de 

Visée tablature. In bar 16, the melody begins on an upbeat that arrives on a trill on 161, which 

moves into a pattern of rising thirds to arrive at c1 on the second quaver of 171. Murcia, 

instead of jumping from position VIII down to position I (as de Visée does) in bar 17, elects 

to omit the c1 and play a scale in campanelas rising from a–e1, beginning on the octave string 

on the fifth course.:  

 

Example 16. Bars 15–18, de Visée ‘Allemande’, Charnassé, Andia and Rebours, Robert de Visée Les Deux 
Livres de Guitare…, [Paris], 1999, pp. 98–100 (top); Murcia’s tablature and transcription in Russell ‘Santiago 
de Murcia, Spanish Theorist and Guitarist…’ doctoral dissertation, 1981, vol. 2, pp. 531–533 (below). 

The final note of bar 17 is a bordón f, which falls to the g on 181 is a misprint, which ought to 

have been a g as de Visée has it. Murcia uses campanelas to avoid the bordones on the lower 

octave of the fifth course of his guitar, which would result if he accepted the French tablature 

as it stands; instead he respects de Visée’s register choices. Some of Murcia’s solutions look 

like Spanish voice-leading quibbles but they usually create a fluent, resonant, and technically 

easier way of playing the piece, at the same time transcribing it for the Spanish guitar using 

bordones on the fourth and fifth courses.  

In the next example, de Visée has a chord on bar 104 that is omitted by Murcia to clarify 

the voice-leading and delay the strummed chord at bar 111, which is a second inversion chord 

in the de Visée original. Murcia conceives a three-voiced texture in bar 10 (the bass is silent), 

proceeding as Russell indicates retaining de Visée’s e1 in bar 104 by keeping it on the second 
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course. The b♭ in the middle voice (bar 104) resolves onto the a inside the chord, which in 

Murcia’s transcription is in root position with the doubled A an octave lower on the bordón. 

This allows him to play the a (bar 112) an octave higher using the octave string on the fifth 

course as de Visée does:  

 

Example 17. Bars 10–13 of de Visée ‘Allemande’ folio 105r–105v, Charnassé, Andia and Rebours, Robert de 
Visée Les Deux Livres de Guitare…, [Paris], 1999, pp. 98–100 (top); Murcia’s tablature and transcription by 
Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’ doctoral dissertation, 1981, vol. 2, p. 532 
(below). 

The melody in bars 10 to 13 is sculpted by the same dots of omission that are in the de Visée 

version (at bars 113, 121, 124 and 131) and were intended in Murcia’s transcription, despite 

the lack of an indication to this effect. Murcia expected the player to understand the voice 

leading and react accordingly, so the final melody e1 shown by Russell on the upbeat to bar 

13 and at bar 131, is therefore incorrect and ought therefore to be suppressed. Since we know 

that de Visée used no bordón on the fifth course, we also know exactly what he wanted. 

Murcia, on the other hand, appears to recognise that his bordones offer some advantages—

like a fifth course low A—and utilises the resource. In other places the de Visée tablature 

places the Spanish bordones at a disadvantage forcing Murcia to rearrange passages that 

worked well in the French stringing. Sometimes he considers his harmonies to be superior or 

prefers a more conservative voice leading, modifying the original. If Murcia was using de 

Visée’s stringing, as Hall and Russell suggest, it is difficult to see why any of these changes 

would have been undertaken. Murcia shows a clear respect for de Visée’s text, which is 

played largely unaltered; where there are changes, the music is made more correct. 

A good example of unexpected advantages in Murcia’s fifth-course bordón can be seen 

in the same de Visée ‘Allemande’ (below) as the first-time bar (left) returns to the beginning 
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(right). Leaving the tablature the same, the notes on Murcia’s guitar naturally descend from 

the e on the fourth to the low A on the fifth course forming a root-position chord. Russell’s 

transcription (in the example below) shows what happens to the descending scale; the second 

inversion chord at bar 11, in de Visée’s stringing, is transcribed by Andia’s as a small note to 

suggest the suppression of the fourth by playing the top three notes of the chord. It is easy to 

why Murcia would have considered his bordones to be automatically superior in this context: 

 

Example 18. Bars 13–15 & 1 of de Visée ‘Allemande’ folio 105r–105v, Charnassé, Andia and Rebours, Robert 
de Visée Les Deux Livres de Guitare…, [Paris], 1999, at pp. 98–100 (top); Murcia’s tablature and transcription 
by Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’ doctoral dissertation, 1981, vol. 2, pp. 532 
& 531 (below). 

Murcia’s versions of these works are transcriptions of dances from the French suites for 

guitar. They provide textual evidence showing that they were arranged specifically to take 

advantage of the guitar with bordones used in the traditional Spanish continuo group. They 

were clearly conceived as solo works to be played in a suite and, with that end in view, 

appear to be carefully considered performing editions. It is clear from the scholarly editorial 

changes he makes that the changes were the result of a careful study of these works, 

undertaken for his own purposes. His readings remain faithful to the source and show him to 

be deeply respectful of the text, while ensuring that the ‘rigorous’ harmonic standards of the 

Spanish continuo guitar were met. Murcia approaches these sources as a Spanish guitarist 

reading foreign scores—not as a pupil of a French master playing a French guitar in Spain. 
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Murcia’s Transcription of a François Campion Allemande 
In the section “accord ordinaire”, François Campion’s Nouvelles découvertes Sur la 

Guitarre… of 1705 has an ‘Allemande’ in D major that was transcribed by Murcia.141 This 

collection by Campion included pieces in scordature tunings as well as pieces composed for 

the ordinary French stringing. Murcia’s version of this work is entitled ‘Allemanda’ and 

appears at folios 51v–52 of the ‘Passacalles y obras’.142 Murcia’s transcription also envisages 

a guitar strung with bordones, for which I use Russell’s transcription because it provides a 

transcription that assumes Murcia used French stringing—this means that if he was a user of 

the French stringing, his version ought to closely resemble the Campion original. 143 Murcia, 

however, adapts the tablature in a tell-tale way, transposing notes that Campion wrote on the 

fifth course back onto the third course, in order to obtain the effect intended by the composer. 

This piece is important because it is evidence that Murcia used bordones on the fourth and 

fifth courses and adapted his tablature to capture the music of the original source correctly.  

In the example on the following page, the Campion ‘Allemande’ is shown from the last 

beat of bar 11 to bar 181 as the top example. The example below this is my transcription of 

French stringing into modern guitar notation of bars 11–17 of this work (omitting the E major 

chord formed by the g♯ and b at bar 181 for reasons of space). The third example (below that) 

is the Santiago de Murcia ‘Allemanda’ from the ‘Passacalles y obras’, folios 51v-52, in 

Russell’s transcription of the tablature, assuming French stringing for Murcia’s transcription, 

this fragment from bar 12 to bar 181.144 Finally, my transcription of this section from bars 12 

to 17 (omitting the bar at bar 181), this time using the Spanish stringing with two bordones, 

noting just before the repeat that Murcia extends the phrase by one bar, here numbered 12a. 

Diamond-headed notes indicate an octave string adjacent to a bordón. Pairs of notes occur on 

all courses except the first and are shown when musically significant. Campanelas are given 

approximate overlapping durations. Up strums have arrows from high note to low note and 

down strums are shown from low to high. Fingering is by Murcia and slurs below notes are 

up-slurs and slurs above notes are down-slurs. Semiquaver grace-notes indicate an upper 

auxiliary before a trill in the tablature. Quaver grace notes indicating an appoggiatura taking 

half the value of the main note—this is shown with a little number in the tablature.  

                                                 
141 François Campion, ‘Allemande’, Nouvelles découvertes Sur la Guitarre: Contenantes plusieurs suittes de Pieces sur huit 
manieres differentes d’accorder, Paris: Michel Brunet, 1705, facsimile of copy in the Library of Congress, Washington, 
D.C, New York: Performers’ Facsimiles, no date, p. 37.  
142 Murcia, ‘Passacalles y obras’, British Library, Add. 31640, folios 51v–52. 
143 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’ doctoral dissertation, 1981, vol. 2, pp. 390–392. 
144 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 2, pp. 390–392. 



M u r c i a  a n d  t h e  E i g h t e e n t h  C e n t u r y  371

 

Example 19. Part of Campion ‘Allemande’, from Nouvelles découvertes sur la guitarre…, 1705, p. 37. 
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In Campion’s tablature (top panel) the two notes at bar 151 have a down-stroke strum. 

This requires the filling the chord with the available open strings (see bar 151, second panel). 

The first change Murcia makes in this passage is to the ending of the first section of the piece 

on the dominant, which he extends by adding an extra bar of A major in bar 12a, as can be 

seen in Russell’s transcription showing Murcia’s tablature (third panel). Campion’s original 

has the second-inversion A major chord, which is a consequence of French stringing that is 

reflected in Russell’s transcription, which assumes that stringing was used by Murcia. My 

translation of Murcia’s tablature for a guitar with bordones (bottom panel) generates a root 

position chord with a low A at bar 121, with a broken chord e1 to a in bars 122–4 followed by a 

repetition of the same chord for the duration of bar 12a1. This chord is repeated at the upbeat 

to bar 13 and prepares the ear for the bass in bars 131 to 141. Murcia transposes Campion’s 

notes down an octave and Bar 14, now harmonised in four parts, has the inner two voices at 

bars 142–3 (now on second and third strings) anticipating the answer on the same strings that 

arrives in bars 153–4.  

In the Campion’s tablature (top panel), a feature of the French stringing that enables him 

to create the third at bar 142 with the octave string of the fourth course (or both octave and 

fundamental as in my translation) is used. At bars 142–3 the lowest note is on the fifth course 

as it is in the answering motif at bar 154 to 161 and beyond, the re-entrant fifth course and the 

first or second string together creating a particular timbre. When Campion’s tablature is read, 

as it stands, on a guitar with bordones the result is passages in tenths instead of in thirds. This 

was Murcia’s problem, which he solved by transposing the fifth and fourth courses in the 

tablature to the third and second courses enabling him to play the parallel thirds that Campion 

intended. If Murcia’s guitar was strung like Campion’s there would have been no call for any 

of this complicated surgery—he could simply have performed the passage as it stood.  

At the upbeat to bar 173 Campion makes an abrupt modulation to E major that is too 

abrupt for Murcia, who rejects it. He insists instead on there being a preparatory E-minor 

chord on the upbeat to bar 173 as preparation for the subsequent chromatic raising of the third 

degree to produce the E major chord on the strong beat of bar 18 (not shown in my 

translation but can be seen in the Russell translation above it). This correction is exactly the 

same as the one we saw him provide in the de Visée ‘Allemande’ (above). In principle, it 

appears that the Campion harmonisation was insufficiently rigorous for Murcia, who 

accordingly made the appropriate alterations. There is an element of finger-wagging in his 

silent gesture, which makes for a kind of “We know better here in Spain” moment. Murcia’s 



M u r c i a  a n d  t h e  E i g h t e e n t h  C e n t u r y  373

transcriptions of the music of the Campion, de Visée and others need to be understood as a 

critical response to foreign guitar music that was very much valued and respected. We 

undermine his critical responses with our simplistic questions about plagiarism and 

‘borrowing’. What was at stake for Murcia, faced with the music of great guitarists from 

France and Italy, and the powerful influences of French suites and Italian sonatas, was the 

value of the Spanish guitar as an instrument and the validity of Spanish guitar music as a 

coherent and autonomous art-form that was able to match the music of his contemporaries in 

the wider European establishment. 

What is striking about the Spanish stringing in my transcription of this passage is that it 

results in a much greater degree of contrapuntal complexity, with a clear sense of two inner 

voices, bass and treble, with the downward range of the instrument is increased by a fourth. 

Murcia’s transcription is thoroughly modern in conception, carefully thought out, better 

organised and more coherent than the original and may even be technically more idiomatic. 

In fact, this music looks remarkably like a modern guitar notation and can in fact be played, 

as it stands, without any arrangement at all, on a modern guitar.145 Looking at Murcia’s music 

in this way almost makes it seem as if the historical distance between his baroque guitar and 

the modern guitar of Fernando Sor had suddenly evaporated. What Murcia and Sor share is 

the harmonic rigour of their application of continuo thoroughbass to their guitar music. 

The Italian Influence in Spain 
While the Bourbon influence in Spain saw French dances become the rage in the first decades 

of the eighteenth century, Italian instrumental sonatas like those by Corelli and above all, the 

opera would be more influential in the longer term. Maria Luisa of Savoy died in 1714, the 

year Murcia engraved his Resumen de acompañar…, later in the same year Felipe V married 

Elisabetta Farnese, which decisively shifted the focus onto Italian opera and instrumental 

styles. This is confirmed by Esses, who says: “The Italian faction became so powerful that in 

1715 Italians replaced Frenchmen in most of the chief ministerial posts of the Spanish 

government”.146 This left Murcia scrambling to adapt to the latest Italian styles, a claim that 

can be made when we consider his arrangements of Corelli for the guitar. Carreras, on the 

other hand, rejects pejorative terms like “Italianisation” (used to describe this influence in 

                                                 
145 Campion’s French tablature original cannot be played directly on a modern guitar, since without arrangement of such 
subtleties as the parallel tenths, the music does not work, as Murcia discovered.  
146 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, p. 29. 
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Spain), on the basis that it over-emphasises national rivalries, preferring instead to describe 

the process as “modernisation”, which is how it is characterised in the rest of Europe:147  

Undoubtedly Italian music was pervading the whole of Spanish life, and this fact is 
manifest if we turn now to the term ‘operatic’ as used not only for a new musical style 
applied to different genres, but also as a sign of fashionable taste and modernity. Sections 
‘a la moda italiana’ appeared almost simultaneously, from 1703 onwards, in the 
villancicos of the royal chapel for Christmas and Epiphany, in the rich tradition of 
Spanish entremeses (intermezzi) in comedias and zarzuelas, and in secular cantatas—a 
correlation which documents a broad reception of the modern style in the first two 
decades of the century.148 

Not only the dramatic repertory was affected. Italian dances and musical forms also affected 

the instrumental repertoire, and by 1714 Murcia was already including pieces with titles like 

Menuet, Alemanda, Rondo, Preludio, Correnta, Tarantella and Giga in his Resumen de 

acompañar…, which represented a modernisation in taste, compared to the music of 1694 

that Murcia learned from Guerau twenty years before.  

Murcia was not only an accompanist of French dance music, it is clear that he must also 

have accompanied the sonatas in the Italian style, which no doubt helped him to come to 

terms with this aesthetic shift. The result was his brilliant transcriptions for the guitar of the 

Arcangelo Corelli’s (1653–1713) Op. 5 Sonate e Violino e Violone o Cimbalo. The printing 

of Corelli’s opera 1–4 sonatas in 1681, 1685, 1689 and 1694 respectively led to their wide 

dissemination and Esses charts “…at least seventeen transcriptions and arrangements of his 

pieces preserved in the Spanish sources…”149. Corelli sonatas may have been explored by 

Murcia as a young accompanist, remembering that he was born in 1673.  

The Corelli Op. 5 sonatas were published on 1 January 1700 with the title Sonate a 

violino e violone o cimbalo, that is for a continuo made up of either a violone or cimbalo but 

not both. In his 1996 review of contemporary recordings of this work Peter Walls concluded: 

“…it is hard at present to conceive of recording all 12 sonatas with the accompaniment of 

just harpsichord or cello…”.150 The recordings he examines predominantly using violoncello 

and harpsichord.151 The possibility of different continuo instruments being used is recognised 

                                                 
147 Juan José Carreras, ‘Spanish dramatic music between tradition and modernity’, in Boyd and Carreras, Music in Spain…, 
1998, p. 16. 
148 Carreras, ‘Spanish dramatic music…’, in Boyd and Carreras, Music in Spain…, 1998, pp. 13–14. 
149 Esses, Dance and Instrumental Diferencias…, vol. 1, 1992, pp. 329–331 in Chart 26. 
150 Peter Walls, ‘Performing Corelli's Violin Sonatas, Op. 5’, Early Music, vol. 24/1, Music in Purcell's London II., February 
1996, pp. 133–138 and 141–142, this reference at pp. 134–136. 
151 Walls, ‘Performing Corelli's Violin Sonatas, Op. 5’, 1996, footnote 8 at p. 142 for all the recordings surveyed.  
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and the recordings include: violoncello and organ;152 violoncello, harpsichord, archlute or 

violoncello (on occasion without harpsichord);153 harpsichord and theorbo, or archlute and 

baroque guitar.154 Historically the choice depended on availability of players than 

instruments, which means that a substantial repertoire of accompanied sonatas would have 

been available to guitarists who were equipped with the skills to realise an accompaniment 

from a bass line. In 1674 Gaspar Sanz had made it clear that in order to play in all keys and to 

accompany sonatas a guitar had to be fitted with bordones and few guitarists in Spain would 

have been better able to realise such accompaniments than Santiago de Murcia.  

The Abbé François Raguenet, after his visits to Rome in 1698 and in 1702, instigated a 

long-running controversy by comparing the relative merits of Italian and French opera, also 

leaving descriptions that include references to the use of the theorbo, archlute and guitar in 

the continuo: 

The Italians have …the advantage over us [the French] in respect of the instruments and 
the performers as they have in regard of the singers and their voices. Their violins are 
mounted with strings much larger than ours; their bows are longer, and they can make 
their instruments sound as loud again as we do ours. …Their archlutes are as large again 
as our theorboes and their sound consequently louder by half; …155 

This cannot be taken literally but it does give an indication of the size and power of Italian 

instruments. In the continuo groups he describes hearing the theorbo or archlute balance a 

harpsichord and violin. Raguenet also mentions Corelli playing continuo in the opera: 

…At Rome, which is not the tenth part so populous as Paris, there are hands enough to 
compose seven or eight bands, consisting of harpsichords, violins, and theorboes, equally 
good and perfect, but that which makes the Italian bands infinitely preferable to those in 
France is that the greatest masters are not above performing in ’em. I have seen Corelli, 
Pasquini, and Gaetani play all together in the same opera at Rome, and they are allowed 
to be the greatest masters in the world on the violin, the harpsichord, and the theorbo or 
archlute, and as such they are generally paid 300 or 400 pistoles apiece for a month, or 
six weeks at the most. …156 

In the Raguenet description of buskers in Rome and Venice, the longer bow and thicker 

strings of the powerful Italian violin did not even render the guitar too soft (although the 

guitar could have been played battente, even with metal strings): 

                                                 
152 Locatelli Trio, Elizabeth Wallfisch, Richard Tunnicliffe and Paul Nicholson, Hyperion compact disc (2) CDA 6638112  
153 Chiara Banchini, with J. Christensen, L. Contini and K. Gohl has recorded the sonatas of the prima parte on compact disc 
Hyperion CDA 6226. 
154 Trio Sonnerie, Monica Huggett, Sarah Cunningham and Mitzi Meyerson, joined here by Nigel North, Virgin Classics 
compact disc (2) VCD7 90840-2. 
155 Abbé François Raguenet, Parallèle des Italiens et des Français en ce qui regarde la musique et les opéras, quoted in 
Oliver Strunk, Source Readings in Music History: The Baroque Era, New York: Norton: 1950, 1965, pp. 113–128, p. 126. 
156 Strunk, Source Readings in Music History: The Baroque Era, p. 127. 
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…The singers in the Navona Square at Rome and those on the Rialto at Venice, which 
hold the same rank there as our ballad singers on Pont Neuf do with us, will often join 
three or four in a company; and one taking the violin, another the bass, and a third a 
theorbo or guitar, with these instruments they’ll accompany their voices so justly that we 
seldom meet with much better music in our French consorts. …157 

The Italian operatic influence in Spain brought all kinds of performance practices with it 

and the different constitution of the continuo group in Spain probably made the guitar more 

suitable, given its stronger bass, and in the hands of Murcia its greater harmonic capacity. 

Russell sums up the contribution of Santiago de Murcia as follows: 

The culminating works of the baroque guitar in Spain are the Resumen de acompañar la 
parte con la guitarra (1714) and the “Passacalles y obras de guitarra (1732)” [he would 
not then have excluded from this analysis the undiscovered companion volume the 
“Códice Saldívar No. 4”].… Between them they include all the major compositional 
genres of the time: the French contredanse, the pasacalle, the diferencias based on 
Spanish dance progressions, and the dance suite. [All three] …books are the product of a 
man well-versed in continuo realization and a master of the solo baroque guitar—
Santiago de Murcia.  

…If Murcia cannot claim the historical curiosity of being the “last,” he nevertheless must 
be considered as the culminating figure of the baroque guitar in Spain, worthy of 
attention based on his own merits as a composer and theorist. His compositions are 
sophisticated. His figured bass treatise is comprehensive. It is not until the early 
nineteenth century that the guitar world has musicians of equal artistic stature.158 

The two greatest guitarists at the end of the seventeenth century were Francisco Guerau 

and Gaspar Sanz. Russell calls Murcia the “…the culminating figure of the baroque guitar in 

Spain …” but I see Guerau in that role, considering Murcia to be the more progressive and 

forward thinking of the two. His use of campanelas came from Sanz and his training was in 

the contrapuntal style of Guerau. He combined these two influences in his thoroughbass 

practice, as he shows in his Resumen de acompañar la parte…, and then integrated all three 

of these ways of thinking into the solo compositions, accompaniments, arrangements and 

transcriptions for the guitar. This was made possible by the specific configuration of his 

guitar that was strung with bordones with octave pairs in all his music. He exploited the 

innate ambiguity of these octave pairs—playing bass with the thumb and melody with the 

finger—and subjected them to the voice-leading rules of the Spanish continuo. This made his 

music much stricter than that of his French or Italian contemporaries. I am not sure when he 

began to require octave string on the third course, given that many of his pieces do not 

require this string—unless he is simply not be using it. His use of campanelas occurs in 

pieces where the bass bordones are also required, so it unlikely he used only a full re-entrant 

                                                 
157 Strunk, Source Readings in Music History: The Baroque Era, p. 127. 
158 Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’, doctoral dissertation, 1981, vol. 1, pp. 29–37. 
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stringing like Sanz. His most important contribution was to codify the ‘rigorous’ Spanish 

thoroughbass conventions for the continuo guitar and to apply it to the composition of solo 

guitar music. His works show a greater harmonic awareness that is characteristic of the 

emerging classical style, rather than the largely two-part strict counterpoint of his teacher, 

Francisco Guerau. His influence was felt throughout the century in Spain and the Americas. 

There is evidence that Spanish guitarists continued to utilise the ambiguity of the octave 

pairs but by the end of the century this had become a curiosity, so Antonio Abreu, writing in 

1799, says he “experimented”159 with Sanz’s recommendations that he learned in Rome to 

play delicately using only thin strings. This shows full re-entrant stringing was unfamiliar to 

Abreu. His comment about his own time is more general:  

For stringing the fourths, fifths, and sixths, a separate chapter would be necessary, 
because there are as many opinions as there are tocadores [pluckers]: Some put on 
duplicated bordones only, others only a bordón and one thin string in octaves, which are 
called ‘recuarta’, ‘requinta’ and ‘sextillo’….160 

The third string is not mentioned, but the stringing still in use comes from Murcia rather than 

Sanz. His Resumen de acompañar… provided the theory for the addition of bass courses in 

the middle of the eighteenth century and the principle of using alfabeto chords organised on 

thoroughbass principles was the basis of all guitar playing in Spain from the time of Murcia 

to the time of Sor. Murcia applied his system of harmony to the guitar before Sor, who used 

the same principles for his theory at the end of the century, quite unaware of the influence. 

Contemporary baroque guitar players appear reluctant to perform Murcia repertoire with a 

guitar strung in the Spanish manner and no prominent artist has recorded Francisco Guerau 

with Spanish stringing.161 There appears to be a strange taboo about bordones on the baroque 

guitar that must be summarily rejected—yes, bordones make the Spanish baroque guitar 

more like a modern guitar but that was its condition in eighteenth-century Spain. Murcia’s 

music is some of the finest instrumental music in the first third of eighteenth-century Spain. 

Its sophistication is equal to Scarlatti and occupies a the aesthetic space as the lute works of 

his contemporary Sylvius Leopold Weiss in German-speaking countries.  

                                                 
159 Antonio Abreu and Victor Prieto, Escuela para tocar con perfección la guitarra de cinco y seis órdenes, con reglas 
generales de mano izquierda y derecha.…, Salamanca: En la Imprenta de la calle del Prior, 1799, p. 36. 
160 “Para encordar las cuartas, quintas, y las sextas, era necesario Capítulo separado, pues en esto tantas opiniones como 
tocadores: Unos usan poner bordones solos duplicados, otros solo un bordón y una cuerda delgada en octava, que llaman 
recuarta, requinta y sextillo…”. Abreu and Prieto, Escuela…, Salamanca, 1799, p. 36, my translation. 
161 Hopkinson Smith inexplicably seems to use French tuning on his compact disc, ‘Francisco Guerau, Poema Harmonico 
compuesto de varias cifras por el temple de al guitarra Española M. DC. LXXXX. IV, Astrée, Auvidis, E 8722, 1990. 
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In the next chapter I examine the transformation of the guitar as bass strings were added 

below the fifth course. Murcia’s practical approach to the application of thoroughbass to the 

guitar made this transition to a new form of guitar relatively straightforward. The extension 

of the range in the bass by as much as two fourths enhanced its capacity to modulate 

chromatically with the help of fretted bass strings that would pave the way for Sor’s theory of 

harmony to be applied to the guitar in the modern age that he saw stretching before him in 

1796. 



 



 



The Continuo Guitar in Spain 

The relationship between the guitar and the theorbo (or chitarrone)1 has not been much 

referred to in writings about the modern guitar. The theorbo and archlute were instruments 

that realised the thoroughbass in a fuller manner than was possible on the guitar in Italy, 

France and Germany and specifically in Italian opera in Spain. In Spain the continuo role was 

filled by the guitar and harp in combination with the organ, leaving little need for another 

plucked instrument. Iconography in France has placed the guitar and theorbo together, for 

example in François Puget (1651–1707), Réunion de Musiciens:2 

 

Figure 1. Painting by François Puget (1651–1707), Réunion de musiciens (c. 1687), Paris, Musée du Louvre, 
INV. 7346, probably showing Robert de Visée with a guitar on the table, playing his Theorbo.  

This is probably Robert de Visée, known as a guitarist and a theorbist. François Campion (c. 

1685–1747) was too young, but it may be Monsieur Maltot, theorbist in the orchestra of the 

Académie Royale de Musique, who taught him the ‘Règle de l’octave’.3  

                                                 
1 See Robert Spencer, ‘Chitarrone, Theorbo and Archlute’, Early Music, vol. 4/4, October 1976, pp. 407–423. 
2 Greenberg, ‘Perfecting the Storm…’, 2003, <http://www.ojbr.com/archive.html>, accessed 19 May 2008. French Ministry 
of Culture at <http://www.culture.fr/Wave/image/joconde/0002/m503604_93de1531_p.jpg>, accessed 7 June 2008. 
3 In Campion, Addition au Traité d’accompagnement…, 1716, discussed in Tyler and Sparks, The Guitar and its Music…, 
2002, in paperback 2007, p.115. 
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THE THEORBO AND THE GUITAR 
Campion explains the link between the two instruments suggested in the picture when he 

writes: “I ordinarily start those students wishing to learn theorbo accompaniment with a 

dozen lessons on the guitar”.4 This didactic reason is explained by the fact that the guitars of 

de Visée and Campion, (ignoring the re-entrant fifth course) had a very literal connection to 

the theorbo tuned in A (ignoring re-entrant first and second courses). As had long ago been 

established when the vihuela removed its first course to become a vihuela de cinco ordenes 

(and later a guitar), the guitar has the same notes as the second to sixth courses of the theorbo 

(ignoring re-entrant strings). Nigel North’s basic tuning diagram shows this relationship:5 

 

Example 1. Nigel North says François Campion used a theorbo tuned in A with 8 courses on the fingerboard as 
shown here. North, Continuo Playing on the Lute…, 1987, p. 8 and this figure at p. 10. 

In sharing this intervallic structure of the theorbo, the guitar shared the basic chord positions 

used on either instrument, which is why Campion used the guitar in his programme for 

student theorbists. The guitar had long been used in conjunction with a theorbo and archlute 

in the continuo, where it was independently valued for its special character. This meant that 

there was no obvious imperative to add bass strings to the guitar, since this would have 

undermined its unique character. The addition of theorboed strings to the guitar was 

attempted by Giovanni Battista Granata (c. 1625–c. 1685) in Italy, adding seven additional 

strings tuned diatonically down to A, which he called “…la guitare theorbée”, a strategy also 

tried by others.6 Given that the extreme bass notes were ably supplied by theorbo in the sharp 

keys or the archlute in the flat keys using basically the same basic tuning, there was little call 

for this modification. The guitar and theorbo were also played by the same performer as a 

                                                 
4 Campion, Addition au Traité d’accompagnement…, 1716, in Christensen, ‘The Spanish Baroque Guitar…’, 1992, p. 34. 
5 North, Continuo Playing on the Lute…, 1987, p. 10. 
6 Fourth book of Granata, Soavi concenti de sonate musicale, Bologna, 1659, see Tyler and Sparks, The Guitar and its 
Music…, 2002, in paperback 2007, p. 74, note 51. 
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contrasting pair of instruments in the continuo group, so when the need for a guitar arose, 

Campion, Maltot or de Visée would simply have switched instruments. The special character 

of the guitar is exactly that it was supplied with too few basses to allow a full realisation of 

the part and was used for its colour or to fill out the harmonies in a continuo group. The 

theorbist de Visée was unusual, in that he also sang, played the baroque lute and viola da 

gamba in addition to guitar. He and Campion or Maltot would have had a sound grasp of the 

grammar of thoroughbass, which would have been second nature to them when using other 

instruments. In his Livre de Guitare of 1682, de Visée describes the use of the bourdon on the 

fourth course and ungrammatical voice-leading of the guitar resulting from its stringing and 

limited range in the bass: 

I beg those who understand the art of composition well and are unfamiliar with the guitar 
not to be scandalized if they find that I sometimes break the rules. The instrument calls 
for it and it is necessary above all to satisfy the ear.7 

This does not say that he ignored the rules, merely that when “instrument calls for it” he very 

carefully offered solutions that he knew to be not absolutely correct. This was part of the 

special character of the instrument, that would have been lost by adding an octave of free 

basses. The guitar’s “problem” was resolved by a theorbo or an archlute.  

The six to eight stopped courses on the fingerboard of a theorbo were tuned like a 

Renaissance lute with the first two strings re-entrantly lowered an octave. To this was added 

an octave of unstopped bass strings, tuned, with considerable variation, as follows:  

 

Example 2. Large chitarrone tuned in A with 6 strings over the fingerboard and 8 single diapasons. Nigel North, 
Continuo Playing on the Lute, Archlute and Theorbo, Bloomington: Indiana University Press, 1987.  

The idea of adding harp-like or ‘theorboed’ basses to a large lute was first used by Antonio 

Naldi for the Medici court in 1589, in direct imitation of the ancient Greek cithara, which 

                                                 
7 « Et ie prie ceux qui scaurons bien la composition, et qui ne connoistreront pas la guittare, de n'estre point scandalizez, s'ils 
trouvent que ie m'escarte quelque fois des regles, c'est l'instrument qui le veut, et il faut satisfaire l'oreille préférablement a 
tout. » Robert de Visée, Livre de Guittarre…, Paris, 1682, translation by Hall in ‘The Stringing of the 5-Course Guitar’, 
accessed 8 March 2010.  
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created an instrument called the chitarrone later taking on the affectionate metaphorical name 

of tiorba or theorbo.8 Douglas Alton Smith established the full sequence of events as follows:  

The inventions of the chitarrone and archlute, then, may be reconstructed as follows. In 
late 1588 or early 1589, Antonio Naldi conceived the chitarrone and commissioned the 
luthier Magnus Tieffenbrucker of Venice to make it for the Medici wedding celebration. 
Doubtless Tieffenbrucker made several exemplars, of which the Boston instrument is the 
only one to survive today. Quite apart from its striking appearance and its relation to 
ancient Greek theatrical practice, the instrument had a lasting appeal for lutenists because 
of its strong, sonorous contrabasses. Such an instrument was taken to Ferrara by Caccini 
in 1592, and it probably inspired Duke Alfonso d'Este later to send Piccinini to Padua to 
order an experimental lute with an extended body instead of an extended neck. Since this 
instrument was immediately recognized as a failure, Piccinini subsequently ordered lutes 
with extended necks like the one on Caccini's chitarrone. In his recollection of these 
events published nearly three decades later, Piccinini erred about Caccini's instrument, 
either through poor memory or through vanity.9 

The limitations of gut, as the only material then used for strings, meant that to achieve 

deeper and louder notes, the instrument had to be made with a total length of as much as 195 

cm. The large tiorba or chitarrone had fingerboards of about 90 cm., making left-hand 

stretches exceedingly big on stopped strings and forcing the top two strings to be lowered an 

octave. The instrument had fourteen courses, with six courses stopped on the fingerboard 

(this later increased to seven or eight). The late Robert Spencer wrote in ‘Chitarrone, Theorbo 

and Archlute’: “…the chitarrone was most probably evolved c. 1580 by a member of the 

Camerata of Florence, as a necessary adjunct to the new style of song writing, musica 

recitativa…”.10 The terms chitarrone and tiorba appear to have been synonymous until about 

1640. Smith narrowed this down, finding it to be invented by Antonio Naldi and concluding 

that: “…it appears likely that the chitarrone was first conceived and built in late 1588 or early 

1589 especially for the Florentine intermezzi of 1589…in the role of the ancient cithara”.11 

Smith suggests the researches of Vincenzo Galilei into the cithara were the basis of the tuning 

in A, with the single bass strings descending diatonically. On the origin of the term theorbo, 

Smith concluded after examining all the research:  

One can only speculate that during the 1590s some chitarrone players, perhaps prompted 
by wags, had begun to use the ironic nickname tiorba [hurdy-gurdy] for their instrument, 
just as violinists today affectionately call their instrument a fiddle, or a jazz musician 
calls his clarinet an axe. …During the course of the seventeenth century the tiorba 
gradually superseded chitarrone…12 

                                                 
8 Douglas Alton Smith,‘On the Origin of the Chitarrone’, Journal of the American Musicological Society, vol. 32/3, Autumn 
1979, pp. 440–462 at pp. 446 and 457. The Boston Tiefenbrucker dated 1789 probably used by Naldi appears at p. 456. 
9 Smith, ‘On the Origin of the Chitarrone’, 1979, p. 457. 
10 Robert Spencer, ‘Chitarrone, Theorbo and Archlute’, Early Music, vol. 4/4, October 1976, pp. 407–423, pp. 408–410. 
11 Smith, ‘On the Origin of the Chitarrone’, 1979, pp. 442–443. 
12 Smith, ‘On the Origin of the Chitarrone’, 1979, pp. 458–461 this quote at p. 461. 
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The long string-lengths of the theorbo required the upper two courses to be lowered an octave 

as re-entrant strings because they exceeded the breaking strain of gut. The five-course guitar 

has always been tuned to the same notes as a theorbo without a first course—accordingly, the 

guitar has a practical resemblance to the theorbo.  

THE ARCHLUTE 
Victor Anand Coelho, in his dissertation ‘The manuscript sources of seventeenth-century 

Italian lute music…’, says the bigger lutes in that century varied between 11 and 14 courses: 

The 13 or 14-course archlute (arciliuto, liuto attiorbato) is as popular in the [seventeenth 
century] manuscript sources as in the printed ones, and may be considered “The” 
seventeenth-century Italian lute, based on the number of surviving instruments. The first 
appearance of this instrument in the manuscript sources is in the 1620 Dusicaki Lute 
Book; the last appearance is in Vencie, dated between 1657 and 1666.13 

Alessandro Piccinini (1566–1638) mentions adding an octave of bass strings to his 

Renaissance lute which he called an arciliuto in his Intavolatura di liuto et di chitarrone, 

libro primo, 1623.14 The term liuto attiorbato means ‘theorboed lute’ generally tuned thus:  

 

Example 3. The liuto attiorbato or arciliuto with 7 strings over the fingerboard and 7 single diapasons. Nigel 
North, Continuo Playing on the Lute, Archlute and Theorbo, Bloomington: Indiana University Press, 1987.  

The Renaissance lute tuning in G with theorboed strings added in the bass is how the 

instrument was imagined. In relation to the guitar, the removal of the first course of a 

Renaissance lute (like the ‘vihuela de cinco órdenes’) results in a guitar tuned with its first 

string to d1. Many manuscripts for a guitar tuned in this manner are known to exist (as 

discussed above).15 I suggest this was done by archlute players, who wanted to accompany on 

the guitar. The conventional tuning of the guitar with the highest course to e1 was paired with 

the theorbo for the same reason. 

                                                 
13 Victor Anand Coelho, ‘The manuscript sources of seventeenth-century Italian lute music: A “catalogue raisonné”’, 
doctoral dissertation, University of California, Los Angeles, 1989, accessed 3 December 2009, from Dissertations and 
Theses: Full Text (Publication No. AAT 9000616), p. 17. 
14 Smith, ‘On the Origin of the Chitarrone’, 1979, pp. 458. 
15 See Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, Appendix II, pp. 184–186. 
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The chitarrone or theorbo was tuned in A with the first two courses re-entrant and 

diapasons descending diatonically from the sixth to the fourteenth course (the term chitarrone 

fell away in favour of the term theorbo in the 1630s).16 The liuto attiorbato or arciliuto 

(archlute) is tuned in G and has no re-entrant strings and diapasons descending diatonically 

from the sixth to the fourteenth course—or sometimes the thirteenth or in England to the 

twelfth course. Robert Spencer importantly points out that: 

…the word arciliuto did not gain universal acceptance until the 1680s, by which time 
two important new factors called for a continuo instrument to replace the tiorba. First, 
covered strings had been invented in the middle of the century (first mentioned in print in 
1664) which enabled a fuller sound to be produced on a string length shorter than that of 
a tiorba. Secondly, Corelli and his contemporaries were writing wide-ranging bass lines 
that stretched the theorbist: both his fingers, and the upper register of his instrument, so 
that he had no higher strings for the harmony above the bass. Or if he did try to play 
harmony on the upper two strings, it sounded below the bass because of their octave 
transposition. The arciliuto solved both these problems. It carried …the upper strings at 
lute pitch, thus enabling the bass to rise higher and still have at least one string left for a 
harmony note above it. And the shorter stopped string- length …made it feasible to play 
with greater facility. Corelli named the arcileuto as a possible alternative to the violone 
in his trio sonatas from 1681. It would have played the bass line and added harmony to 
that of the organo. Many other composers, e.g. Sammartini, Vitali and Veracini, named 
the arciliuto in this way [Spencer also mentions: Bononcini, A. Scarlatti, Handel and 
Bonno].17 

Spencer says the liuto atiorbato was mentioned from 1614–1623, but after that the term 

arciliuto was used in Italy. These lutes were used for solo playing in Italy, but were also used 

in continuo playing, where they were better in the flat keys, while the theorbo was better in 

the sharp keys and some theorbists were able to use both.  

In Italy the tiorba (with re-entrant upper strings) continued to be used as late as P. C. 

Albergati, whose Motetti Op. 12 of 1717 required the “violone ò Tiorba”.18 Spencer identifies 

the trio sonatas of Cazzati, in 1656, as the start of a thirty year period in which the tiorba is 

specified by composers, performers playing from the figured-bass part not tablature: 

Starting with the trio sonatas of Cazzati in 1656, the tiorba was used for the following 
thirty years as an alternative to the violone, reading from the bass clef. The tiorba would 
play the bass and add harmony to that of the organo part. From the 1680s the arciliuto 
gradually replaced the tiorba, probably because the upper two courses, being at lute 
pitch, gave the arciliuto greater range for the bass, and allowed room for harmony above 
the bass.19  

                                                 
16 Last used by Cazzati in 1653 according to Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 410. 
17 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 416. 
18 See note 15 in Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 411. 
19 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 411. 
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The shift from writing the music in tablature to performing directly from a figured bass was 

continued for the archlute.  

In England the archlute is mentioned from about 1700 with measurements of 68.5cm for 

the stopped strings and 152.7cm for the diapason basses.20 James Talbot c. 1700 describes an 

“English Double [strung] Theorboe” with stopped strings of 88.5 cm and a maximum string 

length of 139.5cm and two re-entrant upper courses while his “English Single [strung] 

Theorboe” had only the first string re-entrant.21 The English theorbo in 1676 according to 

Thomas Mace had thirteen courses with the two upper courses re-entrant. This is 

convincingly disputed by Lynda Sayce, who says that English continuo lutes typically had 

twelve courses, with a high g1 as the top string in the manner of the lute.22  

The solo lute in France, marked by Le Trésor d’Orphée published by Antoine Françisque 

in 1600, embarked on a period of experimentation with scordatura tunings eventually settling 

on the D-minor Baroque lute tuning f1, d1, a, f, d, A (3rd, 4th, 3rd, 3rd, 4th) used by Sylvius 

Leopold Weiss, who increased the range to thirteen courses to play thoroughbass 

accompaniment.23 Below is a comparison of his lute and the archlute: 

 

Example 1. Comparison of the tunings of a typical archlute and a French 11-course Baroque lute. 

                                                 
20 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 417. 
21 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 412. 
22 Linda Sayce, ‘Continuo lutes in 17th and 18th century England’, Early Music, vol. 23/4, November 1995, pp. 666–684 at 
pp. 669–671.  
23 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976,  p. 415. 
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In his paper on the theorbo Robert Spencer writes: 

In France, the théorbe arrived in about 1650 with the first tutors beginning to appear after 
1660. The French developed the smaller théorbe de pièces which was tuned a fourth 
higher, read off the same tablature and was used for solo pieces and possibly for teaching 
purposes, James Talbot in c. 1700 called it the ‘…lesser French Theorbo for Lessons’.24 

It is notable that Spencer’s article does not mention Spain where the lute was played and the 

archlute was used especially in the opera, neither was as common as the guitar. At the 

Barcelona Cathedral we know that in the late eighteenth century there were employed “…10 

singers (4, 2, 2, 2), 5 violins, viola, double bass, 2 oboes, bassoon, 2 horns, archlute, harp 

[and organ].”25 The guitar is not mentioned. The three traditional Spanish continuo 

instruments harp, organ and vihuela had given way to the configuration Sor must have known 

with the archlute being used in the Italian opera. It is possible that traditional vihuela (as the 

guitar came to be called) and organ or another keyboard instrument were used in Spanish 

works. The archlute appears to have been used at Montserrat26, but Sor does not list the 

“obbligato instruments” used in the orchestra in the villancico he describes in his memoires. 

The archlute player at the Barcelona Cathedral would have been a colleague of the violinist 

Josep Prats, who taught Sor the violin.27 Sor must have known the archlute and could not 

have failed to have been interested in it. 

THE TRANSITION TO THE SIX-STRING GUITAR 
Javier Suárez-Pajares begins his survey entitled ‘The Rise of the Modern Guitar in Spain’ by 

commenting on the relative blindness of researchers to the influence of the Peninsula on the 

development of the ‘modern’ guitar in the second half of the eighteenth century (a view 

supported in this thesis). He writes:  

[This]…period marks the starting-point of what might be termed the ‘modern guitar’, as 
defined by James Tyler [1980]. The paucity of surviving sources has had an important 
influence on how the birth of the modern guitar has been explained, with Spain and 
Portugal being marginalized, but to consider any period of guitar history without 
reference to the Iberian contribution is, if not totally erroneous, at least inadvisable.28 

                                                 
24 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 414. 
25 From the article by J. Pavia quoted in José V. González Valle, ‘Liturgical music with orchestra, 1750–1800’, in Boyd and 
Carreras, Music in Spain…, 1998, pp. 53–71, at p. 70. 
26 I have no evidence of this, but when I visited the monastery I was assured that the archlute was known at Montserrat. 
27 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 22.  
28 Javier Suárez-Pajares, ‘The Rise of the Modern Guitar in Spain’ in Boyd and Carreras, Music in Spain…, 1998, pp. 222–
240 at p. 222.  
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In an extended discussion of evolutionary changes in the guitar, scholars have become fixated 

trying to find exact dates and places for the earliest occurrence of each altered form of the 

instrument—firm results would be of strictly academic interest if they were interesting at 

all.29 Similarly, there as been much discussion of the evolution of guitar notation, beginning 

with Heck’s speculations in his thesis on Giuliani and continued by Matanya Ophee.30 The 

Spanish contribution to the story, and the role of Sor in particular, has been completely 

ignored, mainly because Jeffery dates his works too late. As Suárez-Pajares puts it: 

Much effort has gone into explaining how, when and where the notation of the 
polyphonic guitar music developed. The pioneering work of Thomas F. Heck and 
Matanya Ophee produced much of value for the study of this period, but their 
preoccupation with the ‘whens’ and ‘wheres’ ought to have taken the Spanish tradition 
into account. Even when this is done, it is not easy to reach well-informed conclusions 
about when and where the modern notation for guitar music was first employed.31  

The historical imperatives for a general shift from tablature to music notation across 

many countries over decades are not usefully served by a kind of competition to identify the 

first country, first person or first work. This type of narrow research generates trivial answers 

and poses bad questions. The evolutionary strands resulting in the ‘modern’ six-string guitar 

are as varied as culture itself. In general, the evolution of the modern guitar appears to have 

been a product of a specifically Iberian tradition of using the guitar in the continuo. This 

resulted in changes to the instrument and the growth of a sophisticated, but improvised 

repertoire utilising complex virtuoso techniques. Developments in the construction of the 

instrument arose from the need for a plucked accompaniment after the demise of the harp, the 

resulting instrument evolved into a solo guitar that required a new system for notating its 

music. Sor’s way of thinking about the guitar based on thoroughbass fitted into the traditions 

of his day and his system of harmony based on alfabeto and his rigorous notation has to be 

seen as a product of Spanish guitar tradition.  

The transformation of the guitar from a Baroque instrument with doubled courses strung 

re-entrantly into an instrument with six single strings cannot be explained in any easy linear 

way. Everywhere there was a “first”. The fallacy is to argue from the consequent by listing 

every move towards the six single strings of the modern guitar as some kind of “progress”. 

The music of Santiago de Murcia or Gaspar Sanz cannot be removed from its instrumental 

                                                 
29 See for example, Thomas Heck, ‘Stalking the Oldest Six-String Guitar’ Gendai Guitar 9/3, 1975, pp. 64–71, an addendum 
dated December 1974 of an English edition prepared by Heck appears online at Guitar Federation of America website 
<http://www3.uakron.edu/gfaa/stalking.html>, accessed 3 August 2007. 
30 Ophee ‘New Light on…Guitar Notation’, March 1983, pp. 20–28. 
31 Suárez-Pajares, ‘The Rise of the Modern Guitar in Spain’ in Boyd and Carreras, Music in Spain…, 1998, p. 231, citing the 
Heck dissertation on Giuliani and Ophee ‘New Light on…Guitar Notation’, March 1983. 
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context—the ‘baroque’ guitar was the best instrument for the music they wrote. Sanz used re-

entrant stringing and Murcia octave strings for the campanelas and bordones on the fourth 

and fifth courses which, in the end, brought him closer to the guitar that would succeed him. 

The use of bordones and techniques for playing them in Spain were easily applied on the new 

incarnations of the instrument. Guitars in France and Italy fared differently, thanks to its re-

entrant stringing, de Visée’s guitar was quite far removed from the new five-string guitars.  

Looking for the “earliest” score is no different to looking for the “earliest” guitar. 

Pennington mentions Juan Francisco de Corominas in his 1726 Aposento anticrítico, who 

describes a guitar with six courses “made” by Benito Jerónimo Feijóo.32 This at least dates 

the desire for a bass register on the guitar and such guitars could have been made for Murcia, 

who died 1739. Suárez-Pajares finds the earliest reference to six-course guitar: 

… in the Diario noticioso, Madrid, 3 June 1760 reading: ‘In Granadino’s house in 
Atocha Street a six-string vihuela is for sale, made by his own hand, good for 
accompanying’; the next reference is in the same periodical on 11 September 1772: 
‘Anyone wishing to buy a six-string guitar made by the famous Sevillian, Sanguino, 
should come to Maestro Medina’s house facing the Corral de la Cruz’. From this period 
on, the most widely used guitar in Spain was the six-course guitar because of the 
influence of the Andalusian school. And it is in the Andalusian context that we find the 
first tutor devoted to the six-course guitar: the Explicación de la guitarra by Juan 
Antonio de Vargas y Guzmán (the original manuscript is dated Cádiz, 1773). This 
treatise, which explains both rasgueo (strumming) and punteo (plucking), always refers 
to the six-course, double-strung guitar, but makes passing reference to five- and seven-
course instruments.33  

This ‘first’ mention of a six-course is described as “good for accompanying”, which supports 

the idea that these bass guitars were specifically for that purpose. A similar instrument with 

seven courses by Sanguino dated c. 175934 can be found in the Museu de la Música in 

Barcelona, No. 84. This instrument is depicted below:  

                                                 
32 The first edition of the Feijóo Teatro critico universal mentioned by Antonio Martín Moreno quoted in Pennington, The 
Spanish Baroque Guitar…, Ann Arbor, 1981, pp. 13–14 and at p. 292. 
33 Suárez-Pajares, ‘The Rise of the Modern Guitar in Spain’ in Boyd and Carreras, Music in Spain…, 1998, p. 223–224. 
34 Bordas, Arriaga and Libin, La Guitarra Española/The Spanish Guitar, 1993, catalogue for the Metropolitan Museum of 
Art in New York and the Museo Municipal in Madrid joint exhibition entitled “The Spanish Guitar” of 1991–1992. 
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Figure 2. Sanguino seven course guitar c. 1759, Museu de la Música in Barcelona, No. 84, Bordas, La Guitarra 
Española/The Spanish Guitar, catalogue, 1993. 

José Romanillos identifies Sanguino35 as using fan-strutting on five of his six known 

instruments and Sparks refers to this as its most important feature.36 The instrument has an 

exceptionally deep body that ranges from 16.2 cm to 17.4 cm, with graduated-thickness metal 

frets that are thought to be original, indicating that wound strings would have been used. 

These would have been required anyway for the low E and especially the very low seventh 

course B1. Romanillos says that the neck may have been shortened but does not say why he 

thinks so—perhaps because the guitar has an unusually short neck with the ninth fret on the 

body of the instrument. This innovative c. 1759 Sanguino guitar had a seventh course a fourth 

below the sixth and was capable of scordatura alteration that gave it a range close to an 

archlute. This guitar was built for accompaniment.  

                                                 
35 Bordas, Arriaga and Libin, La Guitarra Española, 1993. All organological details from the notes by Romanillos at pp. 
112–114. 
36 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 195. 
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Another instrument by Sanguino, also dated 1759, is in the Gemeentemuseum in The 

Hague, and is similar in concept to the one depicted above, except that this was later fitted 

with eight single strings and is described by Sparks as “modified”.37 Cristina Bordas and 

Gerardo Arriaga in their historical overview in ‘The Guitar from the Baroque period to the 

1950s’, give the following explanation’: 

The second half of the eighteenth century, the interregnum between the five course guitar 
and the six course single-stringed guitar, was a period of exploration of the instrument’s 
sonority. This exploration was done by increasing the number of strings in each course or 
by adding courses… [represented by] …the “guitare à la Rodrigo”… [and] …the seven 
course instruments…such as that of Francesco Sanguino, Sevilla c. 1759… [and] …the 
most popular model …with six courses first documented in 1760, in Spain.38  

The authors do not give a reason for this focus on “sonority” but liturgical influences altering 

the continuo group to exclude the harp could have stimulated the need for a guitar with a bass 

register to be used in thoroughbass accompaniment. The evidence points to accompaniment 

as the principal musical function of this guitar in Spain in the “…interregnum between the 

five course guitar and the six course single-stringed guitar”, if such there was. The Gaceta de 

Madrid and Gazeta de Barcelona advertisements indicate that five-course guitars may have 

been thought good for solo playing in the Murcia tradition, and Abreu played it before 1799, 

when he took to six-course guitar, it seems however that the five-course guitar existed for a 

few years after that, independently of the six-course guitar.  

Paul Sparks, citing Sanz in 1674 to explain the addition of extra bass strings, suggests the 

following origin for the modern guitar: 

When played in the street or in the noisy environment of a Spanish bar, the guitar was 
usually strummed forcefully, a style that had been widely known since the 17th century as 
música ruidosa (‘noisy music’) and was widely regarded by foreign guitarists as being 
rather crude and uncouth. In their desire to produce strong bass notes when strumming, 
Spanish guitarists often preferred to string their instruments with two bourdons (bass 
strings, usually made from plain gut).39 

There is no connection between the kind of music Sparks describes here and the art music 

that Sanz, Guerau and Murcia composed. The function of the bordones in Spain had nothing 

to do with “strong bass notes when strumming”, as Sparks suggests; rather they were used for 

the bass voice in a polyphonic accompaniment. There is no evidence that art music ceased to 

                                                 
37 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 195. The bridge is still the old-fashioned 
Baroque tied bridge and the ninth fret placed on the body (features it shares with the Barcelona instrument above). The 
modification appears to have been shortening the head to take eight pegs and changing the bridge to eight single strings. It is 
not known if this was done before the end of the eighteenth century. 
38 Cristina Bordas and Gerardo Arriaga, ‘La Guitarra desde el Barroco hasta c. 1950/The Guitar from the Baroque period to 
the 1950s’ in Bordas, Arriaga and Libin, La Guitarra Española/The Spanish Guitar, 1993, pp. 65–95.  
39 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 194. 
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exist in Spain between 1732, when Murcia’s last manuscripts were copied, and the music of 

Sor composed after 1796. The music of Sanz, Guerau and Murcia was never música ruidosa.  

Murcia wrote in the introduction to his ‘Cifras Selectas de Guitarra’ in 1722 of a guitar 

being played with care and delicacy. The Alejandro Vera quotation is not complete, but 

indicates Murcia’s attitude to the guitar (my italics): 

The common style for all beginners is: that they place the little finger on the outside of 
the bridge of the Guitar, so that the hand is more secure, so many are not able then pluck 
the strings with the hand in the air, except by good luck. This [style] is not seen practiced 
by anyone skilful, who handles this instrument with some care, mainly when works are 
delicate and when they have rasgueado strokes [golpes rasgueados], since in these cases 
one ought to play in the middle of the instrument, and only use the hand placed on the 
bridge when more sound is required, such as when one is accompanying another 
instrument. The fingers with which the strings are plucked are the thumb, the index and 
the middle. Advising that the thumb serves for thirds, fourths and fifths. The other two 
[serve] for seconds and firsts: taking care never to pluck with the same finger twice, 
since the index and the middle fingers must always pluck alternately.40 

Sparks also fails to take the music of the salon and the court into account. There the guitar 

provided refined accompaniments from a figured bass and on occasion sophisticated solo 

works. Strumming a guitar with a low sixth course tuned to E and a low seventh tuned to B1 

in bars and on the street as Sparks suggests is the least likely use for the Sanguino instrument 

shown above, which was clearly designed for thoroughbass accompaniment. The fact that 

Murcia was still in Madrid in 1732 and died there in 1739 suggests that sophisticated art 

music for the guitar must have been heard in Madrid at that time. Murcia’s tragic death in 

abject poverty is a reflection on the monarchy of Felipe V (notwithstanding his struggles with 

abdication, a later bout of small-pox, the death of his son and his depression). His second 

wife Elizabeth Farnese was interested in opera and his family had no interest in the guitar, 

preferring the harpsichord instead.41  

Sophisticated art music for the guitar between Murcia’s death in 1739 and Sor’s music 

composed after 1796 is only now beginning to be discovered in Spain, much of it probably 

consisting of improvisations by continuo players of which no written music appears to exist. 

Copies mentioned in copisterías advertisements from 1780 suggest undiscovered solo works 

                                                 
40 “El común estilo a todos los principiantes es: que pongan el dedo meñique fuera de la puente de la Guitarra, para que esté 
más firme la mano, porque muchos no pueden entonces herir las cuerdas puesta la mano en el aire, sino de la suerte dicha. 
Lo cual no se verá practicado en ningún diestro que trate a este instrumento con algún primor, mayormente cuando son obras 
delicadas y en ellas hay golpes rasgueados, pues debe en estos casos tocarse en el medio del instrumento, y solo usar de la 
mano puesta en la puentecilla cuando se necesita que suene más, como cuando se acompaña a otro instrumento.” Santiago de 
Murcia, ‘Cifras Selectas de Guitarra’, manuscript in the Pontificia Universidad Católica de Chile, Biblioteca Campus 
Oriente, Vera. ‘Santiago de Murcia (1673–1739): New Contributions…’, 2008, note 77, p. 608. 
41 Esses, Dance and Instrumental Diferencias …, vol. 1, 1992, p. 270 also pp. 242,  
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from this period may yet be unearthed. Bordas and Arriaga, like Sparks, emphasize the 

guitar’s use in popular music as the end of the eighteenth century approached: 

…in line with organological changes at the end of the eighteenth century, the guitar 
repertoire also underwent significant changes; the old sets of variations and virtuosic 
suites gave way to more agreeable, less transcendental music. The amateur 
unquestionably returned to dominate the guitar scene and the guitar became a more 
popular than “cultivated” instrument. Most of its great popularity at this time was due to 
music with guitar accompaniment, not just songs, but also fashionable dances, 
seguidillas and boleros, tiranas, fandangos, contradanzas and minuets, which provided 
entertainment equally to the masses, to the aristocracy, and to the new enlightened class 
made up of currutacos, petimetres and madamitas de Nuevo cuño, as they were known 
locally at the time.42 

While the use of the instrument by amateurs on the streets and in the bars continued as it 

always had, it is wrong to assume that the guitar as a “… ‘cultivated’ instrument…” did not 

exist in Spain at all: with no examples of the music it is hard to gauge its “cultivation”.  

Obviously the guitar was used in noisy bars but, by 1776, a more pretentious stratum of 

musical society, and possibly the church, encouraged Juan Antonio de Vargas y Guzmán43 to 

acquire his skills in thoroughbass by consulting and copying out Murcia’s Resumen de 

acompañar la parte… with the intention of applying its principles to the six or seven course 

guitars he mentions. In 1752, shortly before the 1759 Sanguino guitars were built, a renewed 

interest in this kind of accompaniment emerged and Pablo Minguet y Yrol, sensing a market, 

based his pamphlets on Amat, Sanz and Murcia.44 Shortly after 1759, in 1763, an anonymous 

manuscript copy of Sanz’s Instrucción de música… and Murcia’s Resumen de acompañar la 

parte… was made indicating considerable interest and application by the copyist.45 It is likely 

that the construction of the new continuo guitars was part of this picture and may explain the 

massive body of the Sanguino guitar that is 51.7 cm. long—a length never exceeded by the 

Torres instruments ranging between 47.7 cm and 48.3 cm, which is even bigger than modern 

instruments today. The increase in body size must have been an attempt to make the guitar 

substantially louder, again suggesting a continuo application. The wound bass strings that are 

confirmed by the metal frets on Sanguino instruments also provided considerably more tone 

and ring to the bass strings, which would have suited the same purpose. These features 

                                                 
42 Bordas and Arriaga, ‘La Guitarra desde el Barroco hasta c. 1950…’, in Bordas, Arriaga and Libin, La Guitarra 
Española/The Spanish Guitar, 1993, p. 86. 
43 Juan Antonio de Vargas y Guzmán, ‘Explicación para tocar la guitara de punteado, por música o sifra y reglas útiles para 
acompañar la parte del bajo dividida en dos tratados’, manuscript in Veracruz dated Cádiz: 1773 and 1776. 
44 Minguet y Yrol, Reglas y advertencias…, Madrid, 1752. 
45 Anonymous manuscript entitled ‘Método de guitarra, procede de Granada.’ Biblioteca nacional de España, shelf no. 
M.1233 copy of Sanz, Instrucción de música…, Zaragoza, 1697, and Murcia, Resumen de acompañar la parte con la 
guitarra…, Madrid, 1714. See Russell, ‘Santiago de Murcia, Spanish Theorist and Guitarist…’ doctoral dissertation, 1981, 
vol. 1, pp. 32–33. 
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became standard on the six-course instruments in Spain. The use of the guitar on the stage, in 

salons and in Court nods towards popular culture as it has done since Sanz and before.  

The single strung seven-course instrument appears to have been played by Padre Basilio, 

Miguel García, the teacher of Federico Moretti, who also played a seven-string guitar. The 

music played on this instrument would have been improvised, usually for purposes of playing 

‘above the part’ in accompaniments, using the thoroughbass tradition of Santiago de Murcia 

adapted to the six or seven course guitar by Vargas y Guzmán and others. When Federico 

Moretti published his method in 1799 it was a continuation of this tradition. Moretti was not 

initially interested in solo music for the guitar and saw its role as accompanying the voice. 

The six-course guitar was essentially a refinement and a simplification of the seven-course 

guitar, both instruments however being conceived primarily for accompaniment, which is 

what Sor grew up hearing, motivating him to question the kinds of accompaniment that was 

being played. 

The Sanguino continuo guitars are conceptually similar to the theorbo and the archlute. It 

is not known how octave stringing would have been applied on this instrument. Ferandiere, 

for example, recommends an octave (sextillo) on the sixth course only. It is possible that the 

seven course guitar had octaves on only the sixth and seventh courses, but if the bordón on 

the fourth had an octave pair, as it did on some five-course guitars, this would have given the 

remainder of the bordones octave pairs thus producing the following stringing: 

 

The additional bass course is a fourth below the fifth course; the archlute, by contrast, has a 

diatonic octave of diapason strings below six or seven fretted strings. The bass notes are not 

stopped with the left hand and are played in the manner of a harp as ‘theorboed’ strings: 
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The archlute in the 1680s was influenced by the invention of wound strings, which allowed a 

shorter string-length reducing the size of the instrument and making it louder.  

The invention of wound strings is first mentioned by John Playford in 1664: 

There is a late invention of strings for the basses of… Lutes, which sound much better 
and lowder then the common Gut String, either under the Bow or finger. It is small wire 
twisted or gimp’d upon a gut string or upon Silk. I have made a tryal of both, but those 
upon Silk do hold best and give as good a sound…46 

This important technical advance must have influenced the guitar in Spain and may have 

been used on the five-course guitar by Santiago de Murcia. The invention of wound strings 

made possible the seven-course Sanguino guitar, which extended the bass range by adding 

only two courses to the five-course guitar and making them stoppable. These courses were 

not ‘theorboed’, and therefore they were fully chromatic, descending in principle to B2 or 

B♭2 or using scordature up to C1 or down to A2. A direct comparison of the basic theorbo 

and the Sanguino guitar shows the similar range that is achieved with seven fewer strings:  

 

Example 4. François Campion used a theorbo tuned in A with 8 courses on the fingerboard to enable him to fret 
the f♯ and g♯ on the seventh and eighth strings. The advantage of this guitar was its chromatic basses. The 
scordatura options allowed re-tuning up to C1 or down to B♭2 or A2 if required. 

                                                

The guitar never used lowered re-entrant tunings on the first and second courses like the 

theorbo, but otherwise it shares the same tuning and the favouring of sharp keys. The use of a 

seventh course a fourth below the sixth course was first used centuries earlier on the vihuela: 

With regard to tuning, the six course lute was standard for almost the entire 16th century, 
though a seventh course is mentioned by Sebastian Virdung (1511) and Hans Judenkunig 
(1523). After about 1560 a seventh course tuned either a whole tone or a fourth below the 
sixth course began to appear frequently in Continental tablatures.47 

 
46 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 416, in footnote 50 citing Playford A brief Introduction to 
the Skill of Musick, London, 1664. 
47 Smith, ‘On the Origin of the Chitarrone’, 1979, footnote 18 p. 444. 
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It is not known why this was displaced by diatonic basses, but it can probably be assumed 

that the seventh course did not produce a satisfactory sound.  

Another interesting resemblance is the short neck of Sanguino guitars, which have only 

nine frets on the neck, which accords with the theorbo and archlute:48 

In 1701 Sauveur gave the standard A tuning for a 14-course Théorbe, the first two 
courses down the octave, adding that pour les Pièces [that is for playing solo or as Talbot 
says for ‘lessons’] the théorbe should have 10 frets, but only 9 pour jouer la Basses 
continue….49 

The large theorbo for playing the thoroughbass generally had nine frets while the Théorbe 

pour les Pièces (a much smaller instrument tuned a fourth higher to play solos) had ten frets. 

Interestingly, both Sanguino seven-course guitars have the ninth fret on the body, which is 

shorter than the six-course Spanish guitars which had the twelfth fret at the junction of the 

neck and body. Five-course guitars placed the tenth or eleventh fret on the body. The 

Sanguino guitar also had the advantage of chromatic bass notes over the archlute, which was 

tuned diatonically in G, favouring the flat keys: 

 

Example 5. The guitar (in E) has a lowest note of B that could be tuned in scordature to C, B♭ or A (shown in 
square brackets here). The archlute in G was also known with 8 courses on the fingerboard to gain access to 
two chromatic accidentals. The fourteenth course was usually in a re-entrant stringing.  

Some archlutes used single stringing throughout, which may have influenced García and 

Moretti into playing seven-stringed guitars.  

The relatively powerful sound of the archlute would have been one of the stimuli for the 

creating a larger body-size for the first seven-course guitars, although a big sound is directly 

correlated with body size. Seven-string guitars continue to be played in Brazil today, where 

they are known as the viola de sete and are strung with single nylon and wound nylon strings. 

                                                 
48 Bellerofonte Castaldi is famously depicted with a theorbo with eight frets on the neck. In North, Continuo Playing on the 
Lute…, 1987, p. 14. 
49 Spencer, ‘Chitarrone, Theorbo and Archlute’, October 1976, p. 414 quoting J. Sauveur, Principes d’acoustique, Paris, 
1701. 
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The six-course guitar was probably a refinement of the seven-course Sanguino continuo 

guitar, which took a form closer to the five-course guitar of the time, with added fan-bracing. 

The wound sixth and seventh strings caused the metal frets to be introduced in place of tied-

gut frets. The Flemish guitarist François Le Cocq (1685–1729), who worked at the Chapel 

Royal in Brussels, was an older contemporary of Santiago de Murcia. Monica Hall says Jean 

Baptiste Ludovico de Castillion, pupil and copyist of the Le Cocq manuscripts, in notes 

prefacing his copies, recommends: “…the use of bourdons on both fourth and fifth courses 

and mentions the use of overwound strings for this purpose…”.50 It is possible that Murcia 

was the first to use wound strings on the fourth and fifth courses. By 1784 in Madrid, there 

was a manufacturer of wound silver strings offering music for sale: “En la Fabrica de 

bordones de plata de la calle del Humilladero, casa númº. 7, quarto 3º. …”,51 indicating that 

they were probably used on most guitars by this time. 

The harpsichord entered the continuo group in Spain with Italian vocal music at the 

beginning of the eighteenth century. José de Torres y Martínez Bravo published his Reglas de 

acompañar de órgano, clavicordio, y harpa con solo saber cantar la parte o un baxo en 

canto figurado published in 1702 and revised in 1736.52 Maurice Esses says that keyboard 

music in seventeenth- and eighteenth-century Spain was being circulated in manuscript and 

only in 1773 did Sessé y Balaguer published his Seis fugas para órgano y clave.53 He writes: 

The solo keyboard sonata gained prominence only later, after the arrival of Domenico 
Scarlatti in Madrid in 1729…[followed by] …the harpsichord sonatas of Rodríguez 
which survive in a manuscript dated 1744.54  

It is clear therefore that the harpsichord and the fortepiano would have been completely 

dominant from about the 1730s. This decline appears to have helped Santiago de Murcia into 

poverty by that time and it is likely that he felt himself to be watching his instrument die, as 

did the late Baroque lute players like Hagen and Falckenhagen. The difference being that  the 

guitar faced the classical period with chromatic bass strings for easy modulation, alfabeto 

chords and a three- to four-octave range that allowed it to transform itself from an instrument 

                                                 
50 Monica Hall in the introduction to her articles online headed ‘Instructions for the Baroque Guitar’ at the Lute Society in 
England website <http://www.lutesoc.co.uk/baroqueguitar.htm>, accessed 23 April 2008. Hall cites the manuscripts as 
follows: “Bibliothèque du Conservatoire Royal de Musique, Ms. Littera S, no. 5615 (1730) and Brussels: Bibliothèque 
Royale de Belgique. Albert 1er Département de la Musique, Ms.II.5551D (n.d.), both with the title Recueil des pièces de 
guitarre composées par Mr. François Le Cocq”. 
51 Gazeta de Barcelona, Martes, 16-11-1784, nº. 92, p. 948. 
52 José de Torres y Martínez Bravo, Reglas de acompañar de órgano, clavicordio, y harpa con solo saber cantar la parte o un 
baxo en canto figurado. Madrid: La Imprenta de Música, 1702 with a second edition dated 1736. 
53 Esses, Dance and Instrumental Diferencias …, vol. 1, 1992, p. 242. 
54 Esses, Dance and Instrumental Diferencias …, vol. 1, 1992, p. 243. 
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of accompaniment into an autonomous solo instrument with a repertoire independent of the 

figured bass. Sor was central to this process of transformation that first arose in Spain. 

The musical trends of the time were the stimulus for the organological alterations to the 

guitar, which need to be seen as responses to particular musical problems faced by particular 

musicians at a particular time. The dominant musical imperative for the changes in the guitar 

in the period between Santiago de Murcia and Fernando Sor was the need for a guitar that 

was a fully harmonic instrument of accompaniment. It was in Spain, well before Sor began to 

codify and develop his theory of harmony, that the use of the guitar to improvise polyphonic 

accompaniments above the bass first developed. As the century progressed, instruments like 

the harp and archlute disappeared from the continuo group placing increasing demands on the 

guitar. The modern guitarist’s way of thinking about harmony on the guitar grew out of a 

centuries-old Spanish tradition of thoroughbass accompaniment on the guitar more than 

anywhere else. At the centre of this transformation in the years before Sor was Miguel 

García, the Padre Basilio. 

VARGAS Y GUZMÁN AND MURCIA 
The 1759 seven-course Sanguino guitars may be those mentioned by Juan Antonio de Vargas 

y Guzmán in 1773.55 The six-course guitar was concurrent with these guitars. Monica Hall 

cites the 1776 Vargas y Guzmán manuscript in Mexico mentioning Murcia’s Resumen de 

acompañar la parte… as “…one of the works which he has consulted when writing his own 

Explicación para tocar la guitarra …and is clearly influenced by Murcia's work.”56 Vargas y 

Guzmán was still in Cádiz in 1773, so the manuscript is Spanish in origin and demonstrates 

that in 1773 or 1776 the link with Murcia’s treatise of 1714 was still alive. The full title of the 

Vargas y Guzmán manuscript on thoroughbass for the guitar is: ‘Explicación para tocar la 

guitarra, de punteado por música o cifra, y reglas útiles para acompañar la parte del bajo 

                                                 
55 The earliest is a manuscript by Juan Antonio de Vargas y Guzmán in Oviedo in Spain is entitled: ‘Explicación De la 
Guitarra de Rasgueado, Punteado y haciendo la Parte de el Baxo se partida en tres Tratados por su Orden’, Cádiz: 1773 
containing fourteen little pieces including 10 minuets. Another manuscript ‘Explicación para tocar la guitarra, de punteado 
por música o cifra, y reglas útiles para acompañar la parte del bajo divida en dos tratados’, Veracruz 1776, is in the 
Newberry Library, Chicago Ms.VMT 582 V29e. A third manuscript copy in Mexico is the same as the Chicago copy with 
the addition of 13 sonatas not included in the 1773 Oviedo manuscript, and an additional section on rasgueado. See pictures 
of the three title pages in Jesús Herrera, ‘Juan Antonio de Vargas y Guzmán’, 
<http://sepiensa.org.mx/contenidos/menu_arte/l_mexXX/sigloxviii/juan_antonio/juanantonio_1.htm>, accessed 23 August 
2007. 
56 See the introduction to the section ‘Santiago de Murcia’ in Monica Hall, ‘Instructions for the Baroque guitar translations’ 
on the English Lute Society website <http://www.lutesoc.co.uk/baroqueguitar.htm>, accessed 23 August 2007. 
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divida en dos tratados’.57 Vargas y Guzmán says the seventh string is tuned to B♭1 below the 

sixth course E: 

The scale or key of G solreut used for the plucked guitar consists of twenty-three notes 
which, to distinguish one from the other, are divided into two counter-basses (this applies 
to the six-course guitar; if it is a five-course there are twenty and if a seven course 
twenty-six, because the seventh string goes as low as B fa b mi regrave), seven bass 
notes, seven treble notes and seven upper treble notes. Although the scale does not start 
until the low G solreut, on the guitar it is raised by two notes which are contained in the 
sixth course.58 

Tuning a seven-string guitar in this way makes available the complete range of bass notes in 

the thoroughbass examples given by Murcia in his Resumen de acompañar la parte…, which 

go down to the C below the bass staff only two or three notes above the lowest note A2 or G2 

on theorbos and archlutes.59 The above quotation also makes it clear that scordature were a 

fundamental part of playing the instrument when he says the range “…goes as low as…” the 

B♭ a fourth below the guitar’s sixth course. Tuning the seventh course a semitone lower 

produces a low A1 and tuning it a tone higher to C is also good. In Exemplo 1° from Murcia’s 

Resumen de acompañar la parte…… below a figured bass is realised for five-course guitar in 

tablature, which can be realised as it stands without transposition of the bass notes on a 

seven-course Sanguino guitar. The range of the bass in the following example goes down to 

the D1 below the bass clef and can be fingered by combining the tablature with the bass at the 

notated pitch: 

                                                 
57 Vargas y Guzmán, ‘Explicación para tocar la guitara…’, Oviedo: 1773 and 1776, quoted by Suárez-Pajares, ‘The Rise of 
the Modern Guitar in Spain’, in Boyd and Carreras, Music in Spain…, 1998, p. 229. 
58 Vargas y Guzmán, ‘Explicación para tocar la guitara…’, Oviedo: 1773 and 1776, quoted by Suárez-Pajares, ‘The Rise of 
the Modern Guitar in Spain’, in Boyd and Carreras, Music in Spain…, 1998, p. 229. 
59 North, Continuo Playing on the Lute…, 1987, pp. 10–11. 
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Figure 3. Santiago de Murcia, Resumen de acompañar la parte… Exemplo 1, pp. 45–46. Hall, Monica. 
Facsimile Chanterelle, 1980. 

Murcia may have been the first to experiment with added strings on the guitar much earlier 

than the Sanguino guitars of 1759 and seven- and six-course instruments may have been built 

even earlier.  
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MIGUEL GARCÍA AND HIS PUPILS 
Very little is known about Miguel García, whom guitarists have wasted at least the last fifty 

years describing as the “enigmatic Padre Basilio”. We do not seem to know his date of birth 

or his mother’s name. There is nothing enigmatic about historical figures nobody has 

bothered to research. We know that his best known pupils were Federico Moretti, Fernando 

Ferrandiere and Dionisio Aguado. In the Gaceta de Madrid on 1 September 1780 there is an 

advertisement that was placed by Don Juan García, which reads as follows: 

Quatro divertimentos para salterio y baxo: una sonata y el fandango para la guitarra de 
seis órdenes punteado: por Don Juan Garcia. Se hallarán en casa de los herederos de 
Corominas calle de las Carretas.60 

The titles of the works offered in these copies can be translated as: ‘Four Divertimentos for 

Psaltery and Continuo’ and a ‘Sonata and Fandango for plucked Six-course Guitar’. The 

sonata is an early sonata for the solo six-course guitar which does not mention thoroughbass 

accompaniment as is prescribed for the Four Divertimentos for psaltery. The composer was 

probably Juan Manuel García y Rubio,61 who may be the author of the manuscript: ‘Arte, 

reglas armónicas para aprehender a templar y puntear la guitarra española de seis órdenes’ 

dated 12 March 1799, given by Sparks as “Juan Manuel García Rubio” and indexed under 

‘Rubio”62 The name as I suggest would make “Rubio” into his mother’s name and ‘García’ 

into the name of his father and therefore his surname. This correlates with the full name of 

the guitarist Dionisio Tomás Ventura Aguado y García,63 whose mother could have been 

Miguel García’s sister and daughter of Juan Manuel García y Rubio.64 This makes Miguel 

García into Aguado’s uncle. 

By 1780, Juan Manuel García y Rubio (if this was his name and he was Miguel’s father) 

was publishing music for the six course guitar, but he may well have played a seven-course 

guitar himself. The change from double courses to single strings in Spain may have been in 

some measure due to Miguel García, who used seven course (as we shall see) but may also 

                                                 
60 Gaceta de Madrid, no. 70, 1 September 1780, p. 648 and quoted in Mangado, La Guitarra en Cataluña…, 1998, Anexo N 
in the supplement dated 1999, appearing eight days later in the Gazeta de Barcelona, no. 73, 9 September 1780, p. 696. 
61 The name as given in Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 234. 
62 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 234 and index entry, p. 320. 
63 José L. Romanillos, ‘The Life of Dionisio Aguado’, in Aguado, The Complete Works for Guitar, copyright Macmeeken, 
Heidelberg, 1994, pp. viii–xi at p. viii. 
64 This was suggested by Brian Jeffery in his introduction to Aguado, The Complete Works for Guitar, copyright 
Macmeeken, Heidelberg, 1994, pp. xiii–xix at p. xiv. 
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have used single strings played with nails.65 Federico Moretti (date of birth unknown died c. 

1838?) discusses his own use of seven strings in a footnote in the Prologue of his Elementos 

Generales de la Música, which is included in his Principios para tocar la guitarra de seis 

órdenes of 1799,66 saying: 

Even though I use a Guitar with seven single strings, it seemed to me appropriate to 
accommodate my Principios for the guitar of six courses, which is the one that is 
generally played in Spain: this is the same reason that obliged me to print it in Italian in 
the year 1792 adapted to the Guitar of five courses; because at that time that of six 
[courses] was not even known in Italy.67  

The Elementos Generales de la Música was written by Moretti as some notes in Italian with 

elementary instructions for playing accompaniments, scales and chords for seven-string 

guitar by 1787.68 For him to be writing a method it is likely he had been learning with García 

for some time. Moretti says that he released copies to friends that were plagiarised in Italy, 

which caused him to return to Naples (from Madrid) and adapt his notes for the five-course 

guitar, the six-course guitar being unknown in Italy. This was the Principj per la chitarra, 

published in Naples in 1792.69 This he then adapted for the six-course guitar “…generally 

played in Spain…”,70 and published as the Principios para tocar la guitarra de seis órdenes 

in Madrid in 1799.71 

Fernando Ferrandière, also a pupil of Miguel García, who published his Arte de tocar la 

Guitarra española de seis órdenes in 1799 for six-course guitar—with only the sixth course 

strung in octaves. His dates given by Tyler and Sparks as c. 1740–c. 1816 are in doubt,72 the 

dates 1771 to 1816 quoted in various internet sources being without authority. García’s most 

celebrated pupil (and possibly his nephew) was Dionisio Aguado, who was born in 1784 and 

died in 1849 and began learning with García at the age of six in 1790. In order to try and 

place these events in context it is necessary to speculate about García’s age. If Moretti was 
                                                 
65 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p. 230. Paul Sparks does not say where he got the 
information about García playing with nails. 
66 Federico Moretti, Principios para tocar la guitarra de seis ordenes pages numbered 1–53; preceded by the Elementos 
Generales de la Música, pages numbered 1–21 plates 1–7 both published Madrid: Imprenta de Sancha, 1799. Copy in the 
Biblioteca Publica “Jovellanos”. 
67 “Aunque yo uso de la Guitarra de siete órdenes sencillos, me ha parecido mas oportuno acomodar estos Principios para la 
de seis órdenes, por ser la que se toca generalmente en España: esta misma razón me obligó á imprimirlos en italiano en el 
ano de 1792 adaptados á la Guitarra de cinco órdenes; pues en aquel tiempo ni aun la de seis se conocía en Italia”. In 
Moretti, Elementos Generales…, Madrid, 1799, footnote to p. 4.  
68 Moretti does not distinguish ‘course’ and ‘string’, referring to “seven single courses” (“siete órdenes sencillos”) see 
Moretti, Elementos Generales…, Madrid, 1799, Prologue, footnote, p. 4. 

Ga69 Federico Moretti, Principj per la chitarra, Naples, Luigi Marescalchi, 1792. A manuscript copy of the same title is 
published as Archivum Musicum no. 10: Firenze: S.P.E.S. 1983.  
70 Moretti, Elementos Generales…, Madrid, 1799, Prologue footnote, p. 4.  
71 Moretti, Principios para tocar la guitarra…’ and Elementos Generales…, Madrid, 1799. 
72 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, index entry. 
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capable of writing his Principios… before 1787 as he states, then he may have been learning 

with García before that, placing García at least into the generation of Aguado’s mother. If we 

estimate that he was thirty when Aguado was born then he would have been born in about 

1754. The Sanguino seven-course guitar of c. 1759 would then have been made for Miguel 

García’s father’s generation, which makes it possible that Juan Manuel García y Rubio could 

have been involved with the guitar at that time. This would be offer possible explanations for 

Miguel García taking up the seven-course or seven-string guitar and possibly create links to 

Santiago de Murcia. All this speculation is surely worth investigating. 

There is a description of Miguel García, which was written by Soriano Fuertes in 1859, 

in the introduction by José Romanillos to Dionisio Aguado: The Complete Works.73 I will 

examine this section by section for comment: 

Padre Basilio was a member of the Cistercian order and organist at the Madrid house of 
the order in the closing years of the last century. He adopted the guitar as his favourite 
instrument at a time when it had no pretensions other than to accompany seguidillas and 
tiranas, that is the songs which were in vogue at the time. 74  

The latest advertisement to mention García appears in the Gaceta de Madrid of 26 September 

1806, and reappears eight days later in the Gazeta de Barcelona on 4 October 1806,75 close to 

the end of this publication’s run. This is later than the Fuertes description of García as an 

organist “…in the closing years of the last century”. It can be accepted that he was Cistercian 

monk and an organist. Fuertes is generalising to say that García emerged at a time when only 

seguidillas and tiranas were being accompanied on the guitar when higher level activity can 

be documented in at least 1780 in the Juan García y Rubio ‘Sonata and Fandango for plucked 

Six-course Guitar’. Fuertes continues, “Before Padre Basilio, the guitar had only five courses 

and was played rasgueado; he put seven courses and established how to play it punteado.”76 

This assumption that the guitar before García was played rasgado and punteado playing was 

some kind of new and modern advance in guitar technique is patently incorrect. The last great 

five-course guitar player was Santiago de Murcia, who died in poverty in 1739. He may have 

                                                 
73 Soriano Fuertes, Historia de la Música Española, Madrid and Barcelona: 1859, vol. 1, pp. 212–213, portion translated by 
Jeffery at p. xiii in Aguado, The Complete Works for Guitar, copyright Macmeeken, Heidelberg, 1994. Volume 1 contains a 
Preface by Jeffery, a chapter entitled ‘The Life of Aguado’ with a full bibliography and an article ‘Dionisio Aguado the 
man’, by José Romanillos, with annotations by Jeffery at pp. viii–xix and a full Bibliography by Jeffery at pp. xx–xxiv.  
74 “El P. Basilio, religioso profeso de la órden del Cistér y organista en el convento de Madrid á últimos del pasado siglo, 
adoptó la guitarra como su instrumento favorito, cuando dicho instrumento no tenia otras pretensiones que las de acompañar 
seguidillas y tiranas, canciones que formaron moda en el siglo XVIII.” Fuertes, Historia de la Música Española, translated 
Jeffery in Aguado, The Complete Works for Guitar, copyright Macmeeken, Heidelberg, 1994, p. xiii. 
75 Gaceta de Madrid , no. 79, 26 September 1806, p. 820 repeated in Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
76 “La guitarra antes del padre Basilio no tenia mas que cinco Ordenes, y se tocaba rasgueándola; el le puso siete y estableció 
el método de tocarla punteada.” in Fuertes, Historia de la Música Española, translated Jeffery in Aguado, The Complete 
Works for Guitar, copyright Macmeeken, Heidelberg, 1994, p. xiii. 
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had a small number of pupils, who continued to pass on his teachings on punteado and 

rasgueado playing. It is more likely that Murcia’s extensive use of campanelas began to be 

forgotten in Spain, especially considering all his manuscripts ended up in Mexico and Chile 

depriving Spanish guitarists of important repertoire. Fuertes’ claim that García used seven 

courses may not be completely accurate either, seeing he probably taught the use of seven 

single strings to his pupil Moretti.  

García wrote a method in tablature and notation entitled ‘Principios de Guitarra’, which 

was last advertised in the Gaceta de Madrid in July 1807 with an allegro on the fandango:  

En la Calle del Carmén, frente de la botillería, en el almacén de papel de Bueno, se 
hallan las piezas siguientes de música traducía en cifra: principios de guitarra, que 
contienen 14 diapasones, con sus posturas, escritos en cifra y música según el método del 
P. Basilio, 14 rs.: …un alegro sobre el fandango, del P. Basilio, 16 [rs.]: ….77 

Much earlier than this García was also responsible for a change in the fortunes of the guitar, 

by inspiring the Royal family and also the famous composer Luigi Boccherini with his 

playing. The Fuertes description reads:  

This fine musician, a great contrapuntalist and outstanding organist, was called to the 
Escorial so that their Majesties Charles IV and Maria Luisa could hear him play the 
organ and the guitar, and he pleased so well with the latter instrument that he remained at 
the court as teacher to the Queen.78  

If García was invited to play the organ and the guitar for the king and queen he must have 

been more than competent on both instruments. The royal family’s preference for the guitar 

in that performance may have been a reflection of their taste rather than his relative ability on 

either instrument, but the musical imitation that his playing engendered by no less a musician 

than Boccherini is a much more credible endorsement that I will come to presently.  

Fuertes also claims: “Among his pupils were D. Dionisio Aguado, D. Francisco Tostado 

y Carvajal, and D. Manuel Godoy, the Príncipe de la Paz.”79 He is certainly misinformed 

about Manuel Godoy, who in his memoires wrote: 

                                                 
77 Last advertised in the Gaceta de Madrid, no. 56, 3 July 1807, page 674. The same work is advertised Gaceta de Madrid, 
no. 79, 26 September 1806, p. 820, of which there is a translation in my Chapter 9, ‘Sor and Publishing in Spain’ in the 
section ’26 September 1806’. 
78 “Este genio músico, gran contrapuntista y sobresaliente organista, fué llamado al Escorial para que SS.MM. Carlos IV y 
María Luísa lo oyesen tocar el órgano y la guitarra; y fué tal lo que agradó en este instrumento, que quedó en la corte como 
maestro de S.M. la reina.”. Fuertes, Historia de la Música Española, translated Jeffery in Aguado, The Complete Works for 
Guitar, copyright Macmeeken, Heidelberg, 1994, p. xiii. 
79 “Entre sus discípulos se cuentan D. Dionisio Aguado, D. Francisco Tostado y Carvajal, y D. Manuel Godoy, príncipe de la 
Paz.” Fuertes, Historia de la Música Española, translated Jeffery in Aguado, The Complete Works for Guitar, copyright 
Macmeeken, Heidelberg, 1994, p. xiii. 
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Those who have taken pleasure in depreciating and vilifying me by ludicrous 
imputations, have represented me as an adventurer devoid of all education, with no other 
talent except that of playing the guitar and singing national airs. …It is quite certain that I 
never played any instrument, that I am wholly a stranger to music,—an ignorance which 
I very sincerely regret.80 

This was a rumour connected to his presumed singing of seguidillas to seduce the Queen, 

which should probably be read metaphorically. Fuertes ends with his estimation of García: 

Padre Basilio used to say that he preferred modulating on the guitar to doing so on the 
organ. His music was correct, but it showed its origin, for it was very much like 
plainsong. His dominating passion as a guitarist was to compose and play duets. He did 
not use complicated arpeggios; he always used octaves and tenths, and he pushed the 
guitar to its limits, seeking to make it give more tone than it naturally does.81 

This may have been drawn from the Aguado biographical essay I discuss below. Modulating 

is an essential part of organ improvisation, but the Fuertes claim that García’s music was like 

“plainsong” is probably intended to convey that it was harmonically correct.  

The most reliable account of García appears in the biographical article called ‘Aguado’ in 

the Encyclopédie pittoresque de la Musique and based on Aguado’s memoires, in which he 

describes his teacher (unfortunately written in Ledhuy’s third-person paraphrase): 

[Miguel García] …enjoyed such a reputation that his room was often filled with lovers of 
music, and the curious; and in the evening, groups formed under his window, brought 
there by the pleasure of hearing him. Such was Aguado’s teacher; he gave his pupils the 
means to obtain the same results as he; and so it was that the qualities of Padre Basilio 
were the same qualities which began Aguado’s reputation: a remarkable clarity, precision 
and cleanness of playing…he was shown how to make notes follow notes, scales upon 
scales, on the guitar, with an inconceivable agility, because this is what the old Spanish 
guitarists used to call ‘good playing’.82 

This is a description of the improvised tradition of guitar playing in Spain in the generation 

before Sor, Aguado and their compatriots. García most likely used nails and passed this on to 

Aguado, supporting the idea that his playing was very loud and wanted it louder. Above all 

his music is remembered as “correct”, which might be characterised in the old Spanish sense 

as harmonically ‘rigorous’. Another description of García’s playing is the musical portrait by 

Boccherini in the ‘Grave assai’ and ‘Fandango’ movements of his string quintet Op. 40, no. 

                                                 
80 Manuel Godoy, Memoirs of Don Manuel de Godoy Prince of Peace written by Himself, 2 vols. London: Bentley, 1836, 
pp. 101–102. 
81 “El P. Basilio solía decir, que le gustaba mas modular en la guitarra que en el órgano. Su música era correcta, pero se 
resentía de su orígen, porque se asemejaba mucho al cantollano. Su pasión dominante como guitarrista fué componer y tocar 
duos. No conoció los arpegios complicados; hizo siempre use de las octavas y décimas, y abusó de la guitarra por quererla 
forzar a que diese mas tono del que naturalmente tiene.”. Fuertes, Historia de la Música Española, translated Jeffery, in 
Aguado, The Complete Works for Guitar, copyright Macmeeken, Heidelberg, 1994, p. xiii. 
82 Dionisio Aguado, [probably autobiographical article entitled] ‘Aguado’, edited Ledhuy in Ledhuy and Bertini, 
Encyclopédie pittoresque…, Paris, 1835, pp. 125–127b.  
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2, G. 341, which has a note dated 1788, in Boccherini’s hand, on the autograph score in the 

Paris Opera Library, which commemorates a similar occasion before the King’s brother:  

Mese di Aprile 1788. Quintettino imitando il fandango che suona sulla chitarra il Padre 
Basilio, per S.A.R.le Don Luigi [sic Luis] Infante de Spagna, da Luigi Boccherini 
virtuoso di camera e compositor de musica de S.A.R.le.83  

Month of April 1788. Quintettino imitating the fandango which was played on the guitar 
by Padre Basilio, for His Royal Highness Don Luigi [sic Luis] Infante de Spagna, by 
Luigi Boccherini virtuoso di camera and composer of music for His Royal Highness. 

Boccherini was appointed compositore e virtuoso di camera at the court of Don Luis Antonio 

Jaime de Borbón y Farnesio, de Baviera y d’Este, younger brother of King Carlos III, in 

1770. Until 1776 it is known that “Boccherini had his own house in Madrid, but was linked to 

the municipality of Boadilla del Monte, some 12 miles west of Madrid, where the Infant don 

Luis had his preferred residence.”84 In 1777, he moved with Don Luis to La Mosquera, in Las 

Arenas de San Pedro in Ávila, where, on 7 August 1785, Don Luis died: “At the end of 1785 

or early in 1786 Boccherini returned to Madrid and was nominally appointed a member of the 

Real Capilla (músico agregado a la Real Capilla)”.85 This means that he was already in 

Madrid when he wrote the note in 1788, two years after he returned to Madrid and three years 

after the death of his patron. It therefore seems possible that Don Luis and Boccherini heard 

García play in Ávila some time before 1785, and Boccherini wrote the Quintettino in 1788, 

recalling that event from when he was still a servant of the prince. The Fuertes description of 

García playing the fandango for the King and Queen at El Escorial in Madrid, must either 

have been a different occasion or may have taken place not at the palace but in Ávila. The 

organ García would have played in the Capilla de Palacio Real is the one depicted below, 

which was completed by Jordi Bosch but has been recently been restored:86  

                                                 
83 My translation, that of Jaime Tortella reads: “Month of April 1788. Quintettino imitating the fandango played at the guitar 
by Father Basilio, for S.A.R.le (His Royal Highness) Don Luigi Infant of Spain, by Luigi Boccherini chamber virtuoso and 
composer of music of S.A.R.le.” Jaime Tortella, Luigi Boccherini: Dictionary of Persons, Places, and Terms, Los Angeles, 
2010, University of California, , p. 170 <http://escholarship.org/uc/item/1p00w6bd#page-170>, accessed 23 July 2010. 
84 Tortella, Luigi Boccherini…, Los Angeles, 2010, Introduction (no page number). 
85 Christian Speck and Stanley Sadie. “Boccherini, Luigi.” In Grove Music Online, Oxford Music Online, 
<http://www.oxfordmusiconline.com.ezproxy.auckland.ac.nz/subscriber/article/grove/music/03337>, accessed 6 August 
2010. 
86 ‘Jordi Bosch’ organ in the Capilla de Palacio Real in Madrid photographed by Gerhard Grenzing for his restoration in the 
ISO Yearbook, 1993: <http://www.grenzing.com/publicationes.cfm?id=11>, accessed 9 May 2008, pp. 114–143. 
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Figure 4. ‘Jordi Bosch’ organ in the Capilla de Palacio Real in Madrid photographed by the restorer Gerhard 
Grenzing for his description of this restoration in the ISO Yearbook, 1993: pp. 114–143 and following pages. 

García has long been known as an improviser of music, but he also composed for the 

guitar in tablature notation, later making the transition to music notation. Some of his music 

has recently been found, which I have not been able to obtain,87 which probably survives in 

                                                 
87 A manuscript by Miguel García is described in Tortella, Luigi Boccherini…, Los Angeles, 2010, p. 195. English 
translation by the author. University of California, website “eScholarship” <http://escholarship.org/uc/item/1p00w6bd#page-
170>, accessed 23 July 2010. 
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the hand of a copyist from a copistería, either in music notation or in tablature, that is in 

cifras or música according to the preference of the customer. This may have left the finer 

points of voice-leading to the copyist rather than the composer, which is a system that needs 

to take into account the role of copyists the development of guitar notation, which may also 

have influenced the use of the transposed treble clef as the basis for the kind of notation Sor 

would later develop after hearing a piece by Moretti in 1796. Aguado says that none of the 

players of García’s generation developed proper notational conventions for guitar until Sor 

showed them how. As an organist well-schooled in thoroughbass and counterpoint, García 

must have possessed the skill to develop a system of notation for the guitar, but it seems that 

he had no need of this. There is no justification for assuming, as Fuertes does, that García 

played his seven string guitar using ungrammatical strumming, with no concern for voice-

leading and the ‘rigorous’ conventions he applied from minute-to-minute on the organ.  

A number of García works were published by librerías and were advertised in the Gaceta 

de Madrid and, eight days later, in the Gazeta de Barcelona until as late as May 1808. I have 

compiled these references into the following table extracting his individual compositions 

omitting repeated advertisements of each work. The abbreviation “rs.” is “reales”; each unit 

is separated by colons before and after each author or generic collection of works. Where 

more than one item appears as a single entry I have inserted numbers into the text, placing 

quotation marks at the start and end of each complete entry: 

TENTATIVE LIST OF WORKS BY PADRE BASILIO, MIGUEL GARCÍA: 1780–1808 

Title of advertised work Copistería Gaceta de 
Madrid 

Gazeta de 
Barcelona 

1.° “…fandango con variaciones agradables en música ó 
cifra, todo para guitarra… [no author given but by P. Fr. 
Basilio Miguel García]” 

Librería de 
Fernandez y 
Compañia 

30 June 1797  
no. 52, p. 592 

8 July 1797  
no. 54, p. 593 

1.° “…2 grandes minuees nuevos con 7 glosas cada uno, de 
Fr. Miguel García…”  

librería de Argueta 23 August 1799 no. 
68, p. 746 

31 August 1799 no. 
70, p. 1070 

1.° “Una pieza de música con dos minuees flautados, uno 
de Santana y otro del Basilio, y el fandango con 
variaciones agradables para guitarra á solo, á 6 rs. 
2.° … un quaderno con 24 minuees, escogidos de los mas 
célebres, también para guitarra, con su baxo…”. 

librería de Campins 27 August 1799 no. 
69, p. 754 

4 September 1799 
no. 71, p. 1082 

1.° “…otro id. [un rondo para dicho instrumento], del P. F. 
Miguel García…” 

librería de Argueta 19 August 1800 no. 
66, p. 748 

27 August 1800 no. 
69, p. 1028 

1.° “…una pieza para guitarra compuesta de un grande 
alegro sobre el fandango nuevo, por Fr. Miguel García…” 

librería de Campins 16 December 1800 
no. 101, p. 1176 

24 December 1800
no. 104, p. 1521 

1.° “…otro [dos minuetes flautados] del P. Basilio 
2.° …y el fandango, con variaciones agradables para 
guitarra á solo…” 

librería de Campins 
y de Campo 

1 May 1801 no. 35, 
p. 432 

9 May 1801 no. 37, 
p. 588 
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TENTATIVE LIST OF WORKS BY PADRE BASILIO, MIGUEL GARCÍA: 1780–1808 

Title of advertised work Copistería Gaceta de 
Madrid 

Gazeta de 
Barcelona 

1.° “Dos minuetes flautados… del Basilio  
2.°…con el fandango para guitarra…” 

librería de 
Fernandez 

23 October 1801 
no. 100, p. 1092 

31 October 1801 
no. 102, p. 1386 

1.° “…una pieza para guitarra sola, por Fr. Miguel García, 
que contiene 2 minuetes, con 7 variaciones, un rondo, una 
polaca y un alegro, á 14 rs.” 

librería de Dávila 27 April 1802  
no. 34, p. 400 

5 May 1802  
no. 36, p. 528 

1.° “…un grande alegro sobre el fandango nuevo, por Fr.
Miguel García, 10 rs.” 

 librería de Dávila 10 May 1805  
no. 38, p. 412 

18 May 1805  
no. 40, p. 588 

1.° “…un divertimento para guitarra sola, de Fr. Miguel
García, 14 [rs.] 

 librería de Dávila 

2.° …6 boleras con acompañamiento, de dicho, 14 [rs.] 
3.° …12 contradanzas para dicho instrumento, 14 [rs.].” 

17 September 1805 
no. 75, p. 800 

25 September 1805
no. 77, p. 1120 

1.° “…una sonata del Basilio para dicho, 10 [rs.] 
2.° … una pastorela para dicho, 6 [rs.]  
3.° … las canciones para piano y guitarra, no lloréis del 
hado, la posadera, barquillero, la amiga, yo me caso, y 
otras, á 10 rs. cada una: 
4.° …caras doncellas, gran dúo para piano y guitarra, 14 
[rs.]  
5.° … 6 boleras para guitarra, 14 [rs.]”  

librería de Dávila 13 December 1805 
no. 100, p. 1084 

21 December 1805
no. 102, p. 1504 

1.° “…Escuela de principios ó escalas, compuestos por el
P. Basilio, con 7 minués escritos en música y cifra, 34 rs.” 

 

 2.° [By implication, the remainder of this list may have
been ascribed to García:] 10 contradanzas inglesas, 15 [rs.]: 
8 ídem francesas, 16 [rs.]: 8 rondoes, 18 [rs.]: 12 walses, 12 
[rs.]: 3 seguidillas y sus acompañamientos, 12 [rs.]: 3 
pastorelas, 12 [rs.]: un alegro sobre el fandango, 8 [rs.]: el 
minué de Bonaparte y Robespierre, 10 [rs.]: unos arpegios, 
12 [rs.]: el bayle ingles y una contradanza afandanga, 4 
[rs.]: el minué de la polaca, la contradanza y el wals del 
desmayo, 5 [rs.]: 2 tiranas, 6 [rs.]: el preso, la amiga y el 
marinero, 8 [rs.]: el páxaro y un minué con flauta, 6 [rs.]: y 
para sacar mejor el ayre o el valor se vende un arte de tocar 
por cifra, con 2 walses, 2 contradanzas inglesas, una 
francesa y 2 minués, 26 [rs.]: el honor y el taralarera, 8 
[rs.]: y se copia cualquier encargo  …ocho paspiés, con sus 
8 minués y sus contradanzas; para guitarra, en un quaderno, 
28 [rs.]:  
3.° …una pieza para lo mismo, con el minué de la Corte y 
su gabota, el de Robespierre, una tiranita, unas boleras, un 
wals y un fandanguillo, con diferencias, 14 [rs.]:” 

En la calle de 
Carmen, en el 
almacen de papel 
de Bueno 

3 January 1806 
no. 1, p. 12 

11 June 1806 
no. 4, pp. 59–60 

[date error: should 
be 11 January 

1806] 

1.° “…un divertimiento para guitarra, del P. Basilio, 12 
[rs.]:  
2.° …ocho paspiés, con sus 8 minués y sus contradanzas; 
para guitarra, en un quaderno, 28 [rs.]:” 
3.° …una pieza para lo mismo, con el minué de la Corte y 
su gabota, el de Robespierre, una tiranita, unas boleras, un 
wals y un fandanguillo, con diferencias, 14 [rs.]:  

librería de Montero 27 June 1806 
no. 53, p. 556 

5 June 1806 
no. 56, p. 808 

[date?] 

1.° …una sonata para dicho, del P. Basilio, 14 [rs.]  
2.°… seis contradanzas a lo mismo, 10 [rs]:” 

librería de Dávila 25 July 1806 
no. 61, p. 640 

2 August 1806 
no. 64, p. 924 

1.° “…siete diapasones, con sus posturas para enseñarse a 
tocar la  guitarra según el método del P. Basilio, escritos en 
cifra y música, 14 [rs].: ídem en cifra solo, 7 [rs] 
2.° …un alegro sobre el fandango, del P. Basilio, 24 [rs.]  
3.° …dos sonatas, del mismo…” 

En el almacén de 
papel de la Calle 
del Cármen 

26 September 1806 
no. 79, p. 820 

4 October 1806 
no. 82, p. 1176 

1.° “…principios de guitarra, que contienen 14 diapasones, 
con sus posturas, escritos en cifra y música según el 
método del P. Basilio, 14 rs. 
2.°… un alegro sobre el fandango, del P. Basilio, 16 [rs.]:” 

En la Calle del 
Carmén, frente de 
la botillería, en el 
almacén de papel 
de Bueno 

3 July 1807 
no. 56, p. 674. 

— 



T h e  C o n t i n u o  G u i t a r  i n  S p a i n  411

TENTATIVE LIST OF WORKS BY PADRE BASILIO, MIGUEL GARCÍA: 1780–1808 

Title of advertised work Copistería Gaceta de 
Madrid 

Gazeta de 
Barcelona 

1.° “…: otra [una sonata nueva] del P. Basilio, 14 [rs.]:” librería de Campo 14 July 1807 
no. 61, p. 726 

— 

1.° “…: dos pastorelas para guitarra, una de Fr. Miguel, y 
otra de Ferrandiere, á 6 rs. cada una:” 

librería de Campo 4 December 1807 
no. 108, p. 1264 

 

— 

1.° “…traducías en cifra para guitarra: … principios de 
guitarra por el método del Padre Basilio, 14 [rs.]:” 

almacén de Bueno 18 December 1807 
no. 112, p. 1312 

— 

1.° “…: dos pastorelas para guitarra, de Fr. Miguel, y otra 
de Ferrandiere, á 6 rs. cada una:” 

almacén de Bueno 22 December 1807 
no. 113, p. 1324 

— 

1.° “…: un grande divertimiento para guitarra, del P. 
Basilio, 14 [rs.]:” 

librería de Campo 24 May 1808 
no. 49, p. 496 

— 

It is clear that García was an inspiring guitarist, with an astonishing technique. He was 

also an organist, who must have unable to separate his knowledge of harmony, counterpoint 

and thoroughbass when he was playing the guitar, which after all was equipped with seven 

strings or courses giving it extra polyphonic capacities. Traces of his style of performance 

and technique survive in Le Fandango Varié Op. 16 by Aguado,88 which was published many 

years later as a musical portrait of his teacher. In Spain, the relationship between organists 

and guitarists must have always been close having had long collaborated in the Spanish 

continuo. The links between the guitar and the organ in García suggest that there would have 

been little that was new in Sor’s demand that guitars be played with melody, bass and 

intermediate parts—this had been codified by Santiago de Murcia and was certainly applied 

by Miguel Garcia and possibly his father Juan Manuel García y Rubio. As Aguado 

painstakingly explained, Sor’s contribution was to find a way to notate the music written in 

the new mixed voice polyphony that would become a characteristic of modern guitar 

composition. I believe that it is important to our understanding of his music to recognise that 

he learned these rules from his exercises at the organ and clavichord, and applied them to his 

traditional knowledge of alfabeto used as the basis for the improvised guitar-playing he 

learned from his father as a child. 

                                                 
88 Dionisio Aguado, Le Fandango Varié, Op. 16, Paris: l’Auteur 
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9. Sor and Publishing in Spain 

Sor arrived at Montserrat at the age of twelve in 1790 soon after the French Revolution began 

in July 1789. By 1796 he claims he had begun composing for the guitar. Very little is known 

about how Sor came to be as good a guitarist as he clearly was. While knowledge of this 

period is growing from day to day, between 1780 and 1806 many works mentioning the 

guitar were advertised in the periodical press, almost all of which have yet to be unearthed. In 

this chapter I shall attempt to reconstruct a context for Sor as a musician in Spain from when 

he says he began composing in his new way between 1796 and 1806, when the records I have 

found cease.  

In 1791, the fear of revolutionary ideas from France caused Carlos IV, through the Count 

of Floridabanca, to use the index of the Inquisition and various legal measures to attempt to 

create a ‘cordón sanitario’ between France and Spain. This affected all periodicals, which 

were banned in June 1793, with the exception of the Mercurio histórico y político de España, 

the twice weekly Gaceta de Madrid, and the independent but politically censored daily, the 

Diario de Madrid. Also banned was “…any mention, whether critical or favourable, of the 

events occurring in France”.1 The development of printing in Spain was affected by these 

measures, which Sally-Ann Kitts describes as “…wide-reaching and harmful… as far as the 

cultural and intellectual development of Spain was concerned.”2 Against the backdrop of 

these repressive measures, the surviving journals were forced into apolitical areas, to satisfy 

the government that the minds of the people were not engaged in fomenting revolution. This 

was the political background, but in the less political subjects like science, the arts, music and 

literature, enlightenment ideas were still articulated relatively freely. For example, “…one 

topic that did continue to be aired was women's rights and their role in society, a subject that 

had received attention throughout the century in books, pamphlets, the theatre, and above all 

in the periodicals.”3 Four issues of the Diario de Madrid, from 6 and 8 September and 8 and 

9 October 1792, published a fairly positive review of Mary Wollstonecraft's “…radical 

feminist text, A Vindication of the Rights of Woman…”,4 an unexpectedly enlightened 

response, which underlines the dilemma of the Spanish enlightenment in this period.  

                                                           
1 Sally-Ann Kitts, ‘Mary Wollstonecraft's “A Vindication of the Rights of Woman”: A Judicious Response from Eighteenth-
Century Spain’, The Modern Language Review, vol. 89/2, April 1994, pp. 351–359 at p. 351. 
2 Kitts, ‘Mary Wollstonecraft…’, 1994, p. 351.  
3 Kitts, ‘Mary Wollstonecraft…’, 1994, p. 353.  
4 Kitts, ‘Mary Wollstonecraft…’, 1994, note 13, p. 353. 
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Earlier in the eighteenth century, periodicals like the Diario de los literatos de España 

and its successors had become “…the major vehicle for the dissemination of new ideas in 

Spain.”5 Sor would have known periodicals like the Mercurio histórico y político de España, 

published between 1738 and 1830,6 which became the Mercurio de España from 1784. His 

attachment to enlightenment causes, like the independence of Greece, the independences of 

the Spanish American states and the abolition of slavery, may have been formed by such 

journals. David Herzberger says of these periodicals: 

Both the Diario [de los Literatos] and the Mercurio were typical of their times. They 
were products of the intellectual climate which produced the English encyclopaedias and 
was to produce the great French encyclopaedists. They reflected a strong French 
influence which had been introduced into the country at the turn of the century with 
Philip V, a Frenchman of the Bourbon dynasty, on the Spanish throne.7 

The Memorial literario…, founded in 1784 by Joaquín Ezquerra and Pedro Pablo Trullench 

and printed by the Imprenta Real in 52 volumes, was published with interruptions, between 

January 1784 and May 1808. In 1805 its name changed to Biblioteca Periódica de Ciencias y 

Artes, with the final five issues appearing in 1808. Conceived as an enlightened journal to be 

read by men and women of letters, it was beautifully illustrated with engravings and included 

articles on a wide range of subjects, from the sciences to the arts, including reviews and lists 

of music on sale in bookstores. In addition, this periodical also carried reviews of, and 

advertisements for, books and music.  

In Spain at this time a large quantity of music was reproduced by copyists. There was an 

extensive network of copisterías, typically run by librerías or bookstores, stationery shops 

and warehouses (and even a string manufacturer) who supplied paper, strings and other music 

merchandise and the service of copying manuscripts on demand. In the last quarter of the 

eighteenth century these merchants, mainly in Madrid, became more industrialised, supplying 

copies and merchandise by mail-order anywhere in the country. Political restrictions on the 

press probably delayed the use of engraved plates for the mass printing of music but it is hard 

to be certain whether this was due to state repression or the limitations of the local market for 

music. The limitations on printing had another effect; it encouraged the import of printed 
                                                           
5 Kitts, ‘Mary Wollstonecraft…’, 1994, p. 351. 
6 David K. Herzberger, Professor Emeritus of Spanish, University of Connecticut, Storrs. In the Archives and Special 
Collections, there is a section on Spanish Periodicals and Newspapers. From two internal online documents with pictures 
<http://www.lib.uconn.edu/about/exhibits/Darlene/spain1.htm>, and <…/Darlene/spain2.htm>, accessed 18 December 2008. 
In the period Sor was in Spain, Herzberger mentions: the Diario de Valencia, 1790–1835; the Diario Histórico y Político de 
Sevilla, 1792–1793; the Diario de Barcelona in operation by 1792; the Seminario Patriótico, Madrid, 1808, Seville, 1809, 
Cadiz, 1810–1812; El Conciso, Cádiz, 1810–1813; El Redactor General, Cádiz, 1811–1813; the Diario Mercantil de Cádiz, 
1802–1813; Robespierre Español, Amigo de las Leyes, Cádiz, 1811–1813; El Procurador General de la Nación y del Rey, 
Cádiz, 1812–13, Madrid, 1814. 
7 Herzberger, articles on Spanish Periodicals and Newspapers accessed 18 December 2008. 
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music threatening copistería as the primary means of production, by importing music in more 

beautiful engraved editions. The availability of this new printed music encouraged Spanish 

engravers, printers and publishers, in an industry that was relatively less developed than it 

was in other European countries. Culturally, the importation and easy availability of foreign 

printed music enabled Spanish musicians to keep in touch with developments in the rest of 

musical Europe. There is a danger in constructing a picture of Spain that extrapolates the 

politics of the Inquisition and government to all culture when it was not nearly as isolated 

from European influence as has been commonly imagined. 

The growth of a large network of music sellers throughout Spain constructed a market for 

music, which relied on advertisements in the newspapers and journals for the sale of printed 

and copied music. The records of these advertisements seems to begin in about 1780, which 

for my purposes is in the time of Sor’s father. Sor would have used regional newspapers that 

advertised music in Barcelona like the Gazeta de Barcelona, from which the advertisements 

were listed in 1998 by Josep María Mangado y Artigas in La Guitarra en Cataluña, 1769–

1939 and its supplement.8 His Anexo 1 is limited to guitar-related advertisements in the 

Gazeta de Barcelona from 1792–1806, with some additional entries from between 1780 and 

1806 on his website.9 Most of these entries consist of advertisements placed by librerías in 

Madrid, which as it turns out, were first advertised in the Gaceta de Madrid,10 usually about a 

week before they appear in Barcelona. This allows us to examine the original, which 

Mangado truncates. These advertisements were first mentioned by Jaime Moll, in 1969, who 

listed music entries from 1784 to 1791, from the Memorial literario, instructivo y curioso de 

la Corte de Madrid.11 From this Neil Pennington in 1979 and 1981 collected his guitar 

entries.12  

The Memorial literario… entries have not, to my knowledge, been correlated with the 

Gazeta de Barcelona entries listed by Mangado, but a superficial comparison shows those 

                                                           
8 Mangado, La Guitarra en Cataluña…, 1998. 
9 Josep María Mangado, ‘Artículos: Noticias y Reseñas sobre la Guitarra publicadas en la Prensa Catalana, siglos XVIII al 
XX’, Gazeta de Barcelona (1746–1806), <http://www.arrakis.es/~dedeo/05-prensa-gb.htm>, last accessed October 2010. 
10 The Spanish Government website, Boletín Oficial del Estado, Colección histórica (Gazeta) searchable database of .tif files 
of pages of the Gaceta de Madrid from 1667–1967 at <http://www.boe.es/aeboe/consultas/bases_datos/gazeta.php>, last 
accessed September 2010.  
11 The full title is “Biblioteca periódica anual para utilidad de los libreros y literatos. Contiene un índice general de los libros 
papeles que se imprimen, y publican en Madrid y las provincias de España; se anotan las librerías donde se venden; están 
colocados por orden alfabético los apellidos de los autores, o traductores; y se da razón de los impresores, ciudades y años en 
que se han hecho las ediciones. Tomo I [y II]. En la Imprenta Real.”. Jaime Moll, ‘Una bibliografía musical periódica de 
fines del siglo XVIII’, Anuario Musical, 24, 1969, pp. 247–258. For a full description of this periodical and its history see 
Elisabel Larriba, ‘De l'usage de la gravure dans le Memorial literario (1784-1808)’, El Argonauta Español, no. 5, 2008, 
<http://argonauta.imageson.org/document107.html>, accessed 9 December 2008.  
12 Pennington, The Spanish Baroque Guitar…, Ann Arbor, 1981, pp. 42–44 and endnote 44. 
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recorded by Jaime Moll,13 to be duplicated in the Gazeta de Barcelona, a duplication that is 

not literal, allowing information that can be added to either by consulting the other. The 

entries in the Gaceta de Madrid duplicate the entries in Gazeta de Barcelona, with the 

introductory words: “En Madrid…” added to each entry for Barcelona. Mangado explains: 

These pieces, offered by the booksellers of Madrid in manuscript copies, advise possible 
buyers to remit prior payment by mail. The advertisements, which increase in subsequent 
years, only on two occasions mention booksellers in Barcelona, since the Gazeta was 
edited entirely in Madrid, being printed and distributed in Barcelona. Until 1792 it was 
not permitted by the central government for Barcelona to publish and edit its own 
newspaper, the Diario de Barcelona (1792–1994). In this daily no advertisements of 
works for guitar appeared during this time.14 

I have not been able to compare the entries in the Diario de Madrid and other periodicals in 

Spain, which may be correlated in this way as well. Not only the publication of newspapers, 

but also the supply of music and stationery seem to be concentrated in Madrid. In his article 

‘Music-Selling in Boccherini's Madrid’15 Miguel-Ángel Marín looks at advertisements in the 

Gaceta de Madrid and the Diario de Madrid from the perspective of Boccherini’s engraved 

printed music—chamber music, quartets, quintets and symphonies—and the availability of 

this music in Madrid during his lifetime. He challenges the stereotype of harm to cultural and 

intellectual development in Spain by citing these advertisements to show that a vibrant local 

industry in foreign printed music existed in Madrid, premised, I suggest, on a monopoly: 

…[D]ata provided by newspapers suggests there were at least 61 bookshops where 
material of any kind related to music could be purchased, most of them established in the 
1780s and 1790s in clearly defined areas. By way of comparison, 44 specific music-
sellers were listed in Paris in 1780, and 66 in 1800. However the apparently respectable 
figure for Madrid must be treated with considerable caution, since it is not clear how 
many were actually general booksellers or how long the shops lasted.16 

In the table below I correlate the Gazeta de Barcelona advertisements compiled by Mangado, 

with Madrid publishers identified from the Diario de Madrid and the Gaceta de Madrid, 

showing the names, addresses and dates that the librerías first had premises in Madrid. To 

differentiate the Mangado material from that obtained from Marín, the latter appears in 

square brackets in the table below. 17 Also included is a column showing the advertisers in 

                                                           
13 Moll, ‘Una bibliografía musical…’, 1969, pp. 247–258. 
14 “Estas piezas, ofrecidas por los libreros de Madrid en copias manuscritas, advertían a los posibles compradores que se 
podían remitir previo pago por correo. Los anuncios, que irán en aumento en los siguientes años, sólo mencionan en dos 
ocasiones libreros de Barcelona, ya que la Gazeta era redactada íntegramente en Madrid, siendo impresa y distribuida en 
Barcelona. Hasta 1792 no permitió el gobierno central que Barcelona publicase y redactase su propio periódico, el Diario de 
Barcelona (1792-1994). En este diario no aparecieron anuncios de obras para guitarra durante esta época.” Mangado, 
‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 26 footnote 39. 
15 Miguel-Ángel Marín, ‘Music-Selling in Boccherini's Madrid’, Early Music, vol. 33/2, May 2005, pp. 165–178.  
16 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 165.  
17 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005. Marín gives location maps of Madrid on pp. 166–167. 
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Gazeta de Barcelona offering a copying service—noting that this was a mail-order service, if 

the advertiser had a Madrid address. It should be borne in mind that the Gazeta de Barcelona 

list mentions only those librerías who advertised guitar-related music. In the list below, the 

string maker “Fabrica de bordones de plata …calle del Humilladero”, for example, has a 

Madrid street address but is not included in Marín’s list as a string maker. Also not included 

by Marín is the Almacén de papel [de Bueno] in the Calle del Carmen, this is nevertheless a 

Madrid street not a Barcelona one. A few of the advertisers in the Gazeta de Barcelona are 

not mentioned in the shop addresses Marín compiled for Madrid, suggesting these were 

Barcelona advertisers: these are Librería de Montero, the Librería de Ramos, the Almacén de 

papel y librería de Ortega; and the Librería de Manuel Martín.  

LIBRERÍAS ADVERTISING GUITAR MUSIC IN THE GAZETA DE BARCELONA 1780–1806 

Mangado: Librería name in advertisements 
[Marín: Madrid Address, proprietor and date first there] 

Advertised 
From 

Advertised 
To 

No. of
Ads. 

Service 

Librería de Julián Campo [Angosta de los Peligros 1789, later in 
Alcalá] 

11 Dec. 1792 30 Aug. 1806 66 copistería

Librería de Manuel Fernandez [Gradas de San Felipe, 1786] 26 Apr. 1782 16 Oct. 1802 48 copistería

Librería de Dávila [Carretas, 1803] 06 Jun. 1801 20 Dec. 1806 34  

Librería de Jayme Campins [Carretas, 1787] 15 May 1792 24 Oct. 1801 31 copistería

Librería de Escribano [almacén de papeles de música; Miguel 
Escribano, Carretas, 1788] 

16 Aug. 1788 19 Oct. 1803 25 copistería

Librería de Esparza [Puerto del Sol, 1797] 13-07-1782 08-Nov.-1806 22 copistería

Librería de Arribas [copyist Pérez, Carretas, San Gerónimo, 1788] 19 Dec. 1801 26-Nov.-1806 15 copistería

Librería de Argueta [Montera, 1800] 31 Aug. 1799 08-Nov.-1806 11 copistería

Librería de Barco Lopez [Barco, San Gerónimo, 1792; Antonio 
López?] 

05 Feb. 1793 11 Dec. 1805 9 copistería

Librería de Burguillos [Conde de Teba’s house, in front of San 
Sebastián’s cemetery, 1805] 

29-Jan-1806 19 Oct. 1806 8 copistería

Librería de Montero [not mentioned, in Barcelona?] 29 Dec. 1804 05 Jun. 1806 7  

Librería de los herederos de Corominas [acquired Jayme 
Campins,1792] 

12 Feb. 1780 14 Jun. 1788 8 copistería

…y en la [Librería] de Segovia [Segovia De la Cruz, 1794] 14 Feb. 1795 05 Apr. 1796 5  

Librería de Castillo [Antonio del Castillo, Gradas de San Felipe/ 
Correo and elsewhere, 1757] 

17 Oct. 1780 25-Jan-1806 4  

Librería de Gomez [Gabriel Gómez, Carretas, 1787] 11 Aug. 1787 15 May 1799 4  

Librería de Correa [Gradas de San Felipe, 1788] 11 Aug. 1789 15 Oct. 1796 4 copistería

Librería de Alonso [Concepción Gerónima / Gradas de San Felipe, 
1797] 

10 Jun. 1797 18 Jun. 1800 4  

Librería de Ramos [not mentioned, in Barcelona?] 09 Feb. 1803 21 Dec. 1803 4  

Almacen de papel y librería de Ortega [not mentioned, in Barcelona?] 17 May 1806 03 Dec. 1806 4  

Librería de Don Gerónimo Solano [De la Paz, 1796] 11-11-1780 15 May 1781 2 copistería

Librerías de Sancha [Antonio de Sancha, Aduana Vieja et al, 1760] 02 Feb. 1805 25-01-1806 2  

Almacén de papel [de Bueno] Calle del Carmen [not mentioned, 
Madrid] 

19 Sep. 1804 04 Oct. 1806 4 copistería

Librería de Manuel Martín [not mentioned, in Barcelona?] 14 Oct. 1780 14 Oct. 1780 1  

Fabrica de bordones de plata …calle del Humilladero [Madrid] 16 Nov. 1784 16 Nov. 1784 1 Strings 

Librería de Mateo [Luis María Mateo, San Gerónimo, 1788] 12 Sep. 1798 12 Sep. 1798 1  
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LIBRERÍAS ADVERTISING GUITAR MUSIC IN THE GAZETA DE BARCELONA 1780–1806 

Mangado: Librería name in advertisements 
[Marín: Madrid Address, proprietor and date first there] 

Advertised 
From 

Advertised 
To 

No. of 
Ads. 

Service 

Cádiz: Manuel Moscoso Pardo y Freyre 

Sevilla: Andres María de Campos 

Valencia: Vicente García é hijo 

Zaragoza: Librería de Polo y Monge 

Barcelona: Antonio Grinabeda 

Salamanca: Martin Rodriguez Feyxo 

Valladolid: la viuda é hijos de Santander 

Coruña: Juan Luanco 

Tuy: la viuda de Romero é hijos 

M
at

eo
’s

 A
ss

oc
ia

te
s 

Santiago: Miguel Ferro de Caaveyro 

   

 

Almacén de música calle del Amor de Dios [Urosas, 1789] 22 May 1799 22 May 1799 1  

[Almacén de música] …de la calle de Relatores, núm. 6 25 Oct. 1800 25 Oct. 1800 1  

Librería de Yuste [Concepción Gerónima] 02 May 1801 02 May 1801 1  

[Librería] de Manuel Perez [Librería de Arribas copyist?] 08 Feb. 1785 08 Feb. 1785 1 copyist 

Librería de Millana [Preciados, 1795] 15 Aug. 1801 15 Aug. 1801 1  

…en la calle de Jesús del Valle, núm. 23 [Madrid but not mentioned] 26 Sep. 1801 26 Sep. 1801 1  

Madrid?: librería de Villareal, …el puesto de Tejada [Carretas, 1807] 13 Oct. 1804 13 Oct. 1804 1  

Librería de Quintana [Preciados, 1805] 11 Jun. 1806 11 Jun. 1806 1  

Librería de Malaquera [sic Malacuera, Carmen, 1806] 25 Jun. 1806 25 Jun. 1806 1  

Marín identifies as specialist music-sellers as: Antonio del Castillo, Antonio Sancha, 

Miguel Copin and the Almacén de Música. Of the less specialised librerías he says “…music 

represented a very small proportion of the stock in some establishments, as occurred with 

bookshops offering a handful of music histories or treatises.”18 In this category he mentions 

Matías Escamilla, Gerónimo Solano, Alfonso López, Ramón García and Luis María Mateo 

and the shop called Almudena. Miguel Copin’s specialised shop places an advertisement in 

the Diario de Madrid in 1791 for imported music by “…Pleyel Hoffmeister, Wranizcky [sic], 

Grill, Mozart and Forster…”, which show it to be from London and from Germany (printed 

in Vienna). This advertisement goes on to state that: “…other printed and manuscript works 

from Italy are for sale at Copin’s bookshop on the streets of San Gerónimo.”19 The mention 

of “manuscript works” here refers to copies made in a copistería in his shop, that competed 

with engraved music but was marketed in exactly the same way. The Almacén de Música, 

also a specialist music shop, is known to have had an inventory of 1,031 mainly instrumental 

works in 1790.20 The Librerías owned by Antonio de Sancha also advertised music from 

Germany in 1786.21 The Librería of Antonio del Castillo, which advertised Boccherini works 

                                                           
18 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 165.  
19 My italics. Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, pp. 168–169. 
20 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 169. 
21 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 169.  
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in the 1770s, became important after an extensive inventory was found, dated 1787, listing 

about 2000 items made up of “…332 items by 140 indigenous and foreign composers…22:  

This figure suggests that Del Castillo’s stock, on sale from 1758 to 1806, was probably 
the largest of the city, surely along with a few other specialized shops, such as the 
Almacén de Música, which in 1790 possessed 1,031 pieces, mostly instrumental. The 
inventory also reveals the very wide range of composers and genres accessible to 
Madrilenian musicians. Included on the list are 225 copies of some 75 works composed 
by Boccherini (again mostly gathered in sets of six pieces).” 23  

It appears that the Librería de Castillo did not operate a copistería service offering to make 

copies in cifras (tablature) or música (music notation), suggesting that only printed music was 

stocked. Castillo advertised Moretti’s Principios para tocar la guitarrra de seis órdenes and 

his Elementos generales de la musica in 1806 in Barcelona.24 This work was advertised in the 

Gaceta de Madrid, as for sale at the Libreria de Escribano in February 1800,25 and was listed 

repeatedly by various shops after that. 

The Spanish guitar books available before 1799 were limited to the pamphlets engraved 

in 1752 by Pablo Minguet y Irol and printed: “En Madrid, en la Imprenta de Joachin Ibarra, 

Calle de las Urofas”,26 which may have already been scarce; and the small handbook Arte 

para aprender con facilidad y sin maestro a templar y tañer rasgado la guitarra, from “…la 

imprenta de López y compañía… Madrid”,27 by Andre de Sotos, which was based on Amat’s 

handbook Guitarra española de cinco ordenes… of 1626, first printed in 1596. Andre de 

Sotos was the owner of a librería. These appear to be the only guitar books printed in Spain; 

the books of the earlier five-course guitarists, like Sanz and Murcia, were not reprinted at this 

time. The Minguet y Irol edition of 1752 is an early example of Spanish music engraving in 

which industrial engravers were competing with the European publishers. This was next 

attempted by José Fernando Palomino who engraved the plates for Boccherini’s Op. 6 trios 

and Op. 3 duets in Madrid in 1771,28 but was also unable to turn this into a regular business. 

In reading these early stock lists and advertisements, we therefore need to consider whether 

                                                           
22 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 169. 
23 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 169. 
24 Advertised in the Gazeta de Barcelona, no. 9, 25 January 1806, p. 120, Mangado, La Guitarra en Cataluña…, 1998, p. 
284, (all the extracts from the Gazeta de Barcelona are from this source, which will not be cited again). The Madrid source 
of this advertisement appeared in the Gaceta de Madrid, no. 6, 17 January 1806, p. 56.  
25 Gaceta de Madrid, no. 10, 4 February 1800, p. 100. 
26 Miguet y Irol, Reglas y advertencias y genérales para tañer el Psalterio, Madrid: Joachin Ibarra, 1754. 
27 Andres de Sotos, Arte para Aprender con Facilidad y sin Maestro, á templar y tañer rasgado La Guitarra, de cinco órdenes 
o cuerdas, y también la de quatro o seis órdenes, llamada Guitarra Española, Bandurria y Vandola, y tambien el tiple…, 
Madrid: López y compañía, 1760, facsimile Valencia: Servicio de Reproducción de Libros, Librerías “Paris-Valencia”, 
1991. 
28 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, pp. 169–170. 
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the works were copied or engraved. The scarcity of guitar editions suggests that, if available 

at all, they would have been disseminated by copisterías as manuscript copies before 1799. 

While this method of music reproduction is of little relevance to Marín’s Boccherini studies, 

the copistería suited guitars and instruments like the psaltery, vandola and bandurria, because 

small-volume, one-off reproduction was ideal for circulating manuscript copies, which were 

not always in a uniform system of notation, and for which engraving was not economic.  

As the new engraved foreign editions of guitar music, probably French, began to appear 

shops mainly in Madrid, guitarists like Sor, in Barcelona, would have purchased them by 

mail-order. These would have made music available to Sor in his youth, possibly through 

highly placed family friends like Cayetano de Gispert y Seriol, the godfather of Sor’s brother 

Carlos, who on his death in 1803 left his extensive music library to the monastery at 

Montserrat.29 Sellers of foreign music of one kind or another must have emerged in the bigger 

cites outside Madrid, but given the overwhelming number of Madrid advertisers, even in a 

city Barcelona, it would seem that mail-order was the dominant mode of supply. Foreign 

music even reached remote centres like Jaca, as Marín has engagingly shown elsewhere.30  

Of the specialist music sellers that Marín identified, examination of this list shows that 

the Librería de Castillo advertised four guitar pieces in Barcelona, and the Librerías de 

Sancha and the Almacén de Música advertised two each. The less specialised shops that 

Marín names in Madrid are those of Matías Escamilla, Ramón García and the shop called 

Almudena, were successful enough to advertise in Barcelona. Gerónimo Solano and Alfonso 

López also ran a copistería service in Madrid, which had enough business to merit 

advertising in Barcelona, while Luis María Mateo lists his business associates by name from 

Cádiz, Sevilla, Valencia, Zaragoza, Barcelona, Salamanca, Valladolid, Coruña, Tuy and 

Santiago, who may also have run copisterías. The copying of manuscripts was a significant 

component in the industry that is not touched on by Marín in his article for guitar music. This 

practice prevailed because players needed their music transcribed into the notation of their 

choice, using a professional service provided by trained musicians. They offered these 

services until at least 1806 and possibly for many years after that.  

                                                           
29 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 22–23. 
30 See Miguel Ángel Marín, Music on the margin: urban musical life in 18th-century Jaca (Spain), Kassel: Reichenberger, 
2002. 
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THE SPANISH COPISTERÍA 
The idea of the copistería as a primitive, unsophisticated business, producing inferior copies 

on demand, could not be further from the truth. Madrid music sellers industrialised the 

production of manuscript copies into a business operated on a national scale, using copyists 

as one of the means of production along with locally engraved and imported engraved music. 

Lists of available copies were advertised in Madrid and Barcelona, and probably elsewhere, 

with nothing to distinguish them from the announcements for printed works. Only by seeing 

the actual listed item is it possible to know if it was engraved or not and even when an edition 

is known to have been engraved, the whole or portions of it were transcribed into tablature or 

copied and sold separately. For guitar music in Spain a copistería service was important to 

purchasers, who came to rely on professional copyists to supply guitar music ready to play in 

a variety of optional notational forms: cifras or numbers, meaning tablature; or música, which 

is musical notation or figured bass notation for accompaniments. The copisterías service was 

remarkable in that guitar music was available in any notation on request in the notation of 

choice—the transcription being left to the copyist. During this period of transition from 

tablature to music notation, guitarists in Madrid would have found this service available on 

every corner, at least until the dominance of music notation began emerging, for example, in 

the Gaceta de Madrid advertisement, placed by the Librería de Campo in August 1807, 

offering sonatinas by Pleyel in a G-clef transposition.31 In 1799 three printed guitar methods 

appeared almost simultaneously: the Imprenta de Pantaleón Aznar, Carrera de S. Gerónimo, 

published Ferandiere’s Arte de tocar la guitarra Española first advertised in the Gaceta de 

Madrid on 26 July 1799 1802;32 the Imprenta de Sancha published Moretti’s Principios and 

Elementos Generales… in Madrid33—subscribers being invited to collect their copies in the 

Gaceta de Madrid of 6 September 1799;34 the Imprenta de la calle del Prior in Salamanca 

published Abreu and Prieto’s Escuela…,35 and the librería of Barco López advertised it in 

Madrid and Barcelona in July 1799.36  

                                                           
31 “…transportado por la clave ge-sol-re-ut” in the Gaceta de Madrid, no. 75, 21 August 1807, p. 820. 
32 Fernando Ferandiere, Arte de tocar la guitarra Española por música, Madrid: Imprenta de Pantaleón Aznar, 1799, 
facsimile, Jeffery, 1976. Advertised in the Gaceta de Madrid no. 60, 26 July 1799, p. 672; Gazeta de Barcelona, no. 62, 3 
August 1799, p. 964. 
33 Moretti, Principios para tocar la guitarra…’ and Elementos Generales…, Madrid, 1799. 
34 Gaceta de Madrid, no. 72, 6 September 1799, p. 798.  
35 Abreu and Prieto, Escuela…, Salamanca, 1799. See Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 
2007, p. 297. 
36 Gaceta de Madrid, no. 55, 9 July 1799, p. 620; and Gazeta de Barcelona, no. 57, 17 July 1800, p. 882. 
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Foreign guitar music was available in Spain—especially music from France—as we can 

see from the advertisements in the Gaceta de Madrid. The listings in Madrid and Barcelona 

newspapers make no distinction between manuscript copies and engraved music, so the 

music of composers like Porro, Doisy and Carulli were available in copies or imported 

editions. Charles Doisy, who died in 1807, issued a catalogue of his music in his Principes 

généraux de la Guitare of 1801, which, under the heading “Contredases, Walses &c.” has a 

generic entry that reads: “Walses, Rondeaux, Allemandes, Airs varies et faciles, &c. &c. 

p[ou]r. une Guit[are] Seule et p[ou]r. les commençan[t]s”. 37 It is possible that these copies 

were sold in Madrid since the Gaceta de Madrid has an advertisement placed by the Librería 

de Campo, calle de Alcalá, in 1804 that reads: “…6 rondos selected for solo guitar from the 

best works of Duisy [sic Doisy], Villar and Porro”.38 I do not know who “Villar” was, but 

Pierre Porro was born in 1750,39 and according to Philip J. Bone, lived in Paris from 1783 to 

1803.40 He was a publisher of his own and others’ music from about 1784, and in 1797 issued 

his Journal de guitarre….41 Sor may well have seen the methods of Antoine-Marcel Lemoine 

dated c. 1790,42 and may have used them, but the Principes généraux…, by Doisy, published 

in 1801, would more likely have attracted his criticism. A later reference to Porro appears in 

January 1805 illustrating the difficulty of these newspaper advertisements when it comes to 

separating titles from generic descriptions, or working out who the composer was. In the 

following example the title precedes the author and the colon is used as a separator: 

In the librería de Dávila, calle de las Carretas, are located the following new musical 
works: 3 grand and brilliant trios for guitar, violin and bass, by Ximenez: 2 duos for 
guitar and violin by Pleyel: an attractive miscellany for 2 guitars, by Porro: 6 minuets for 
guitar solo: 6 contradanzas for the same [guitar]: a grand fandango for guitar solo: a 
Russian march for the same [guitar]: 6 boleras, with accompaniment of the same [guitar]: 
the songs for forte-piano, la pasaderita, la provenzana, that of la barquillero [the wafer-
seller], and others: the minuet de Robespierre:….43 

                                                           
37 Charles Doisy, Principes généraux de la Guitare, Paris: Chez Doisy, 1801, facsimile, Geneve: Minkof, 1978. 
38 “…6 rondoes escogidos para guitarra sola de las mejores obras de Duisy [sic Doisy], Villar y Porro:…”, Gaceta de 
Madrid, no. 16, 16 February 1804, p. 168. 
39 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p.226. 
40 Philip J. Bone, The Guitar and Mandolin, London: Schott, 1914, second edition enlarged, 1954, reprinted 1972. 
41 Tyler and Sparks, The Guitar and its Music…, 2002, in paperback 2007, p.226. 
42 Antoine-Marcel Lemoine, Nouvelle méthode de guitare à l’usage des commençans Divisée en trois Parties…, Paris: Chez 
l’Auteur, c. 1790, facsimile, Méthodes & Traites 18…, edited Jean Saint-Arroman, France 1600–1800, vol. 2, Courlay: 
Fuzeau éditions, pp. 137–193. 
43 “En la librería de Dávila, calle de las Carretas, se hallan las obras nuevas de música siguientes: 3 grandes y sobresalientes 
tríos á guitarra, violín y baxo, de Ximenez: 2 dúos á guitarra y violín, de Pleyel: una graciosa miscelánea á 2 guitarras, de 
Porro: 6 minuetes para guitarra sola: 6 contradanzas para dicho: un grande fandango para guitarra sola: una marcha rusa para 
lo mismo: 6 boleras, con su acompañamiento de dicho: las canciones para forte-piano, la pasaderita, la provenzana, la del 
barquillero, y otras: el minuete de Robespierre: el de la Corte: el de Haydn, con 5 variaciones; y la grande contradanza, con 7 
de dicho, para forte-piano: 12 minuetes de bayle á 2 violines, de Pleyel: 12 contradanzas de Rigodon [sic Riodon?], para lo 
mismo: una graciosa polaca para e flautas de la canción yo me caso: 3 dúos grandes á 2 flautas, de Pleyel; y 3 dúos á 2 
violines, de Girovetz., Gaceta de Madrid, no. 8, 25 January 1805, p. 92. 
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Many bookshops and music-sellers would have been considering imported guitar music a 

viable product to sell and Sor would have found the music of Giuliani and Carulli in other 

Madrid music shops along with other recently released European editions, some copied by 

the copistería. The following is a long advertisement dated 25 January 1805 in which the 

copyist Antonio Perez offers the latest foreign works, in a monthly periodical, to be supplied 

with an engraved title page: 

D[on] Antonio Perez, professor of Music in this Court, having painstakingly gathered 
together the best works for guitar, in that way selecting, by himself, those of the 
celebrated foreign composers Caruli [sic Carulli], Doysis [sic Doisy], Filis [sic Phillis], 
and many others, with some of those most rare, nationals, who merit being well-known, 
has decided to let them see the public light, by means of issues on the first day of each 
month, under the title Seminario filarmónico de Madrid, which will go out from next 
February the 1st inclusive, and follow on the first of every month; and your issues will 
consist of four pieces, two instrumental, and two vocal, Italian and Castilian, all for 
guitar. S[eno]r. Perez, Editor of this Seminario, flatters himself that the aficionados and 
other dilettantes will find in the selection of these pieces, in the copy, in the paper and in 
the price, the best taste, careful and as meticulous as possible. They will find this 
Seminario at the librería de Arribas, calle de las Carretas, and their issues announced by 
the Gazeta: all issues have engraved covers, with the names of the authors of each piece, 
and at the same time signed with the signature of the Editor.44 

Antonio Perez was a professional musician and possibly a relative of the bookshop owner 

Manuel Perez mentioned in 1785 in the Gazeta de Barcelona.45 In October 1806 the Librería 

de Arribas placed an advertisement in the Gaceta de Madrid for “6 seguidillas de Sors para 

tocar…”, which was available “…transcribed into numbers [tablature] by Perez…”,46 who is 

here mentioned by name. This confirms that we need to look for manuscript copies of Sor’s 

seguidillas that are in tablature as well as in notation.  

Quality control of copyists must have been uneven but attempts was made to address the 

problem. For example, Mateo Mintegui, the proprietor of the Almacén de papel rayado on the 

carrera de San Gerónimo in front of the Soledad,47 who describes his shop by location rather 

                                                           
44 “D[on] Antonio Pérez, profesor de Música en esta Corte, habiéndose esmerado en reunir las mejores obras para guitarra, 
así concertantes, como á solo, de los célebres autores extranjeros Caruli [sic Carulli], Doysis [sic Doisy], Filis [sic Phillis], y 
otros muchos, con las mas raras de algunos, nacionales, cuyo mérito es bien conocido, ha determinado darlas á la luz 
publica, por entregas en todos los primeros días de cada mes, baxo el titulo de Seminario filarmónico de Madrid, el que 
saldrá desde 1 de Febrero próxîmo inclusive, y seguirá todos los primeros de cada mes; y sus entregas constaran de cuatro 
piezas, dos instrumentales, y dos vocales, italianas y castellanas, todas para guitarra. El Sr. Pérez, Redactor de este 
Seminario, se lisonjea que los aficionados y demás delitantes hallarán en la elección de las piezas, en la copia, en el papel y 
en el precio el mejor gusto, esmero y cuidado posible. Se hallará dicho Seminario en la librería de Arribas, calle de las 
Carretas, y sus entregas se anunciarán por la Gazeta: todas las entregas llevaran sus portadas grabadas, con los nombres de 
los autores de quien es cada pieza, y al mismo tiempo firmadas con la firma del Redactor.” Gaceta de Madrid, no. 8, 25 
January 1805, p. 92. 
45 “…Manuel Pérez calle de la Montera junto á la Aloxeria…”, Gazeta de Barcelona, Martes, 8 February 1785, no. 12, p. 96, 
Mangado, online supplement to La Guitarra en Cataluña…, Tecla: August 1999, accessed 14 November 2008, 
46 “…transportadas en cifra por Pérez…”, Gaceta de Madrid, no. 84, 14 October 1806, p. 872; Gazeta de Barcelona, no. 87, 
22 October 1806, p. 1248. 
47 Literally ‘In front of the lonely place’. 
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than name,48 offered the following guarantee: “It is advised that the works referred to, and all 

the others which are sold in this shop, have been checked; but if in spite of this precaution 

any are wrong, another copy will be made”. 49 There is a a copy of Sor’s seguidilla ‘El que 

quisiera amando’ reproduced in Jeffery’s first book of Seguidillas, which has two pen 

inscriptions that I suggest are internal quality-control devices used by the copistería: at the 

bottom of the page shown below is the inscription “Revisado” and at the top of the page, the 

partially cut off word that reads: “original”: 

 

Figure 1. Title page of Sor’s seguidilla bolera ‘El que quisiera amando’, Spencer Collection, Clive MS, pp. 93–
95, reproduced in facsimile in Jeffrey, Sor Seguidillas…, 1976, p. 51.  

The hand that wrote the title is not the one that wrote the inscriptions, who was probably the 

supervisor who checked the copy marking it “revised”, writing an instruction at the top of the 

page that this copy was not to be sold since it was the “original” earmarked for use and re-use 

as a reference copy from which other copies were to be made. This ‘original’ somehow found 

its way into a collection of manuscripts bound under the title: “Spanish Songs / Lady Clive”, 

gathered by Robert Henry Clive on his journey to Spain between 1812 and 1814, and which 

                                                           
48 See Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168. 
49 “Se advierte que las referidas obras, y todas las demás que se venden en dicha tienda, estan revisadas; Pero si á pesar de 
esta precaución hubiese alguna errada, se hará otra copia.” Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de 
Barcelona , no. 90, 1 November 1806, p. 1292. 
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were mentioned in his letter saying: “I have got some Spanish music here, which I will send 

at the first opportunity.”50 

Another piece that has survived in a copistería copy is: “Las Quejas de Maruja / Canción 

/ Con acompañamiento de Piano y Guitarra / Por D. Fernando Sor”.51 This was copied by the 

“Copistería de Carlos Bataller”52 and shows an ornamental title plate of the kind offered by 

Perez (as described above): 

 

Figure 2. The possibly engraved title page used for Sor’s ‘Las Quejas de Maruja, Canción’, copied in the 
Copistería de Carlos Bataller, copy in Det Kongelige Bibliotek, MS, CI, 529. 

A later Spanish edition of this song exists as No. 6 in the collection La Sal de España by the 

clarinettist and publisher Antonio Romero y Andía (1815–1886) in Valladolid:53 “…who laid 

                                                           
50 The bibliographical detail quoted here is from Jeffery, Seguidillas…, 1976, pp. 5–13.  
51 Fernando Sor, ‘Las Quejas de Maruja, Canción’, for piano or guitar. Det Kongelige Bibliotek, MS, call no. CI, 529. Date 
is not known and barely visible under the blotch is the word “Málaga” which seems to be a shop stamp added there later. 
52 I can find nothing on this copyist. Another copyist is Felipe Sagarria: “…2 minuetes con sus respectivos alegros, el 
primero con el título de Bonaparte, todo sacado por D. Felipe Sagarria…” Gaceta de Madrid, no. 80, 5 October 1804, p. 
890; in Gazeta de Barcelona, no. 82, 13 October 1804, p. 1204. 
53 The title page reads: La Sal / de / España / seis / canciones populares / con acompañamiento / de Piano Forte y Guitarra / 
Pr. 20 rs. [the six songs] 1ª El Currillo, 2ª La Criada, 3ª El Poder de las mujeres, 4ª Polo del Contrabandista, 5ª El Arenero, 6ª 
Las quejas de Maruja./ Madrid. / Se hallará en el almacén de A. Romero. Editor calle de Preciados no. 1. I believe this may 
also be an earlier plate over-stamped with Romero’s name at a later date. The plate number is A. R. 2243. This edition is in 
the Music and Theatre Library of Sweden, Boije Collection, call no. 897. Romero’s strategy of substituting his name on a 
plate can also be seen on Sor’s La Despedida, Andante y Allegretto, plate A. R. 2302, the first edition of which is in the 
Fundación Joaquín Díaz, Urueña, Valladolid, Spain. See my Chapter 16, ‘Sor’s Fingering and Technique’. 
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special emphasis on making available works by Spanish composers…”.54 This edition, as we 

shall see, is nearly identical to the copistería version of the song, with a few errors corrected. 

The earliest edition of La Despedida, published by Bartolomé Wirmbs and dated by Jeffery c. 

1824,55 was also reissued by Romero in an edition copied from this original edition.56 The 

publishing the Gaceta de Madrid was taken over by Romero in 1856, his publishing company 

having been started in 1854. It was around this time that he must have found an old copistería 

copy of this song from which to make his edition. This underlines the importance in Spain of 

Sor’s ‘Las Quejas de Maruja, Canción’, and Det Kongelige Bibliotek, MS, CI, 529, copy that 

was made in the Copistería de Carlos Bataller in Madrid when Sor was still in Spain. In the 

example below it is my intention to show the relationship between an engraved edition (in 

this case by Romero) and the copistería copy of Sor’s ‘Las Quejas de Maruja, Canción’:  

 

Figure 3. Sor’s ‘Las Quejas de Maruja, Canción’ manuscript (top), in the Danish Royal Library; the Romero 
edition, La Sal de España, No. 6 Sor, ‘Las Quejas de Maruja’, Romero edition, Boije Collection (bottom). 

                                                           
54 Beryl Kenyon de Pascual, ‘Romero y Andía, Antonio’, Grove Music Online, ed. L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 13 September, 2010. 
55 Jeffery quoting C. J. Gosálvez Lara, La Edición Musical Española hasta 1936 in Jeffery, The New Sor Complete Works, 
second edition, 2004, pp. vii–viii. 
56 This is Fernando Sor, La Despedida Andante y Allegretto, Madrid: A. Romero, plate A. R. 2302, in the Music and Theatre 
Library of Sweden, Stockholm, Boije Collection, call no. 897. 
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In the first four bars of the manuscript the voice part is placed between the alternative guitar 

or piano accompaniments to save space on a tightly packed page, which is not flowed in 

Romero’s eight-bar introduction. In the next example, the omission, in the manuscript at bar 

7, of the accompaniment in the lower voices of the guitar part is corrected by Romero, either 

because he had a different copy without this omission, or in comparison with the piano part. 

In the manuscript there is a missing g♯ chord at 91 in the guitar staff that would appear to be a 

misprint, which is also corrected by Romero:  

 

Figure 4. Bars 7–9 of the manuscript of ‘Las Quejas de Maruja,’, DKB, MS, call no. CI, 529 (top); the Romero 
edition, La Sal de España, No. 6, from the Boije Collection, call no. 897 (bottom). 

Given that the correction in bar seven is not intuitively obvious, I suggest these errors were 

probably unique to this manuscript copy and that Romero probably had a better copy. His 

correction in bar nine is probably correct, based on Sor’s preference for resolved sevenths. 

An addition made by Romero is the slur in bar seven, continued throughout the piece, which 

also appears to be correct. There are more serious mistakes in the manuscript but overall it 

remains a relatively good edition.  
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In the next example, the voice enters for the first time after the nine-bar passacalle. This 

is notated on the middle staff so that either the guitarist or the pianist can easily follow the 

vocal part. Here we can see that the guitar part in the manuscript version has no slurs. Those 

are added by Romero and are quite idiomatic:  

 

Figure 5. Bars 10–14 of the manuscript of ‘Las Quejas de Maruja’, DKB, MS, call no. CI, 529 (top), the 
Romero edition, La Sal de España, No. 6, Boije Collection, call no. 897 (bottom). 

The slurs added by Romero are also in the piano part in the manuscript. Guitar slurring of this 

figure in the manuscript, however, occurs at bars 63 and 75 showing that it was probably 

omitted in haste here. Slurring this figure completely transforms the fingering, forcing the 

hand into an implied fingering in position VI at bar 112. In bar 13 the bass note is written to 

indicate that it should be immediately lifted to enable the semiquaver figure that follows to be 

played. Where the B in the bass should be played is a matter for a discretionary fingering. 

This edition is an excellent example of Sor transferring accompaniments from the guitar to 

the piano, adding very little in the piano part but using a wider register. There are also 

mistakes in the Romero edition; for example, in the variation of the little semiquaver figure 

above, which occurs at bar 25, with the same short bass notes at bar 26, is in E-minor 
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requiring a g♮ in the guitar part. This is correct in the manuscript and in the piano part of the 

Romero edition, but his guitar part omits the ♮ sign, which is obviously a simple misprint: 

 

Figure 6. Bars 25–27 of the manuscript ‘Las Quejas de Maruja,’, DKB, MS, call no. CI, 529; (above) and the 
Romero edition, La Sal de España, No. 6, Boije Collection, call no. 897 (below). Misprint in bar 261 of the 
guitar part in the Romero edition. 

The above examples make it easy to see why engraved music would have been welcomed 

by players of the piano or the violin given its relatively standardised systems of notation. For 

the guitar, the exciting technical elements and modern and sophisticated notation that Sor 

conceived in this accompaniment was far too complicated and problematic for a copyist, 

working fast to transcribe the music into tablature on the fly. Sor too would have welcomed 

engraving, which would not have allowed copyists to mess with his notation. The kind of 

service offered by Perez, Bataller and others in the copistería business was driven by the 

demand for music in either tablature or notation. Tablature versions of this piece were no 

doubt produced, and it would be interesting (and important) to see how period transcriptions 

into tablature compared with the original. Sor considered the guitar to be held back by the 

dependence of guitarists on tablature and this manuscript shows his notation at a relatively 

early stage, showing his use of the guitar to be astonishingly modern in its conception. What 
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would have omitted in tablature transcription had little to do with copyist error—like missing 

notes, missed slurs, and so on—rather it was Sor’s use of inner voices, his note durations and 

stem direction as determinants of fingering, and his slurring. 

Many years after the manuscript of this work was copied, Romero was able to find these 

early copies and even acquired engraved plates from Wirmbs for the re-publication of Sor’s 

solo guitar work entitled La Despedida. Manuscript copies appear to have remained available 

for years. The copies of Sor’s music were most famously obtained by Salvador Castro de 

Gistau for publication in Paris, but Meissonnier possibly used copistería copies for Sor’s Op. 

23, 24 and perhaps Op. 25, without the composer’s authority for the editions that suddenly 

appeared when Sor was in Russia. It is possible that When Meissonnier acquired the old 

plates and manuscripts belonging to Castro when he ceased publishing. Sor would have been 

influenced by the increasing supply of foreign printed guitar music in Spain and may himself 

have arranged the publication of his music by Castro in Paris. Castro’s editions of the Sonata 

Prima and Sonata Seconda are of much better quality than any of Castro’s other Sor editions, 

suggesting he had good apograph copies to work from. Sor may also have seen music from 

France, including copies of early Castro editions containing pieces by Sor, which may have 

been included in the following 1806 advertisement in the Gaceta de Madrid:  

…an attractive miscellany for guitar by Castro, 16 [rs.]: an attractive rondo for the same 
[guitar], by Carruli [sic], 6 [rs.]: a grand new fandango with variations for the same 
[guitar], by Moreti [sic], 12 [rs.]:…. 57  

The copyist Antonio Perez discussing copistería copies circulating in Spain could easily have 

been referring to Sor when he mentioned music published by: “…some of those most rare 

nationals who merit being well-known…”.58  

SOR’S GACETA DE MADRID ADVERTISEMENTS 
Sor assumed the persona of an amateur composer, guitarist, dancer and singer of seguidillas, 

whose profession was administrator of noble estates and, as his memoirs state, never had the 

intention of becoming a professional musician. Had he remained in Spain these talents may 

well have led him into a professional career in the theatre composing the tonadas that were 

built around the coplas and estribillo forms of the seguidillas boleras that he knew so well. 

                                                           
57 “…un gracioso miscelánea para guitarra, de Castro, 16 [rs.]: un gracioso rondo para dicha, de Cáruli, 6 [rs.] un grande 
fandango nuevo con diferencias para dicha, de Moreti, 12 {rs.]:…” This advertisement appeared in the Gaceta de Madrid, 
no. 96, 25 November 1806, p. 1020; Gazeta de Barcelona, no. 99, 3 December 1806, p. 1444. 
58 Quotation and translation above. Gaceta de Madrid, no. 8, 25 January 1805, p. 92. 
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But this was not to be. Sor appears to have undergone a change of heart during his stay in 

Andalucía and probably composed his most important guitar works in Malaga, seeing them 

advertised in the Gaceta de Madrid between 26 September 1806 and the start of the war in 

1808 in the year he turned thirty.  

Sor’s publications in Spain took the form of manuscript copies advertised simultaneously 

in Spanish newspapers in Madrid and Barcelona and possibly elsewhere. When I began this 

research four advertisements in the Gazeta de Barcelona of music by Sor were known. I have 

since discovered many more in the Gaceta de Madrid, all of which are listed here: 

1. 26 September 1806: The “…almacén de papel de la calle del Carmen, frente á la 

botillería…”, owned by Domingo Malacuera,59 advertised “tres minués de Sor”, using a 

correct spelling of his name, for 9 reales, together with “una sonata” for 24 reales.60 

2. 14 October 1806: The Librería de Arribas advertised “6 seguidillas de Sors para tocar:”, 

using the Catalan “Sors”.61 This advert was repeated 18 November 1806.62 

3. 24 October 1806: The “[Almacén] de papel rayado… de la carrera de S[an] Geronimo, 

frente a la Soledad…”, owned by Mateo Mintegui, advertised “…gran sinfonía de Sors, 

[40 rs.]:” with “variaciones de Sors, 16 [rs.]: and “tema con variaciones, de Sors, 16 

[rs.]:…”.63  

4. 18 November 1806: Librería de Arribas repeat advertisement for “6 seguidillas de 

Leon, otras 6 ídem de Sors”, with the shortened form of the title in the previous entry.64 

5. 12 May 1807: Advertised by the Librería de Campo, calle de Alcalá, owned by Julián 

de Campo is “…un divertimiento á guitarra sola, de Sor, 10 [rs.]:…”.65 

6. 5 June 1807: The “[Almacén] de papel rayado… de la carrera de S[an] Geronimo, 

frente a la Soledad…”, owned by Mateo Mintegui, advertised “una grande sonata para 

guitarra de Sor dedicada al referido Sermo. Sr. Generalísimo Almirante, 50 [rs.]:…”.66 

7. 3 July 1807: Domingo Malacuera, owner of the warehouse described as “En la calle del 

Carmen, frente á la botillería, en el almacén de papel de Bueno…” advertises “…4 

minués, de Sors, 12 rs.” in addition to “…2 grandes sonatas, del mismo, 24 [rs.]:…”.67 

                                                           
59 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168. 
60 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
61 Gaceta de Madrid, no. 84, 14 October 1806, p. 872; Gazeta de Barcelona, no. 87, 22 October 1806, p. 1248. 
62 Gaceta de Madrid, no. 94, 18 November 1806, p. 992; Gazeta de Barcelona, no. 87, 26 November 1806, p. 1410. 
63 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
64 Gaceta de Madrid, no. 94, 18 November 1806, p. 992; Gazeta de Barcelona, no. 97, 26 November 1806, p. 1410. 
65 Gaceta de Madrid, no. 41, 12 May 1807, p. 494; Gazeta de Barcelona extracts cease in 1806, in Mangado, La Guitarra en 
Cataluña…, 1998, Anexo N. 
66 Gaceta de Madrid, no. 48, 5 June 1807, p. 574. 
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8. 15 September 1807: The Librería de Villareal, calle de las Carretas, advertised “…2 

minués patéticos de baxos obligados para guitarra sola, de Sors, 10 [rs.]:…”.68 

9. 18 September 1807: The Librería de Dávila, calle de las Carretas advertised “…un 

grande minué y un rondo de Sors para guitarra, 10 [rs.]:…”.69 

10. 6 November 1807: Mateo Mintequi’s general stock advertisement possibly referring to 

Sor indirectly as one of “…best authors in our nation…”.70  

11. 10 November 1807: At the Librería de Campo, calle de Alcalá, “…un grande y favorito 

minue de Sors;…, 10 [rs.]:…”71 anthology in a fascicle called “cuaderno” in Spanish.72 

12. 10 November 1807, next paragraph: “…calle del Abada, núm. 5, tienda de flores…” (in 

modern Madrid: “Calle de la Abada”) is advertised “unas seguidillas de Sors, 6 [rs.]”.73 

Not mentioned by Marín as a Madrid music publisher.74 

13. 4 December 1807: The Librería de Campo, in the calle de Alcalá, “…un favorito y 

grande minué de Sors para guitarra, 10 [rs.]:…”75 repeat of the 10 November 1807 

advertisement slightly altered. 

14. 18 December 1807: Domingo Malacuera at “…el almacen de Bueno, calle del Carmen, 

frente á la botillería…” advertising “de Sors, unas seguidillas, 4 minués, 12 [rs.]: 2 

sonatas, cada una 24 [rs]: 2 intentos con variaciones, 14 [rs.]: de León, 3 minués 

[etc.]…”.76 

15. 12 January 1808: The “…almacén general de papeles y obras de música de Escribano, 

calle de las Carretas…”, owned by Miguel Escribano,77 advertised: “…grande sonata de 

guitarra, por Carulli: otra ídem [ande sonata de guitarra], por Sors: otra ídem por 

Ferreiri [sic Ferreira]”:…, with no prices given.78 

16. 15 January 1808: The Librería de Campo, calle de Alcalá…, advertised “…el famoso 

minué de execución para guitarra, de Sor, 6 [rs.]:…”79 repeated on 19 February 1808 as 

                                                                                                                                                                                     
67 Gaceta de Madrid, no. 56, 3 July 1807, p. 674. 
68 Gaceta de Madrid, no. 82, 15 September 1807, p. 960. 
69 Gaceta de Madrid, no. 83, 18 September 1807, p. 972. 
70 “…de los mejores autores de nuestra nación.” Gaceta de Madrid, no. 99, 06 November 1807, p. 1156. 
71 Gaceta de Madrid, no. 100, 10 November 1807, p. 1168. 
72 Gaceta de Madrid, no. 100, 10 November 1807, p. 1168. 
73 Gaceta de Madrid, no. 100, 10 November 1807, p. 1168, this is the second advertisement appearing on this date.  
74 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168. 
75 Gaceta de Madrid, no. 108, 4 December 1807, p. 1264. 
76 Gaceta de Madrid, no. 112, 18 December 1807, p. 1312. 
77 Who moved to this address in 1788 according to Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168. 
78 Gaceta de Madrid, no. 4, 12 January 1808, p. 48. 
79 Gaceta de Madrid, no. 5, 15 January 1808, p. 60. 
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“del grande minué de execución, de Sors…”;80 on 24 May as “una pieza para guitarra, 

compuesto del minué de ejecución, de Sors…”81 and on 29 June 1808, as “el célebre 

minué de execución de Sor…”.82 

17. 12 February 1808: the “almacén de música de la calle del Príncipe…”,83 owned by Blas 

de Laserna, who moved here on 3 November 1807.84 Sor is mentioned as one in a list of 

“major autores” 85 or “best authors” with Moretti Doisy, Carulli, Hebreu, Laporta and 

Ferrandiere. 

18. 19 February 1808: Repeat of the “librería de Campo, calle de Alcalá…” advertisement 

describing the work now as “…del grande minué de execución, de Sors…”.86 

19. 24 May 1808: Repeat of the Librería de Campo, calle de Alcalá…” advertisement now 

phrased: “…una pieza para guitarra, compuesta del minué de execución, de Sors; otro 

de Moreti [sic Moretti], [etc.]…”.87 

20. 31 May 1808: The “[L]ibrería de Esparza, puerto del Sol…”, advertised a new set of 

“…6 seguidillas con acompañamiento á la guitarra, por Sors;…”.88 As a new publisher 

this is probably not the work advertised by the Librería de Arribas on 14 October 

180689 and 18 November 1806.90 I therefore think this is a second set of six seguidillas 

by Sor, the first set in MS Egerton 3289 is described as ‘Seis Voleras’. 

21. 29 June 1808: The Librería de Campo, calle de Alcalá…”, final repeat of “…el célebre 

minué de execución de Sor, un rondó con 2 menores y un final, de Soto, para lo mismo, 

8 [rs.]…”.91 The ambiguity in this attribution is discussed below. 

22. 9 July 1808: Miguel Escribano in his “…almacén general de papeles y obras de música 

de Escribano, calle de las Carretas…” advertises “…2 minués de execución y baxos 

obligados para dicho instrumento, de Sors, á 4 rs. cada uno: 6 rigodones para ídem, 8 

[rs]:…”,92 which may be a more detailed title of the work earlier advertised by the 

Librería de Campo. 

                                                           
80 Gaceta de Madrid, no. 15, 19 February 1808, p. 186. 
81 Gaceta de Madrid, no. 49, 24 May 1808, p. 496. 
82 Gaceta de Madrid, no. 71, 29 June 1808, p. 686. 
83 Gaceta de Madrid, no. 13, 12 February 1808, p. 156. 
84 Publisher identified by Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168. 
85 Spanish: “mejor autores”. 
86 Gaceta de Madrid, no. 15, 19 February 1808, p. 186. 
87 Gaceta de Madrid, no. 49, 24 May 1808, p. 496. 
88 Gaceta de Madrid, no. 52, 31 May 1808, p. 522. 
89 Gaceta de Madrid, no. 84, 14 October 1806, p. 872; Gazeta de Barcelona, no. 87, 22 October 1806, p. 1248. 
90 Gaceta de Madrid, no. 94, 18 November 1806, p. 992; Gazeta de Barcelona, no. 87, 26 November 1806, p. 1410. 
91 Gaceta de Madrid, no. 71, 29 June 1808, p. 686. 
92 Gaceta de Madrid, no. 81, 09 July 1808, p. 766. 
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23. 30 September 1808: Mateo Mintegui, of the “[Almacén] de papel rayado… carrera de 

S[an] Geronimo…”, advertises Sor’s Himno de la Victoria ‘Venid, vencedores’. The 

advertisement reads: “Dupont rendido, canción patriótica, mi sueño, himno de la 

victoria de nuestras tropas, la libertad de España… y también las hai con 

acompañamiento de guitarra, desde 8 rs.…”.93 This will be discussed in full below. 

24. 25 October 1808: A joint advertisement from the “almacén de música de D. Blas 

Laserna;” and the “librería de Roquel, calle de Preciados” for more patriotic songs: 

“Dos himnos de la victoria: uno á los vencedores de Dupont y de Moncei, que puede 

cantarse por la misma música de la letra de el del Sr. Arriaza á la entrada de los 

exercitos victoriosos [Sor ‘Venid, vencedores’]:… y otro á la victoria de Zaragoza [Sor 

‘Los defensores de la Patria’ words by Arriaza?], puesto en distinta música, ambos al 

forte-piano.”94 

25. 4 November 1808: Librería de Dávila, calle de las Carretas, offers patriotic 

instrumental works with “…una graciosa pieza militar para guitarra sola:… 18 rs.”95 

26. 11 November 1808: Mateo Mintegui of the “[Almacén] de papel rayado… carrera de 

S[an] Geronimo…” offers patriotic songs “para cantar al forte-piano…”,96 with guitar 

accompaniment. The glory of Aragón, may refer to Mintegui’s previous advertisement 

of “…himno de la victoria de Zaragoza…”,97 possibly Sor’s ‘Los defensores de la 

Patria’ with words by Arriaza.  

In the section that follows, each advertisement is reproduced in facsimile under a date 

heading, with commentary suggesting works by Sor that correspond with the titles offered. 

These advertisements are written informally as tempting offers, usually on the back page of 

the Gaceta de Madrid, with longer descriptions for initial announcements of works that get 

shorter as they are repeated. I have been able to identify titles from these cryptic entries 

thanks to the retention of wording that is derived from the actual title on the copy or edition 

itself. These advertisements provide carefully worded, short-title descriptions of works by 

Sor published by various copisterías in Madrid. Repeated advertisements are included in the 

following list. 

                                                           
93 Gaceta de Madrid, no. 130, 30 September 1808, p. 1232. 
94 Gaceta de Madrid, no. 137, 25 October 1808, p. 1364. 
95 Gaceta de Madrid, no. 141, 04 November 1808, p. 1430. 
96 Gaceta de Madrid, no. 143, 11 November 1808, p. 1470. 
97 Gaceta de Madrid, no. 130, 30 September 1808, p. 1232. 
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26 September 1806 Advertisement 
Domingo Malacuera, is identified by Marín as being the owner of the “almacén de papel de la 

calle del Cármen from 1806.98 The first music by Sor appeared in the Gaceta de Madrid on 

26 September 1806 and eight days later in the Gazeta de Barcelona of 4 October 1806,99 

listed as “…tres minués, de Sor, 9 rs.: una sonata del mismo, 24 [rs.]:…”. The proper spelling 

of Sor’s name suggests that he was involved in the sale of these works to the publisher. This 

advertisement contains the usual long list of pieces that are hard to attribute because there are 

generic descriptions, specific titles, and composers only occasionally mentioned by name and 

then only once. Music was advertised repeatedly and described in less and less detail as time 

went on. This means it is sometimes possible to determine an attribution based on a previous 

entry. In these advertisements the typography separates individual entries with a colon to 

indicate that a new work is to follow. The abbreviation “rs.” is for “reales”. 

 

Figure 7. Sor ,“tres minués, [and] …una sonata…”, Gaceta de Madrid, no. 79, 26 September 1806, p. 820. 
Boletín Oficial del Estado: Colección Histórica, < http://www.boe.es/aeboe/>, last accessed August 2010.  

Reading these advertisements is quite difficult, so I have translated and annotated this extract: 

each individual entry or group ends with a colon; numbers before the colon are prices, only 

occasionally with “rs.” for “reales”; the use of “the same”, refers to the composer, the type of 

piece or the instrument. My explanatory comments are in square brackets, and where I think 

the description is the title or short-title of a work is retained in the original Spanish: 

In the stationery warehouse in the calle del Cármen, in front of the bottle store, are for 
sale the following pieces for guitar in cifras [tablature]: seis contradanzas inglesas, 12 rs.: 
[in reference to preceding]: “…four of the same [that is contradanzas] francesas, 12 [rs.]: 
quatro minués, 8 [rs.]: 2 rondoes, 6 [rs.]: seis walses, 9 [rs.]: minué de la Corte y la 

                                                           
98 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168. 
99 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
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gabota [by Rigadon or Rigodon or Riadon.100], 6 [rs.]: minué alemandado y afandangado, 
6 [rs.]: minué de Bonaparte y el de la Polaca, 6 [rs.]: minué de Robespierre, and another 
[minuet] with flute, 10 [rs.]: one polaca, 6 [rs.]: alemanda y contradanza afandangada, 6 
[rs.]: guaracha y bayle ingles, 8 [rs.]: dos pastorelas, 10 [rs.]: un alegro sobre el 
fandango, 8 [rs.]: four seguidillas and their accompaniments, 16 [rs.]: el preso y el 
marinero, 6 [rs.]: el taranlarera y el honor, 6 [rs.]: la amiga y la ausencia, 8 [rs.]: el 
conejo, 8 [rs.]: un arte de tocar la guitarra por cifra [Ferrandiere’s method, advertised 
from 1799 to 1806 in tablature or musical notation101], 12 [rs.]: seven diapasons 
[fingerboard diagrams102], with their positions [chords for seven-string guitar] for 
teaching the playing of the guitar in accordance with the method of the P[adre] Basilio,103 
written in cifra [tablature] and music [14 [rs.]: the same [García method] in cifra 
[tablature] only, 7 [rs. (note the half-price for cifras)]: all these pieces are also available 
in music [notation], and the following: tres minués, of Sor, 9 rs.: one sonata, by the same 
[Sor], 24 [rs.]: a rondo for two guitars, by Moreti [sic Moretti], 24 [rs.]: caperucho [sic] 
de arpegios ó modulaciones, Ferrandiere, 20 [rs.]: alegro sobre el fandango, by [Miguel 
García] P[adre]. Basilio, 24 [rs.]: two sonatas, by the same [Miguel García], 30 [rs.]: 
quatro minués, del propio, 12 [rs.]: one of the same [minué], with variations, 12 [rs.]; and 
we transcribe any piece of music into cifra [tablature].104 

This makes it clear that the first group of pieces were in tablature, optionally available in 

music notation if required. In this list the pieces from Sor’s works on are in music notation, 

which makes it necessary for the shop also to offer transcription into tablature notation. 

The description of “…tres minués, de Sor, 9 rs.” and “…una sonata…, 24 [rs.]” does not 

distinguish titles typographically but it is probable that the copistería title pages for the works 

read: ‘Tres minués de Sor’ and ‘Sonata de Sor’ based on the advertisement and giving the 

work a publication date of 26 September 1806. In other words, there is a direct relationship 

between the advertisements and the title of the work. Some of Sor’s works from copisterías 

were published by Salvador Castro de Gistau in Paris, probably his ‘Sonata Seconda’ (later 

the Meissonnier Sonate Op. 15[b]) was based on the copistería edition “…una sonata…, 24 

[rs.]…”.105 The reasons for this attribution will become apparent as we examine the other 

                                                           
100 Alternative spelling? “6 contradanzas, de Riodon, para piano…” in Gaceta de Madrid, no. 96, 25 November 1806, p. 
1020. Libreria de Davila spelling: “Rigodon”, Gaceta de Madrid, no. 59, 23 July 1805, p. 636; and in the Gaceta de Madrid, 
no. 41, 21 May 1805, p. 444. 
101 In the Gaceta de Madrid, no. 60, 26 July 1799, the publisher Pantaleón Aznar advertises the new work mentioning the list 
of subscribers and describing it as: “…Arte de tocar la guitarra [española] por música, adornada con 17 láminas…, por D. 
Fernando Ferandiere…”. Later, in Gaceta de Madrid, no.97, 3 December 1805, p. 1048, the librería de Barco in association 
with “la imprenta de Aznar” give a fuller desciprition: “…: un tomo en 8º==Arte de tocar la guitarra por música, adornada 
con 17 laminas finas: las primeras manifestan los caracteres de la musica; y las siguientes son lecciones tan agradables, que 
elllas mismas sublime de la Musica, que es la composición, por D. Fernando Fernadiere.” Prices are between 20 and 22; rs. 
Domingo Malcuera then advertises a cheaper tablature version of the work with the simple description “…: un arte de tocar 
la guitarra por cifra, 12 [rs].” 
102 I am grateful to John Griffiths for his translation of this term as “fingerboard diagrams”. It is not clear to me what relation 
this has to the term ‘diapason’ in organ literature see Peter F. Williams, ‘Diapason’, The Musical Times, vol. 106, no. 1468, 
June 1965, pp. 463-464, <http://www.jstor.org.ezproxy.auckland.ac.nz/stable/951080>, accessed October 2010.  
103 This may be the same as, or related to “Escuela de principios ó escalas, compuestos por el P. Basilio, con 7 minués 
escritos en música y cifra, 34 rs.”, in the Gazeta de Barcelona, no. 43, 11 June 1806, p. 1176. 
104 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
105 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
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sonatas by Sor and their prices. The three minuets mentioned here cannot be identified from 

the many minuets that Sor published and the few that have survived in manuscript copies. 

14 October 1806 Advertisement 
About three weeks later, in the advertisement of 14 October 1806, the Librería de Arribas 

offered a set of “6 Seguidillas de Sors para tocar”,106 with guitar accompaniment, also made 

available in tablature. The entry appeared thus: 

 

Figure 8. Sor ,“6 Seguidillas de Sors para tocar…”, Gaceta de Madrid, no. 84, 14 October 1806, p. 872. Boletín 
Oficial del Estado: Colección Histórica, < http://www.boe.es/aeboe/>, last accessed August 2010.  

The offer of new pieces of music for the guitar transcribed into tablature by Perez indicates 

that the librería received the work in music notation, just as Sor wrote it, and then transcribed 

it into cifras. The title page of this edition may have been “Seguidillas Con Acomp.to de 

Guitarra de Sr. Sors”107 as it appears in the Clive manuscript on the title page of Sor’s 

seguidilla bolera ‘El que quisiera amando’, shown in facsimile above. This is the title page 

for an individual copy, but the plural used in this advertisement for “6 seguidillas” suggests 

this as a set composed by Sor that was made available singly. The MS Egerton 3289 has a 

copistería copy of the song ‘Tres voleras a tres voces’, which may belong to a first set of six 

that was followed by a second set of seguidillas advertised by the Librería de Esparza on 31 

May 1808 (which we will come to). The following is an annotated translation: 

In the librería de Arribas, calle de las Carretas, are located new pieces of music for 
guitar, transcribed into cifra [tablature] by Perez, and are as follows: the favourite songs 
of [absence] la ausencia, [innocence] la inocencia, [farewell] la despedida, [the little 
(female) innkeeper] la posaderita, and 6 seguidillas by Sors for performance: [The colon 
signifies the end of this clause] minuete alemandado with variations: contradanza del 
laberinto: 6 walses: 9 contradanzas violentas: 4 alemandas: minuete de la corte y la 
gabota: 6 rondoes: la marcha de Austerlitz: [la marcha] de Bonaparte: 6 minuetes: el 
fandango, el fandanguillo and la guaracha [all by unspecified composers]: likewise these 
same songs and the rest of the pieces can also be found written in music [notation], each 
signed by the editor.108 

                                                           
106 Gaceta de Madrid, no. 84, 14 October 1806, p. 872; Gazeta de Barcelona, no. 87, 22 October 1806, p. 1248. 
107 Spencer Collection, Clive MS, pp. 93–85, reproduced in facsimile in Jeffrey, Sor Seguidillas…, 1976, p. 51. 
108 Gaceta de Madrid, no. 84, 14 October 1806, p. 872.  
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The first attribution is unclear, either the composer of the ‘canciones favoritas’ is not listed, 

which is how I read this, or the composer is Sor. The failure to separate the works with the 

usual colon constructs the ambiguity. It is also not clear where Sor ceases to be the author, I 

take the colon to be the separator, which suggests no author is specified here. Distinctive 

titles reappear in some advertisements allowing attributions to be made but this comparison is 

too late for inclusion here. It is also not clear where the librería de Arribas obtained copies for 

Perez to transcribe. Sor in his Méthode… claims he did not supply his music to publishers in 

Spain, suggesting copies were obtained in a less authorised manner. Sor wrote his pieces in 

music notation, and some were transcribed into tablature by Perez and others. Castro would 

have been able to purchase either notation. It would be interesting to know how copyists dealt 

with transcribing Sor’s guitar notation into tablature, and what protections there were against 

indiscriminate copying given there was no formal copyright protection in Spain at the time. 

Jeffery, in examining the Mangado extracts from the Gazeta de Barcelona, suggests the 

seguidillas advertised on 22 October 1806109 are those in the British Library MSS Egerton 

3289.110 In his introduction to his first collection of Sor’s seguidillas, Jeffery describes the 

two bound volumes in oblong format, Egerton 3288 with 188 folios, and Egerton 3289 with 

179 folios.111 He does not describe the contents of these two volumes, concentrating on folios 

106 to 112, which have a copistería title page reading: ‘Seis Voleras | Con acompañamto. de 

Guitarra’ on the recto of folio 106, and six songs beginning on the verso of folio 106, with 

facing pages for each song. 112 This set was published by a copistería in Madrid—I use the 

word ‘published’ deliberately—as the whole process of publishing in Spain had nothing to do 

with the means of production. Editions produced by engraved plates result in a copy of a 

composer’s manuscript with no special claim to authenticity, compared to a copyist using a 

pen in a copistería. We need to accord copistería copies the same respect (and suspicion) as 

engraved music—in Spain both were considered editions by music-sellers. For that reason, 

we should have no trouble listing, as a first edition (and as a published work), Sor’s ‘Seis 

Voleras con acompañamiento de Guitarra’, now in MS Egerton 3289. 

In Fernando Sor More Seguidillas, Jeffery expanded his description of MS Egerton 3289, 

by explaining that the volume contained this Sor set of seguidillas: 

                                                           
109 Gazeta de Barcelona, no. 087, 22 October 1806, p. 1248, truncated in Mangado, La Guitarra en Cataluña…, 1998, p. 
286. 
110 Jeffery, More Seguidillas, 1999, Introduction and especially pp. x–xi. 
111 Jeffery, Seguidillas…, 1976, p. 9. 
112 Jeffery, Seguidillas…, 1976, p. 9.  
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…ten different sets of seguidillas by different composers… bound together with an 
overall title page which reads as follows: “Diez Colecciones de Bolero de Varios Autores 
Con acompañamiento de Guitarra”.113  

Jeffery gives the publisher of this collected edition as the “Almacén de Música de toda Clase 

y papel rayado”, which Marín classified as a “specialised” music-seller in Madrid situated in 

“Urosas, 1789 [and] later in Relatores”—this was not “Mateo Mintegui Almacén de papel 

rayado on the “carrera de San Gerónimo, frente a la Soledad”114 as Jeffery suggests. It is 

likely the Almacén de Música used manuscript editions from other publishers, either by 

negotiation or without permission, as copyright was undeveloped and unenforceable in 

Spain.115 Egerton 3289 contains another copistería copy entitled: ‘Tres voleras a tres voces’ 

for three voices with guitar accompaniment with its own title page, which may be listed as a 

Sor composition under this title but may also be part of a first set of six seguidillas advertised 

later. Jeffery includes a facsimile, ‘De amor en las prisiones’, from Egerton MSS 3288, in his 

first collection of Sor seguidillas.116 The Clive manuscript has four individual ‘Seguidillas’ 

published by copisterías, each with its own separate title page.117 The two with a guitar 

accompaniment are: ‘El que quisiera amando’ (marked ‘Original’ and ‘Revisado’) and ‘Las 

mujeres’ (marked only ‘Revisado’); the two with piano accompaniment are: ‘Si a otro cuando 

me quieres’ and ‘Seguidillas del Requiem eternam [Los canónigos madre]’, all are single 

copistería copies with separate title pages and are not part of a numbered collection of six or 

three, having been ordered and purchased singly. Single copies were advertised, as we shall 

see, by the flower shop in the “calle del Abada, núm. 5”, described as “single seguidillas by 

Sors, 6 [reales]; and others by León, 6 [rs.]…”.118 The “6 Seguidillas par tocar” mentioned 

above is the first set to be advertised and a second set of six was advertised on 31 May 1808.  

24 October 1806 Advertisement 
Ten days later, Mateo Mintegui, the owner of “…la tienda de papel rayado y música de la 

carrera de S[an] Geronimo, frente á la Soledad…”,119 advertised three new works by Sor: the 

“gran sinfonía de Sors, [40 rs.]:”, the “variaciones de Sors, 16 [rs.]:” and the “tema con 

                                                           
113 Jeffery, More Seguidillas, 1999, Introduction and especially pp. x–xi. 
114 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168; Jeffery, More Seguidillas, 1999, p. xi. 
115 Jeffery, More Seguidillas, 1999, p. xi. 
116 Jeffery, Seguidillas…, 1976, pp. 9–10. 
117 Jeffery, Seguidillas…, 1976, pp. 15–17. 
118 “En la calle del Abada, núm. 5, tienda de flores… unas seguidillas de Sors, 6 [rs.]; y otras de León” Gaceta de Madrid, 
no. 100, 10 November 1807, p. 1168.  
119 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168. 
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variaciones, de Sors, 16 [rs.]:…”. 120 In the full advertisement shown below, we can see that a 

long list, with about half being for the guitar. The piece by Sor with the title ‘Gran Sinfonía 

de Sors’ sells for 40 reales, which is relatively expensive, while the ‘Variaciones de Sors’ 

and the ‘Tema con variaciones de Sors’ sell for 16 reales each. The prices of these editions 

are a good indicator of the number of pages copied and will help in correlating these entries 

with Sor’s known works. The full advertisement is as follows: 

 

Figure 9. Sor, “gran sinfonía… variaciones… tema con variaciones”, Gaceta de Madrid, no. 87, 14 October 
1806, p. 904. Boletín Oficial del Estado: Colección Histórica, < http://www.boe.es/aeboe/>, accessed August 
2010. 

Stanley Yates identifies Sor’s Sonata Prima published by Castro and later by Meissonnier as 

Gran Solo Op. 14, as the ‘gran sinfonía’ in the above entry121 and suggests it “…possibly 

dates from as early as the latter part of Sor’s Barcelona period of around 1796 to 1800”,122 

basing this on the evocative description by Rafael de Amat, the Barón de Maldá, which was 

translated by Jeffery and described Sor playing a “toccata …with many variations and 

musical modulations…”123 on 7 May 1802. I agree with this attribution. Yates writes that in 

…orchestral sonata styles in the eighteenth century, the term “sinfonía” was used, both 
for (what we would call today) the purely orchestral “symphony” and the opera 
“overture”. Although overtures were often performed as symphonies, orphaned from 
their parent operas.124  

                                                           
120 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
121 Stanley Yates appears to be reading Mangado referring to the Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292, in 
his article ‘Sor’s Guitar Sonatas: Form and Style’, in Luis Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid: 
Ediciones del ICCMU, 2002, pp. 447–492 at p. 451. 
122 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 451. 
123 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 451, Jeffery, 
More Seguidillas, 1999, pp. xiii–ix. 
124 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 450. 
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In the above advertisement, preceding the Sor entry, are the listings: “…para guitarra la 

sinfonía oriental, 20 rs. : la sinfonía de la opera cómica, por Bober, 24 [rs.]:…”.125 This 

supports Yates’ view, the Bober arrangement creating a link between the descriptor ‘sinfonía’ 

and the opera overture, which was used for instrumental works for guitar in that style. Yates 

likens the Sor ‘gran sinfonía’ or Sonata Prima, to the “…single (possibly paired)-movement 

near-sonata forms of the Neapolitan, Cimarosa.”126  

The other two works mentioned in the advertisement are titled: ‘Variaciones de Sors’ and 

the ‘Tema con variaciones de Sors’. Castro published a ‘Thema Varié pour la Guitare ou Lyre 

par Don Fernando Sors’,127 plate 1, in his Journal de Musique Étrangère, with a theme and 

six variations without a minore, introduction or coda, added when Sor revised the work later 

to become the Fantaisie Op. 20, dedicated to Antoine Meissonnier (also published by him). 

Castro published two editions with the title: ‘Air Varié pour la Guitare par Fernando Sors’; 

plate 2 was the first, which Sor is not known to have revised and consists of a theme and six 

variations in C major; the second was plate 3, which Sor used as the basis for his Fantaisie 

dedicated to Kalkbrenner [Op.12], once again expanded to include an introduction, minore 

and coda, but also rearranged with eight variations instead of six. Sor himself published two 

early Spanish sets of variations in his retrospective scholarly edition entitled Deux Thêmes 

Variés et Douze Menuets Op. 11: the first has a subtitle ‘Thêmes Varié’ and is a theme in C 

major followed by six variations, later revised by Sor to become the Thême Varié Op. 15[c] 

in Jeffery’s numbering, expanding into Sor’s later style of variations with a new introduction 

and minore, but, in this case, simplified and reduced to four variations without a coda; the 

second in F major, with no subheading begins directly with a 16-bar Thême and four 16-bar 

variations. The abovementioned sets all fit the description in the Gaceta de Madrid. 

18 November 1806 Advertisement 
The Librería de Arribas in the calle de Carretas, offers “6 seguidillas de Leon, otras 6 ídem de 

Sors:…”.128 This is a repeat of the earlier advertisement for “6 Seguidillas de Sors para 

tocar…”129 adding new songs with their titles and the new set of seguidillas by León: 

                                                           
125 Gaceta de Madrid, no. 87, 14 October 1806, p. 904. 
126 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 449; see also the 
Yates analysis of this work, pp. 461–465. 
127 Castro’s use of the Catalan form of Sor’s name, appears to be derived from the Spanish copisterías, which preferred this 
form, providing slight evidence that the two were not acquainted and that his sources were direct from the copisterías. 
128 Gaceta de Madrid, no. 94, 18 November 1806, p. 992; Gazeta de Barcelona, no. 97, 26 November 1806, p. 1410. 
129 Gaceta de Madrid, no. 84, 14 October 1806, p. 872; Gazeta de Barcelona, no. 87, 22 October 1806, p. 1248. 
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Figure 10. Sor ,“ 6 seguidillas de Leon, otras 6 ídem de Sors:…”, Gaceta de Madrid, no. 94, 18 November 
1806, p. 992, Repeat of 14 October 1806 advertisement.. Boletín Oficial del Estado: Colección Histórica, < 
http://www.boe.es/aeboe/>, last accessed August 2010. 

12 May 1807 Advertisement 
After a break of several months, the Librería de Campo, in the calle de Alcalá, advertises “un 

divertimiento á guitarra sola, de Sor, 10 [rs.]:…”.130 The correct spelling of Sor’s name is an 

indicator that suggests he may have been involved in selling this work to the proprietor Julián 

de Campo. The complete advertisement is as follows: 

 

Figure 11. Sor ,“un divertimiento á guitarra sola…”, Gaceta de Madrid, no. 41, 12 May 1807, p. 494. Boletín 
Oficial del Estado: Colección Histórica, < http://www.boe.es/aeboe/>, last accessed August 2010. 

This advertisement is also interesting for the context it provides: 

In the librería de Campo, calle de Alcalá, are to be found the following musical works: 6 
minués grandes patéticos for guitar, by Santini, 12 rs.: 6 walses for the same [guitar], 8 
[rs.]: the following songs for the same [guitar], el ausente de su patria, with 8 verses, 8 
rs., el amor 8 [rs.], la inocencia 8 [rs.], esposos con igualdad 8 [rs.]: a divertimento for 
guitar solo, by Sor, 10 [rs.]: a fascicle in the form of a divertimento, which contains 
minués afandango with their contradanza[s], that of the court, that of Suvarou [a Russian 
name], that of Basvan-Oglou [a Turkish name], and concluding with a fandanguillo with 
12 variations for guitar for 14 rs.: 6 gracious little dialogues for two flutes 28 [rs.]: a 
sonata for the same [two flutes], by the P[adre] Basilio [Miguel García], 14 [rs.]: grand 
aria with accompaniment for piano obbligato, by Haydn (io son poverina), 14 [rs.]; a 
celebrated duet for two guitars, by Martín, 14 [rs.]. In addition one finds all kinds of 
music as much instrumental as vocal.  

The custom of providing a fascicle (or “quardeno” in modern spelling “cuaderno”) appears to 

have been a way to anthologise disparate works. Assuming Sor was not the composer, which 

is how I read this, it is difficult to work out who composed the “…minués afandango with 

their contradanza[s], [and] that of the court…” in the fascicle with the Russian contradanzas, 
                                                           
130 Gaceta de Madrid, no. 41, 12 May 1807, p. 494; Mangado extracts from Gazeta de Barcelona cease at the end of 1806. 
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or in the concluding “fandanguillo and 12 variations”. In this advertisement Santini is selling 

much more music than Sor but his list suggests it was aimed at amateurs of modest ability. 

This listing is evidence that Sor composed a ‘Divertimiento’, published on 12 May 1807 in 

Madrid, that must have resembled one of the ‘Divertimentos’ he later published in London—

logically this would be the Six Divertimentos 1st Set [Op.1] published when Sor was under 

pressure for new works after his debut in London. 

5 June 1807 Advertisement 
In the following month, Mateo Mintegui at the Almacén de papel rayado, in the calle de San 

Gerónimo, in front of the Soledad,131 published a very important work by Sor entitled: “una 

grande sonata para guitarra, de Sor, dedicada al referido Ser[enisi]mo. S[eñor]. Generalísimo 

Almirante, 50 [rs.]:…”,132 with the very high price of this copy of 50 reales. Who was this 

dedicatee? When this sonata was composed “His Serene Highness the Supreme General and 

Admiral” was none other than Manuel Godoy, confirming Sor’s later dedication in Paris to 

the “Príncipe de la Paz”, which was his title before his reinstatement as Prime Minister in 

1801 after the War of the Oranges against Portugal. It was at this time that he acquired his 

new title, which was probably of his own design. After the war of 1808, he was stripped of 

this title but was allowed to retain the title of “Príncipe de la Paz”, which appears on Sor’s 

Sonate Op. 22. This advertisement establishes a date for the first copistería edition of this 

work as 5 June 1807: 

 

Figure 12. Sor, “una grande sonata para guitarra…[dedicated to Godoy]…”, Gaceta de Madrid, no. 48, 5 June 
1807, p. 574. Boletín Oficial del Estado: Colección Histórica, < http://www.boe.es/aeboe/>, last accessed 
August 2010. 

Why would Sor dedicate his finest work to Godoy, who ended up rolled into a carpet on 

17 March 1808 to escape a baying mob only months after the advertisement? After the War 

                                                           
131 Marín, ‘Music-Selling in Boccherini's Madrid’, 2005, p. 168.  
132 Gaceta de Madrid, no. 48, 5 June 1807, p. 574. 
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of the Oranges, in June 1801, Godoy embarked on a reform of the military that greatly 

reduced the numbers of Walloon Guards to weaken their influence over the king, attracting 

their collective enmity, while at the same time allowing other branches of the military to fall 

into a straightened condition. This explains: “…the fury that was aroused by his creation of 

the magnificently uniformed Guardias de Honor del Generalísimo-Almirante in 1801 as a 

sub-unit of the Carabineros Reales”.133 The problem of where the truth lies in respect of his 

subsequent historical vilification—much assisted by Goya’s depiction of him as gormless, 

brutal and insolent—has recently been the subject of a re-evaluation. Sor supported various 

political and social causes and was also a well read and cultured man who supported the kind 

of enlightenment ideals that were debated in intellectual circles inside Spain when he was 

growing up and until the war of 1808. The fact that he maintained his dedication to Godoy in 

the Paris edition of the Grande Sonate Op. 22, even after the loss of reputation suffered by 

Godoy in the War of Independence, suggest that Sor did not share this opinion. Sor’s 

reaffirmation of his dedication also shows that he considered the Paris edition to be the 

second edition of an already published work.  

In chapters 42 to 44 of his memoirs, Godoy lists what he views as his best achievements, 

which included the formation of a Veterinary School,134 the founding of the Royal College of 

Madrid “for the study of medicine and practical chemistry”, and support for translations of 

medical and scientific literature and publication of Spanish scientific works.135 He mentions 

founding an institution for the study of astronomy that appointed professors in the related 

sciences136 and developed popular instruction in the arts and trades.137 The School for the 

Deaf and Dumb that he persuaded the King to fund is also mentioned, as is his work to enable 

foundlings to be educated and recognised as citizens and granted “the same civil rights which 

others enjoyed”.138 Godoy also claims to have encouraged the liberal arts,139 and in respect of 

music, says that he supported copper-plate engraving through Don Gabriel Gomez, publisher 

to the King; regarding the publication of “scientific” works of music he cites the following:  

Elementary Institutions of Music, for the use of Children, by Don Bernardo Perez, head 
organist of the cathedral of Osma…, [the] General Elements of Music, and their 

                                                           
133 Charles J. Esdaile, The Spanish army in the Peninsular War, Manchester: Manchester University Press, 1988, p. 61. 
134 Manuel de Godoy, Memoirs of Don Manuel de Godoy, Prince of the Peace, Duke del Alcudia, Count D’Everamonte, &c. 
…, Written by Himself, edited, under the superintendence of His Highness [Carlos IV] by J. D’Esmenard, 2 vols. London: 
Richard Bentley, 1836, pp. 154–157. 
135 Godoy, Memoirs…, vol. 2., 1836, pp. 157—164. 
136 Godoy, Memoirs…, vol. 2., 1836, pp. 165—169. 
137 Godoy, Memoirs…, vol. 2., 1836, pp. 177—187. 
138 Godoy, Memoirs…, vol. 2., 1836, at p. 191, see pp. 188—196. 
139 Godoy, Memoirs…, vol. 2., 1836, chapter 44. 
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application to the Guitar, by Don Frederico Moreti [sic]… Books of Compositions, and 
small Music, by Alberto de Vidal, Lopez; &c. &c.140  

Godoy also mentions instrument making. Whether he actually deserves the credit for these 

achievements on his own or not, the attitudes that emerge from reading his biography agree 

with those Sor would have probably have supported. It must have been in this spirit that he 

dedicated his ‘Grande Sonata para guitarra’ to “Ser[enisi]mo Sr. Generalísimo Almirante”, or 

as Sor rendered for the French publication: “Grande Sonate de Sor, qui fût dédiée au prince 

de la PAIX.”141 Mangado found that one of Sor’s teachers at the Academia de Matemáticas in 

Barcelona was associated with Godoy and that Sor may have met and associated with him 

between 1796 and 1800 through Godoy’s brother in the army.142 I think it is unlikely that this 

sonata was composed by Sor and dedicated at this time because I do not think that he had 

sufficient technique to conceive this majestic work before 1800. There is, however, an entry 

in the diary of the Barón de Maldá on 6 September 1803 commenting on Sor’s rumoured 

premature death that mentions his pretensions with the Príncipe de La Paz, and the Court, 

while he was in Madrid.143 This provides a frame for dating the Spanish first edition of his 

‘Grande Sonata’, which is between 6 September 1803 and the notice in the Gaceta de Madrid 

of 5 June 1807.  

The advertisement for this work is an important milestone in the history of the guitar. The 

high price of 50 reales suggests a work in four movements that is not radically different to 

the one we know. The importance of this works is not that it is the first sonata for guitar, or 

even the first work notated in a polyphonic manner, it is rather the quantum leap forward that 

it represents for the guitar. This is a grand Viennese classical sonata, written on a symphonic 

scale for a guitar, with a level of musical sophistication that is completely without precedent 

in 1807. There exists a copy of this work in the Archivo de Pilar in Zaragoza entitled: ‘El 

Merito | Gran Sonata para Guitarra compuesta | por Dn Fernando Sors para el uso | de Luis 

Pajarón”.144 I have not been able to see this copy but watermark and paper studies and a study 

of copyist handwritings is needed to related copies of this kind to each particular copistería to 

help identify and confirm their dating. If this copy can be established as correlating with the 

one advertised in the Gaceta de Madrid on 5 June 1807 (above), we will able to assess the 

                                                           
140 Godoy, Memoirs…, vol. 2., 1836, p. 211. 
141 Dedication on first page of the music of the Grande Sonate Op. 22. 
142 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 30–32. 
143 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 42. 
144 Footnote 11 mentions Luis Gassér reporting the manuscript as donated in 1868 by D. Juan Bernadón in Yates, ‘Sor’s 
Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 454. 
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level of revision that Sor engaged in for its publication in Paris, and establish whether the 

later edition was one of the careful scholarly editions he later produced for posterity.  

Sor’s most substantial work before this was the ‘gran sinfonía’ advertised in Spain on 24 

October 1806,145 probably published by Castro as the ‘Sonata Prima’ soon after, and later by 

Meissonnier as the Gran Solo Op. 14. Stanley Yates sees this work as heavily reliant on the 

Italian overture, estimating that it was probably composed after his debut opera in 1799:  

If Sor composed the Sonata Prima after or around his study of Haydn and Pleyel string 
quartets, the work shows no sign of it. Many details of form and style, however, link 
Sor’s early sonatas style with the single-movement Italian opera overture, especially as 
represented by Cimarosa (the most widely performed, arranged and published Italian 
opera composer of the time). 

The Grande Sonate Op. 22, which Yates describes as: “…a multi-movement work set in a 

four-movement scheme of the high-classical Austro-French string quartet or symphony”,146 

recognising this as a more advanced work obviously composed after the ‘gran sinfonía’. 

Unaware of the advertisement in the Gaceta de Madrid he estimates this sonata as composed 

between 1801 and 1808 because of the Godoy dedication. In his article, Yates also surveys 

the French sonatas for guitar published before Carulli arrived in 1808, pointing out the three 

movement sonatas in Pierre Porro’s Nouvelles Etrennes de Guitare Op. 4 in 1784, as “…in 

Italian style consisting mainly of shallow passagework…”.147 Porro’s pupil Antoine L’Hoyer 

wrote his Grande Sonate Op. 12, in 1799 for five-string guitar, which Yates describes as 

“…somewhat more technically involved…”.148 The Charles Doisy, Antoine Meissonnier and 

Charles de Marescot sonatas published after Carulli arrived, he asses as “somewhat modest 

efforts intended for amateurs” and then concludes:  

This was the Parisian sonata style contemporary to the publication of Sor’s first and 
second sonatas [referring to Op. 15 and Op. 14 ] …a few years before his arrival there in 
1813 [by Castro in Paris] …if Sor knew the music of the French guitarists, there is very 
little evidence for it.149  

I believe it is wrong to look for influence in the guitar works of other guitarists in relation to 

Sor. The Gaceta de Madrid has a number of advertisements for Doisy, Phillis and Porro, and 

a Carulli sonata is advertised in the same list as another Sor “grande sonata…”150 on 12 

January 1808, after his Grande Sonata, which is little influenced by these sources. The only 

                                                           
145 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
146 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 453.  
147 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 457. 
148 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 457. 
149 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, pp. 457–459. 
150 Gaceta de Madrid, no. 4, 12 January 1808, p. 48. 
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influence these composers may have had on Sor would have been to confirm his conception 

of the guitar as more advanced and his opinion that their kind of writing as inferior. He was 

probably unimpressed with Carulli’s advanced sonatas of which Yates writes:  

Carulli’s sonatas…surpass the native Parisian guitar sonatas in significant ways, notably 
length, thematic quality, inventiveness, grace, and formal substance and balance. Carulli 
makes little reference to the orchestral models preferred by Sor, however, relying instead 
on the often extended pianistic alberti textures and singing allegros commonly employed 
by Italian guitarists of the time. 151 

Of course it is now realistically possible to compare these sonatas with Sor’s Grande 

Sonate Op. 22. In Vienna, the Mauro Giuliani Sonate Op. 15,152 published in 1808 can also 

be compared to the Sor sonatas. Yates explains Sor’s approach as follows:  

Sor’s notational style is also significant. Few of Sor’s Parisian predecessors or 
contemporaries took the step of accurately notating the polyphonic texture of their music. 
Sor did so, and for one very good reason: his guitar music relies more heavily on a 
genuinely independent lower voice, true dialogue between the voices, and a consistent 
three-voice texture. In other words, Sor’s notation was, of necessity, a representation of 
his advanced conception of the textural possibilities of the guitar.153 

In my view this is not a matter of “notational style”; and Sor’s “advanced conception” of the 

guitar was focussed not, as Yates suggests, on its “the textural possibilities ” but, rather, on its 

harmonic potential. Sor probably began composing guitar sonatas in about 1800 and those 

that survive appear to mark a gradual progression culminating in his most difficult Grande 

Sonata before 5 June 1806. It is possible that, soon after this, he composed his Deuxième 

Grande Sonate Op. 25, the war in Spain in 1808 putting paid to its publication.  

Sor’s sonatas are harmonically and thematically better developed and more advanced 

than any composed by his contemporaries but they all show signs, I believe, of his struggle to 

master the Viennese logic of the modern sonata form that Beethoven explored so eloquently. 

It is the scale of the Beethoven sonatas that Sor set out to emulate in his grand sonatas. The 

technical difficulty and musical logic of his works in this form are important testaments to his 

musicality and his general musical education at the Escolanía. He knew from when he 

composed his overture to Telemaco, that is training in instrumental music had been archaic 

and had leaving him with an educational deficit. I suggest that the motivation for his forays 

into sonata form may have occurred during his time in Andalucía between 1804 and 1808, 

                                                           
151 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 458. 
152 This is the title of the first edition Mauro Giuliani, Sonate Op. 15, Vienna: Imprimerie Chimique, dated by Heck from its 
listing on 16 July 1808, in Heck, Mauro Giuliani…, 1995, p. 197. Yates refers to the second edition in his article, which is 
entitled Sonate brilliant Op. 15, Vienna: Steiner. 
153 Yates, ‘Sor’s Guitar Sonatas…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, Madrid, 2002, p. 458. 
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where he says he “passed the greater part of his time in Málaga”.154 Following on from the 

article by Roger Quin, who makes a convincing case that the organist at the Chapel in 

Málaga, Joaquín Tadeo de Murguía (1759–1836) had an important influence on Sor’s 

composition of his Motete al Santísimo Sacramento,155 I propose that he not only influenced 

Sor in this regard but may also have helped Sor more formally and stimulating the string of 

guitar compositions listed in the Gaceta de Madrid between 1806 and 1808 that we are 

examining her. Sor’s sonatas are a demonstration of his incomparable talent as a guitarist and 

his impeccable instincts as a composer but they are not works that fit comfortably into the 

formal stereotypes that would later define the form. It is hard to deny that these works are the 

finest achievement in the guitar literature of the first half of the nineteenth century, and that 

they exceed the works of any of Sor’s contemporaries anywhere in Europe at that time. 

3 July 1807 Advertisement 
A month later Malacuera, owner of the “almacén de papel de Bueno” opposite the bottle store 

in the calle del Carmen, offered three more works: “4 minués, de Sors, 12 rs.: 2 grandes 

sonatas, del mismo [Sors], 24 [rs.]: 2 intentos, con variaciones, 14 [rs.]:…”.156 

 

Figure 13. Sor, “4 minués… [and] 2 grandes sonatas…[and] 2 intentos, con variaciones…”, Gaceta de Madrid, 
no. 56, 3 July 1807, p. 674. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last 
accessed August 2010. 

The typography in this advertisement can be explained as follows: general category / colon /  

title / comma / contents / comma / description / comma / author / comma / price / colon / title 

/ comma / price / colon / title /comma / price / colon / title /comma / price / colon / etc. 

                                                           
154 « …de passer une grande parte de son temps à Málaga » in ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited 
Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a. 
155 Quin, ‘Sor’s Motéte al Santísimo Sacramento…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp.251–255. 
156 Gaceta de Madrid, no. 56, 3 July 1807, 'p. 674. 
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Categories may be omitted as needed and this applies to the four authors mentioned here: P. 

Basilio, Sors, Moretti, Ferrandiere and P. Basilio again. There are three items in Sor’s list: “4 

minués, 12 reales [for the set?]”; “2 grande sonatas, 24 reales [each?]”; “2 intentos, con 

variaciones, 14 reales” [each?]. The later repeat of this advertisement has “2 intentos con 

variaciones” without the comma.157 So how this be translated? “2 intents with variations”? 

Read as short titles each work appears to have the following title: ‘Minué’; ‘Grande Sonata’ 

and ‘Intento con variaciones’. Sor’s convention at that time may have been to use Italian 

titles, so this may also have been Italian translated into Spanish for the advertisement. 

In 1806 and 1807 both Malacuera and Mintegui stocked Sor’s music. Malacuera was first 

with “tres minués de Sor, 9 rs.: … una sonata for 24 [rs.] on 26 September 1806. 158 A month 

later, on 24 October 1806, Mintegui offered “…gran sinfonía de Sors, [40 rs.]: …variaciones 

de Sors, 16 [rs.]: [and] …tema con variaciones, de Sors, 16 [rs.]:…”.159 On 5 June 1807, 

Mintegui published “una grande sonata para guitarra, de Sor, dedicada al referido 

Ser[enisi]mo. Sr. Generalísimo Almirante, 50 [rs.]:…”,160 followed by Malacuera on 3 July 

1807, with: “…4 minués, de Sors, 12 rs.: 2 grandes sonatas, del mismo, 24 [rs.]: 2 intentos, 

con variaciones, 14 [rs.]:…”.161 One of their customers appears to have been Salvador Castro 

de Gistau from Paris. Castro’s publications of Sor, consist of two pieces by Sor, the 

‘Minuetto’ and ‘Contre-danse’,162 published after 18 May 1804, but before 4 February 1805 

(see my Chapter 10, ‘Salvador Castro de Gistau’). Some time later these pieces were reissued 

with new titles as ‘Un Menuet et un Petit Allegro pour la Guitare ou Lyre’, in Cahiers 12 and 

[15] in the incorrectly ordered Paris copies of the Journal de Musique Étrangère.163 These 

pieces appear to be derived from unauthorised copies. Malacuera’s “tres minués de Sor, 9 

rs.:”, offered on 26 September 1806, were published too late to have been the source.  

The second work offered by Malacuera, “una sonata del mismo, 24 [rs.]:…”,164 has been 

identified as the ‘Sonata Seconda’, plate 47 (later Op. 15), which was published by Castro 

with the ‘Sonata Prima’, plate 50 (later the Gran Solo Op. 14) in Paris. The “…gran sinfonía 

                                                           
157 Gaceta de Madrid, no. 112, 18 December 1807, p. 1312. 
158 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
159 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
160 Gaceta de Madrid, no. 48, 5 June 1807, p. 574. 
161 Gaceta de Madrid, no. 56, 3 July 1807, p. 674. 
162 Salvador Castro de Gistau, Premier Cahier de Pièces pour la Guitare Tirée des meilleurs Auteurs Espagnols Publiées par 
Castro Professeur de Guitare, Œuvre XI.e, Paris: Chez l’Editeur’, copy in the BnF, shelf no. Vm9 3530. 
163 The square brackets indicate a number in the order imposed on the Cahiers (or books) in the main Paris copy in the 
Bibliothèque nationale in Paris at shelf no. Vm7 2383, which I will show is incorrectly bound, as will be explained in detail 
below. 
164 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
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de Sors, [40 rs.]:…”165 offered by Mintegui on 24 October 1806 is probably the ‘Sonata 

Prima’, plate 50, in the Journal de Musique Étrangère. Castro’s inverted the plate numbering 

is explained by the Spanish dates: Malacuera’s ‘sonata’, dated a month earlier, was engraved 

by Castro as plate as 47; and Mintegui’s later ‘gran sinfonía’ was engraved as plate 50. 

Castro’s title for the bigger ‘gran sinfonía’ becoming the ‘Sonata Prima’; and the lesser 

single-movement ‘una sonata’ becoming the ‘Sonata Seconda’, ignoring the plate numbers. 

Either Castro made a journey to Madrid in about November 1806, when both editions had 

already been announced, or bought them by correspondence after seeing an advertisement in 

the Gaceta de Madrid.  

The two sets of “…variaciones de Sors, 16 [rs.]: [and] …tema con variaciones, de Sors, 

16 [rs.]:…”166 offered by Mintegui with the “gran sinfonía” on 24 October 1806 were 

probably also purchased by Castro at this time for his ‘Thema varié’, plate 1;167 his ‘Air 

Varié’, plate 2 (in C with a chromatic theme); and his ‘Air Varié’, plate 3.168 There are two 

further sets of variations that Sor probably composed in Spain in his Deux Thèmes variés et 

douze Menuets [Op.11], leaving three sets that were published by Castro, and two Sor had 

published by Meissonnier. Only two of these have surfaced in advertisements in Spain. This 

leaves three sets of variations that Sor composed in Spain unaccounted for. Castro also 

published ‘[4] Menuets Composés pour la Guitare’, plate 5, (later plate 12.G.) in the block of 

six solo guitar issues in the Journal de Musique Étrangère. This edition is probably the one 

advertised on 3 July 1807 by Malacuera as: “…4 minués, de Sors, 12 rs.: 2 grandes sonatas, 

del mismo, 24 [rs.]: 2 intentos, con variaciones, 14 [rs.]:…”.169 Malacuera’s “…: 2 grandes 

sonatas, del mismo, 24 [rs.]:” and his “…: 2 intentos, con variaciones, 14 [rs.]:…”170 were not 

published by Castro although he must have known of them.  

The only clue we have about Malacuera “…: 2 grandes sonatas…”171 is the price of 24 

reales. Compared to the other sonatas by Sor, a price of only 24 reales suggests the word 

“grandes” was mere puffery to compete with Mintegui around the corner. Malacuera “una 

sonata…”172 of 26 September 1806 (repeated on 18 December 1807,173) sets a price of 24 

                                                           
165 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
166 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
167 Later expanded by Sor into the Fantaisie Op. 20. 
168 Later expanded by Sor as the Fantaisie Op. 12. 
169 Gaceta de Madrid, no. 56, 3 July 1807, p. 674. 
170 Gaceta de Madrid, no. 56, 3 July 1807, p. 674. 
171 Gaceta de Madrid, no. 56, 3 July 1807, p. 674. 
172 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
173 Gaceta de Madrid, no. 112, 18 December 1807, p. 1312. 
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reales on Castro’s ‘Sonata Seconda’; Mintegui’s “…gran sinfonía…”,174 of 24 October 1806 

sets a prices of 40 reales on Castro’s ‘Sonata Prima’; and Mintegui’s “…grande sonata…”175 

dedicated to Godoy sets a price of 50 reales on the Grande Sonate Op. 22. Since the copy 

prices must have been dictated by the number of pages, Meissonnier’s engravings provide a 

useful an analogy: the Gran Solo Op. 14, (Mintegui’s “gran sinfonía”) has nine pages for 40 

reales; the Grande Sonate Op. 22 (Mintegui’s “grande sonata”) has ten pages for 50 reales; 

the Sonate Op. 15 (Malacuera’s “una sonata”) has three tightly packed pages for 24 reales. 

Malacuera’s “2 grandes sonatas…24 [rs.]…” must therefore have been three or four page 

single-movement sonatas. If the first of these was a repeat of the ‘una sonata’ advertisement 

of 26 September 1806, which I consider to be most likely, then the second sonata must have 

been a new one, which suggest that there is at least one unaccounted for single-movement 

sonata that was copied in Spain and has yet to be found. 

15 September 1807 Advertisement 
The Librería de Villareal in the calle de las Carretas, advertised: “2 minués patéticos de baxos 

obligados para guitarra sola, de Sors, 10 rs.:…”.176 This appears to be the first chamber work 

for guitar by Sor in Spain. The translation “baxos obligados” as “bass obbligato” suggests a 

figured-bass accompaniment with a solo guitar part. The other pieces in the advertisement are 

guitar chamber music or guitar duet by Laporta, possibly intended for children:  

 

Figure 14. Sor, “2 minués patéticos de baxos obligados para guitarra sola…”, Gaceta de Madrid, no. 82, 15 
September 1807, p. 960. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last 
accessed August 2010. 

The genre of the ‘pathetic minuet’ appears in “6 minuetos patéticos para guitarra, de [Ysidro] 

Laporta, á 8rs.:”,177 and the “…8 minuetes patéticos de [Fernando] Ferandiere…, á 10 rs.:”178 

                                                           
174 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
175 Gaceta de Madrid, no. 48, 5 June 1807, p. 574. 
176 Gaceta de Madrid, no. 82, 15 September 1807, p. 960. 
177 Advertised by the Librería de Dávila, calle de Carretas, in the Gaceta de Madrid, no. 53, 2 July 1802, p. 644, where the 
advert was repeated on 23 July 1805. 
178 Librería de Dávila, calle de Carretas, in the Gaceta de Madrid, no. 80, 1 October 1802, p. 988. 
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The Gaceta de Madrid also mentions minuets with trios for psaltery and bass from 1782, and 

foreign works by composers like Haydn. For the guitar, in 1801 Ferandiere composed “…6 

minuetes con sus trios…”,179 apparently without the trio as standard in a minuet. The minuets 

Sor composed for his Op. 11 do not resemble the Viennese minuet and trio forms that he used 

for his two grand sonatas Op. 22 now dated 1807 and Op. 25 published much later in Paris. 

18 September 1807 Advertisement 
The Librería de Dávila in the calle de Carretas also advertised: “…un grande minué y un 

rondó de Sors para guitara, 10 [rs.]:…”.180 The 2nd Fantasia Op. 4, that Sor composed in 

London has a Rondo but this has no minuet associated with it. More likely is the ‘Minueto’ 

and ‘Rondo’ from Sor’s ‘Grande Sonata’ (Op. 22) offered her by this rival copistería. The 

‘Minuet and Trio’ became instantly popular and has since led a long and independent life 

separated from its context—for example in Segovia’s repertoire. The slightly less popular 

Rondo, from the same sonata, was in the repertoire of Alirio Diaz as a solo piece. This 

tradition seems to have begun three months after the ‘Grande Sonata’ was published on 5 

June 1807, when the Librería de Dávila excerpted the Minuet and Rondo from a copy they 

had obtained. Here is their advertisement: 

 

Figure 15. Sor, “…un grande minué y un rondó …para guitara…”, Gaceta de Madrid, no. 83, 18 September 
1807, p. 972. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed 
August 2010. 

Sor’s ‘Minuet and Trio’ has a 39-bar minuet, which Jeffery argues is missing a bar to make 

40 bars,181 and a 24-bar trio. Sor uses the same structure and proportions for the minuet in his 

second Grande Sonate Op. 25, which has a 40-bar minuet and a 24-bar trio. These Viennese 

                                                           
179 Librería de Campo, calle de Alcalá, in the Gaceta de Madrid, no. 99, 20 October 1801, p. 1080. 
180 Gaceta de Madrid, no. 83, 18 September 1807, p. 972. 
181 Jeffery, The New Sor Complete Works, second edition, 2004. 
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minuets were unfamiliar to Sor, who had long composed Spanish minuets, such as those in 

his Op. 11 collection of twelve. These vary in length with the longest being 40 bars and none 

of them has a trio. Their varying moods and forms are suggestive of a uniquely Spanish form 

of the minuet derived perhaps from the minuets Santiago de Murcia composed after French 

dances many years earlier. The minuets Sor composed in Spain have a completely different 

level of dramatic force and a lyricism that is quite unlike his two Viennese minuets in the 

grand sonatas, and comprise Sor’s finest and most expressive works for the guitar. It is 

possible that this is recognised in the above advertisement in the title “grande minué” for the 

minuet and trio, to distinguished it from the more familiar Spanish minuet and hinting at its 

place in Sor’s grand sonata.  

The Rondo was yet another contemporary form derived from the modern Viennese piano 

sonata, which Sor only used for his first “Grande Sonata” and never used again. In this work, 

Sor demonstrates the capability of the guitar in the discourse of the modern Viennese sonata, 

which had come to dominate European piano playing, especially in the hands of Beethoven. 

Sor’s contact with this music, through the sonatas of Haydn and Mozart entered the Spanish 

consciousness in the 1780s by way of imported scores from Europe, pretty much is it did 

everywhere else. By 1807, Sor’s Grand Sonata is an example of the internationalisation of 

Spanish music, born of its growing availability to amateurs as printed music between 1780 

and 1808, before the Napoleonic invasion intervened. Sor’s exploration of sonata form in the 

first and second movements, his use of the unfamiliar minuet and trio, and his concluding 

Rondo are clearly his attempt to present the guitar as capable of the rhetoric and scale of the 

Viennese piano sonata, without sacrificing harmonic coherence, and without the need for a 

basso continuo accompaniment. Sor’s international contemporaries must have entered his 

world through the printed music of guitarists like Carulli, Doisy and Porro, whose music was 

regularly advertised in the Gaceta de Madrid and readily available in inexpensive copies. By 

1807 he would have been able to study the piano sonatas of Mozart, Haydn and even those of 

Beethoven. In the next advertisement we can see the kind of music that was available from 

the general stock of Mateo Mintegui.  

6 November 1807 Advertisement 
Mateo Mintegui’s “…almacén de música de la carrera de S. Gerónimo, frente á la 

Soledad…” was a substantial undertaking, which here offers its available stock without 

specifically mentioning Sor. International editions were held and, judging from the final 

paragraph, it appears that they were routinely copied rather than sold: 
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Figure 16. Mateo Mintegui general stock advertisement, Gaceta de Madrid, no. 99, 06 November 1807, p. 
1156. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

The advertisement begins by listing international composers in genres from symphonies to 

sonatas, followed by opera arias by Mozart, Italian and Spanish songs, and seguidillas for 

piano and also for the guitar, followed by instrumental works for the guitar by the “…best 

authors in our nation…”,182 which would have included Sor. There is then a further list of 

international composers, music for military band, and music for the organ. The concluding 

statement is guarantee that reads: 

We receive orders for all classes of music, ecclesiastical as well as theatrical, advising 
that all have been checked and well copied; but if regrettably there is a fault in this 
accuracy or something missing, we make another copy for free. We fulfil all orders with 
the customary efficiency and punctuality.183 

10 November 1807 Advertisement 
The Librería de Campo, in the calle de Alcalá, then advertised “…un grande y favorito minué 

de Sors para guitarra;…, 10 [rs.]:…”184 in a little anthology of works. This is probably the 

same minuet the Librería de Dávila copied from Sor’s ‘Grande Sonata’ (Op. 22), this time 

copied by a different music-seller, who omits the Rondo as too difficult. This is supported by 

                                                           
182 “…de los mejores autores de nuestra nación.” See the figure above. 
183 “Se reciben encargos para toda clase de música, así eclesiástica como teatral; advirtiendo que todo estará revisado en 
buena copia; pero si a pesar de esta exactitud hubiere alguna errada, se hará otra copia de gratis. Se servirá en todos los 
encargos con la acostumbrada eficacia y puntualidad.” Mintegui general stock advertisement, Gaceta de Madrid, no. 99, 06 
November 1807, p. 1156. See the figure above. 
184 Gaceta de Madrid, no. 100, 10 November 1807, p. 1168. 
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the word ‘favorito’ for its popularity and ‘grande’ for its association with the ‘grande sonata’ 

and its use of a trio. This is the full advertisement: 

 

Figure 17. Sor, “…un favorito y grand minué…”, Gaceta de Madrid, no. 100, 10 November 1807, p. 1168. 
Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

Translating the relevant portion of this we can see that for 18 reales it was possible to 

purchase an anthology of works described as 

…a “quaderno” or fascicle for solo guitar in the form of a divertimento of pieces selected 
in the following way: a favourite grand minuet by Sors, another by Moreti [sic Moretti], 
two valses by the same [Moretti], a rondo by Porro, ad a grand march by the same 
[Porro], 18 [rs]:…”.185  

This collection of pieces by disparate composers was obviously assembled by the Librería de 

Campo without the approval of the composers. I am insufficiently knowledgeable about the 

informal copyright arrangements between publishers in Spain but the copyright protections 

available to Mintegui would probably not have included any legal ones. This minuet does not 

appear to be one of Sor’s Spanish minuets obtained indirectly without his knowledge. Jeffery, 

for example, mentions a manuscript by Sor labelled ‘Musica pa. Guitarra’ in the Spencer 

Collection, which may be a fascicle of works similar to the one advertised here but does not 

describe its contents, only stating that it as a minuet from his Deux Thêmes Variés et Douze 

Menuets Op. 11, No. 5.186 No. 6, of this set was the second of Sor’s ‘[4] Menuets Composes 

pour la Guitare’ obtained by Castro for his Journal de Musique Étrangère from Malacuera in 

                                                           
185 “…un quaderno para guitarra sola, que forma un divertimiento de piezas escogidas en la forma siguiente: un favorito y 
grande minué de Sors, otro de Moreti, dos valses del mismo [Moretti], un rondó de Porro, y una grande marcha del mismo 
[Porro], 18 [rs.]…”, Gaceta de Madrid, no. 100, 10 November 1807, p. 1168. 
186 I have not seen this source. See Jeffery, Fernando Sor…, 1994, pp. 153–154. 
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1806 (above).187 Sor used this minuet to replace the works removed from the first edition of 

the Cinquième Divertissement Op. 23, which Meissonnier was forced to reissue.  

10 November 1807 Second Advertisement 
In the next paragraph in the same issue of the Gaceta de Madrid the flower shop describing 

itself as in the “calle del Abada, núm. 5, tienda de flores…” advertised “unas seguidillas de 

Sors, 6 [rs.]; y otras de Leon, 6 [rs.]…” all available in tablature:  

 

Figure 18. Sor, “…unas seguidillas…”, all in tablature, Gaceta de Madrid, no. 100, 10 November 1807, p. 
1168. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

The use of tablature for Sor seguidillas is not reported in any surviving copy I know of 

although copies surely do exist. It is fair to assume that single copies of seguidillas resembled 

those that ended up in the Clive manuscript: single items, each with a separate title page, in 

this case purchased in musical notation. This shop probably obtained ‘pirate’ copies from a 

previously copied source like the first set “6 Seguidillas de Sors para tocar”188 of 14 October 

1806, advertised by the Librería de Arribas (discussed above). These would be transcribed 

into tablature for this advertisement.  

4 December 1807 Advertisement 
The Librería de Campo in the calle de Alcalá offered “…un grande y favorito minué de Sors 

para guitarra, 10 [rs.]:…”,189 collected into a little fascicle of mixed pieces for guitar, 

repeating the advertisement of 10 November 1807,190 and mentioning some different pieces: 

                                                           
187 Sor, “4 minués… [and] …2 grandes sonatas…”, Gaceta de Madrid, no. 56, 3 July 1807, p. 674. 
188 Gaceta de Madrid, no. 84, 14 October 1806, p. 872. 
189 Gaceta de Madrid, no. 108, 4 December 1807, p. 1264. 
190 Gaceta de Madrid, no. 100, 10 November 1807, p. 1168. 
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Figure 19. Repeat of advertisement with the fascicle containing “…un grande y favorito minué…” by Sor 
without the previous rondo, Gaceta de Madrid, no. 108, 4 December 1807, p. 1264. Boletín Oficial del Estado: 
Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

The following is an translation of the portion containing the works for the guitar: 

:… two pastorelas for guitar, one by Fr. Miguel [Brother Miguel García, P. Basilio], and 
the other by Ferrandiere, for 6 rs. each: one piece for the same [guitar], by Moreti [sic 
Moretti], with a gracious theme, one lodoïska, one sauteuse, a vals and an allegro, 14 
[rs.]: six valses by the same [Moretti], 8 [rs.]: a grand and favourite minuet by Sors, 
another by Moreti [sic Moretti], two valses, a rondo by Porro, and one march, in a 
fascicle, 18 [rs.]:…191  

Note the familiarity that is accorded Miguel García. Once again we have the minuet from 

Sor’s ‘Grande Sonata’ (Op. 22), which shows how popular works were circulated by music-

sellers in Madrid, which is very little different from publishing today. 

18 December 1807 Advertisement 
Domingo Malacuera, owner of the “almacen de Bueno” on the “calle del Cármen” repeated 

the following portion of his advertisement: “…: de Sors, unas seguidillas, 4 minues, 12 [rs.]: 

2 sonatas, cada una 24 [rs.] 2 intentos con variaciones, 14 [rs.]:…”.192 The punctuation the 

previous advertisement, indicating that Sor was the composer of all the works until the colon 

before León. The only change is the punctuation of “2 intentos con variaciones”, which does 

not have the comma after ‘intentos’ that was in the previous entry.193 This confirms an 

unknown new work by Sor entitled: “2 intentos con variaciones”. The following is the 

complete advertisement: 

                                                           
191 See the facsimile of the original advertisement below. 
192 Gaceta de Madrid, no. 112, 18 December 1807, p. 1312. 
193 Gaceta de Madrid, no. 56, 3 July 1807, p. 674. 



C h a p t e r  9  460 

 

Figure 20. “…de Sors, unas seguidillas, 4 minués, 12 [rs.]: 2 sonatas, cada una 24 [rs.]: 2 intentos con 
variaciones, 14 [rs.]:…”, advertised by Malacuera. Gaceta de Madrid, no. 112, 18 December 1807, p. 1312. 
Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010.  

12 January 1808 Advertisement 
Miguel Escribano at his stationery and music warehouse in the calle de las Carretas offers a 

“grande sonata de guitarra, por Carulli: otra ídem por Sors: otra ídem por Ferreiri [sic Hebreu 

y Ferreira]:…”.194 There is not enough detail to identify the Carulli sonata, nor the one by 

Hebreu y Ferreira and, since there is no price we cannot assume the Sor “grande sonata” is 

the one dedicated to Godoy. The works advertised consist of foreign music that is mainly 

engraved rather than copied, and constitute substantial works for any music seller to hold. 

Sor’s presence in this list indicates that he was held in high regard in Madrid: 

 

Figure 21. Sor, “idem [grandes sonata]…”, Gaceta de Madrid, no. 4, 12 January 1808, p. 48. Boletín Oficial 
del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

                                                           
194 Gaceta de Madrid, no. 56, 3 July 1807, p. 674. Mentioned in the later  advertisement for “…escuela ó metodo de Hebreu 
y Ferreira…” in the Gaceta de Madrid, no. 13, 12 February 1808, p. 156. 



S o r  a n d  P u b l i s h i n g  i n  S p a i n  461

The advertisement is translated to show the stock held by Miguel Escribano:  

In the general stationery and music warehouse of Escribano, Carretas street, are to be 
found the following works: 3 quartets for flute, violin, viola and bass [continuo], by 
Pleyel, op. 19: 6 progressive duets for two flutes, by Devienne,195 op. 65: a concerto for 
flute with full orchestra, op. 78, by the same author: 3 grand trios for piano, violin and 
bass [continuo], op. 60, by Pleyel: three gracious sonatas for piano and accompanied by 
the flute, by Mizzinghi:196 6 preludes for piano in all the most usual keys, by Devienne: 
principles of the piano,197 by Pleyel, and 24 favourite lessons by the same author 
[Pleyel]: studies for flute, with a variety of capriccios in all the keys of music, major and 
minor, by Dothel,198 op. 30: or the same, by Hoffmeister, op. 19: principles of the violin 
and using the bow, by Herrando199: study of the violin in 36 capriccios, by Fiorillo200: 
principles of the guitar in cifra [tablature] and music [notation], with all the scales of all 
the major and minor keys, and their [chord] positions: study of the guitar in 6 preludes, 
by Pagliara: 3 duets in rondos for guitar and flute, by Moreti [sic]: grand sonata for 
guitar, by Carulli: another the same [grand sonata], by Sors: another the same [grand 
sonata], by Ferreiri [sic Ferreira201]: generally to be found in this warehouse are all kinds 
of musical works.202 

The guitarist Pagliara is unfamiliar to me but his method is described as a combination of 

scales in all keys and ‘posturas’ or left-hand chord-positions, which sounds like a glorified 

chord-chart and a few scales, perhaps similar to: “…escuela ó método de tocar la guitarra de 

Hebreu y Ferreira: …escalas, preludios y posturas…”.203 This was popular in Spain but is 

clearly not at the sophisticated level at which Sor was thinking. Escribano was a prestigious 

music seller who may not have stocked trivial works, suggesting that Sor’s “grandes sonata” 

could have been the one dedicated to Godoy, but the lack of a price making this uncertain.  

15 January 1808 Advertisement 
Three days later the Librería de Campo placed a repeated advertisement for: “el famoso 

minué de execución para guitarra, de Sor, 6 [rs.]…”204 from Sor’s ‘Grande Sonata’ (Op. 22): 

                                                           
195 François Devienne (1759–18030 was a flautist and bassoonist. He apparently also wrote the piano preludes mentioned 
later in this advertisement. William Montgomery, ‘Devienne, François’, Grove Music Online, edited L. Macy, 
<http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 4 Oct. 2010.  
196 Joseph Mazzinghi (1765–1844): “Mazzinghi published a vast number of sonatas and variations for pianoforte, with 
optional accompaniments for violin or flute.” Roger Fiske and Gabriella Dideriksen, ‘Mazzinghi, Joseph’, Grove Music 
Online, edited L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 4 October 2010. 
197 Possibly Ignace Pleyel with Jan Ladislaus Dussek, Nouvelle méthode de Pianoforte, contenant les principes du doigté, 
Paris: 1797.  
198  Probably the French flautist and author Nicholas Dôtel (1721–1810), who wrote Studi per il flauto, Paris, 1777. 
199 José de Herrando, Arte y puntual explicación del modo de tocar el violín, Paris, 1756. 
200 Federigo Fiorillo (1755–1823) was a violinist and mandolin player, who played on 16 June 1815 with Sor in London. His 
most celebrated work is the 36 Caprices for violin mentioned in this advertisement. Chappell White, ‘Fiorillo, Federigo’, 
Grove Music Online, edited L. Macy, <http://www.grovemusic.com.ezproxy.auckland.ac.nz>, accessed 4 October 2010. 
201 See 12 February 1807 Gaceta de Madrid below. 
202 My translation of the above advertisement, Gaceta de Madrid, no. 4, 12 January 1808, p. 48. 
203 Gaceta de Madrid, no. 13, 12 February 1808, p. 156. 
204 Gaceta de Madrid, no. 5, 15 January 1808, p. 60. 
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Figure 22. Sor, “el famoso minue de execucion para guitarra…”, Gaceta de Madrid, no. 5, 15 January 1808, p. 
60. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

Julián de Campo stock is inferior to that of Escribano.  

12 February 1808 Advertisement 
Sor’s music is not advertised specifically by Blas de Laserna here but is listed with: “…music 

for guitar of all kinds by the best composers, such as Moretti, Sor, Doisi, Carulli, Hebreu, 

Laporta, Fernadiere and several others: music in numbers [tablature] for guitar:”.205  

 

Figure 23. Sor, listed among “los mejor autores…”, Gaceta de Madrid, no. 13, 12 February 1808, p. 156. 
Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

                                                           
205 “…música de guitarra de todas clases de los mejores autores, como son Moreti, Sor, Doisi, Caruli, Hebreu, Laporta, 
Ferandier y otros diferentes: música de cifra para guitarra:”. Gaceta de Madrid, no. 13, 12 February 1808, p. 156. 
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Included is an unknown “…school or method of playing the guitar by Hebreu y Ferreira: 

practise in all the major and minor keys, with their contexts, preludes and [chord] positions 

whereby the amateur or teacher is able easily to acquire good harmony in modulation:…”.206 

19 February 1808 Advertisement 
In a repeated advertisement of the Librería de Campo: “…: otra para lo mismo, del grande 

minué de execución, de Sors, otro de Moreti [sic Moretti], 2 valses del mismo, y un rondo y 

un marcha, 18 [rs.]:…”:207 

 

Figure 24. Sor: “del grande minué de execución, de Sors, otro de Moreti…”. Gaceta de Madrid, no. 15, 19 
February 1808, p. 186. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last 
accessed August 2010. 

Translated as “…another [piece] for the same [guitar], the grand minuet for performance, by 

Sors, another by Moretti, etc.…” this is a repeat of advertisement for: “el famoso minué de 

execución para guitarra, de Sor, 6 [rs.]…”,208 yet another version of the minuet from Sor’s 

‘Grande Sonata’ (Op. 22).  

24 May 1808 Advertisement 
The Librería de Campo, in the calle de Alcalá once again advertised “…:una pieza para 

guitarra, compuesta del minué de execución, de Sors; otro de Moreti [sic Moretti], 

[etc.]:…”.209 Another variation of the previous advertisement offered with different music:  

                                                           
206 “…escuela ó método de tocar la guitarra de Hebreu y Ferreira: practica de los tonos mayores y menores, con sus salidas, 
escalas, preludios y posturas, por donde pueda el aficionado ó profesor adquirir con más facilidad la buena armonía de la 
modulación:…” Gaceta de Madrid, no. 13, 12 February 1808, p. 156. 
207 Gaceta de Madrid, no. 49, 24 May 1808, p. 496. 
208 Gaceta de Madrid, no. 5, 15 January 1808, p. 60. 
209 Gaceta de Madrid, no. 49, 24 May 1808, p. 496. 
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Figure 25. Sor, “…grande minué de execución, de Sors …”, Gaceta de Madrid, no. 49, 24 May 1808, p. 496. 
Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

31 May 1808 Advertisement 
The first set of “6 seguidillas de Sors para tocar…”,210 was advertised by the Librería de 

Arribas on 14 October 1806. In the following advertisement the Librería de Esparza 

advertises “6 seguidillas con acompañamiento a la guitarra, por Sors:…”,211 which appear to 

be a new set: 

 

Figure 26. “6 seguidillas con acompañamiento a la guitarra, por Sors” Gaceta de Madrid, no. 52, 31 May 1808, 
p. 522. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 
2010. 

The “…librería de Esparza, puerta del Sol…” was a new enterprise so it seems unlikely the 

set from two years before was being advertised. The first set today known as MS Egerton 

3289 has the title ‘Seis Voleras /Con acompañamto. de Guitarra’, which would have been 

what appeared in the advertisement had that been the title of the work offered for sale.  

                                                           
210 “…transportadas en cifra por Pérez…”, Gaceta de Madrid, no. 84, 14 October 1806, p. 872.  
211 Gaceta de Madrid, no. 52, 31 May 1808, p. 522. 
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29 June 1808 Advertisement 
The Librería de Campo, calle de Alcalá, advertised the “…el celebre minué de execución, de 

Sors …”212 A repeat of the earlier advertisement213 with a new selection of works: 

 

Figure 27. Sor, “…un célebre minué de execución, de Sors …”, Gaceta de Madrid, no. 71, 29 June 1808, p. 
686. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

9 July 1808 Advertisement 
The stationer Miguel Escribano of the “almacén general de papeles y obras de música de 

Escribano, calle de Carretas”, advertised “2 minués de ejecución y baxos obligados…” for 4 

reales each.214 This shop sold music aimed at amateurs and possibly children: 

 

Figure 28. Sor, “2 minués de ejecución y baxos obligados…” for guitar, Gaceta de Madrid, no. 81, 9 July 1808, 
p. 766. Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 
2010. 

                                                           
212 Gaceta de Madrid, no. 71, 29 June 1808, p. 686. 
213 Gaceta de Madrid, no. 49, 24 February 1808, p. 496. 
214 Gaceta de Madrid, no. 81, 9 July 1808, p. 766. 
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This selection begins with a fascicle of little works for the flute, followed by little works for 

the guitar solo, and songs with guitar accompaniment. The typography is once again difficult 

to interpret; the Sor entry is followed by works that have no author allocated, unless that 

author is the preceding one—that is, Sor. The whole passage advertising the guitar reads: 

…6 contradanzas for guitar, by Moreti [sic Moretti], 8 [rs.]: a rondó favorito for singing 
with the same instrument [a guitar] and by the same author [Moretti], 20 [rs.]: 2 minuets 
for performing with bass obbligato for this instrument [a guitar], by Sors, at 4 rs. each: 
[this colon indicates the end of Sor’s entry, but no composer is given for the following] 6 
rigodones for the same [a guitar, or the same person: that is Sor?]: 6 songs for singing to 
the same instrument [a guitar], 2 with Spanish lyrics, 2 with French and 2 with Italian, at 
6 rs. each.215 

Either Moretti or Sor could have written such music and his name is adjacent, so it is possible 

he may have composed the “6 rigadones” and the Spanish, French and Italian songs. 

30 September 1808 Advertisement 
As we page through these musical advertisements in the Gaceta de Madrid, the historical 

context disappears from view. Spain was moving inexorably towards a war with France, with 

an ineffectual royal family at the helm. The French invasion of Spain by stealth on the pretext 

of requiring access to Portugal, began with the arrival in Spain of the French under Dupont 

on 13 November 1807. This was augmented by a second force, which by February 1808, had 

been formed into a unified invasion force under the command of Murat.216 The French 

reached Madrid on 3 March 1808. Godoy was arrested on 19 March 1808, and the subdued 

entry of Murat took place on 23 March 1808. This was followed by the rapturous welcome of 

Ferdinand VII on the next day.217 The uprising on 2 May and its repression on 3 May 1808, 

cleared the way for the new king, Joseph Bonaparte, to enter Madrid on 20 July and proclaim 

himself King of Spain on 24 July 1808.218 The popular resistance was growing by the day and 

responded to the invasion as an affront. This was spurred on by the victories that captured the 

popular imagination fuelled by such musical contributions like the patriotic songs that Sor 

was directly involved in composing, and the paintings and etchings of Franciso Goya on the 

second and third of May. The first inspiring event was the attack on the Montserrat monastery 

by General Schwartz and 3000 men between 5 and 7 June 1808.219 The Catalan peasants had 

                                                           
215 My translation of Gaceta de Madrid, no. 81, 9 July 1808, p. 766. 
216 J. Tranie, and J. C. Carmigniani, Napoleon’s War in Spain: The French Peninsular Campaigns, 1807–1814, translated 
Janet S. Mallender and John R. Clements, London: Arms and Armour Press, 1982, pp. 22–23. 
217 Tranie and Carmigniani, Napoleon’s War in Spain…, 1982, pp. 24–25. 
218 W. F. P. Napier, History of the War in the Peninsula and in the South of France from the year 1807 to the year 1814, 
London: Routledge, no date, 3 volumes, vol. 1, p. 13. The first edition in six volumes published in 1828. See Mangado, 
‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 45. 
219 Napier, History of the War in the Peninsula…, vol. 1, pp. 31–32. 
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a system of somaten or bells to call the somatenes to war and supported by women and 

priests, set out to attack the French on their way, forcing them to retreat to Martorel, on the 

way losing a gun and team of horses in a bridge collapse. Duhesme was repelled again at the 

same pass on 14 June, forcing the French into a retreat that took them back to Barcelona. The 

first siege of Zaragoza, a city of 50, 000 inhabitants on the river Ebro, with General José 

Palafox in charge, was laid by Count Lefebvre-Desnouëttes and Count Verdier for the 

French. In the initial attack on 30 June 1808, the French broke through the Porte del Carmen 

and in an act of desperate defence, Augustina, known as ‘Maria del Pilar’, found an inactive 

gun with its crew dead around it She stepped in to light the powder and drove the French 

back. This attack was renewed on 4 August 1808, but General José Palafox and the populace 

drove the French off once more. This came to be known as the victory at Zaragoza. Napier is 

not convinced of the “romantic tales of women rallying the troops…” but does not reject 

them out of hand, remarking “…for a long time afterwards Spain swarmed with heroines, 

clothed in half uniforms and loaded with weapons.”220 Heroic civilian resistance was also 

recorded when the French under Marshall Moncey, Duke of Conegliano, attacked Valencia 

on 27 and 28 June 1808 at exactly the same time. The 80, 000 inhabitants were waiting, a 

desperate mob of armed citizens rather than an army, who in the heat of the battle were 

rallied: “Padre Rico, a friar distinguished by his resolution, traversing the streets, with a cross 

in one hand and a sword in the other, aroused the sinking spirit and excited the fanaticism of 

the multitude…”.221 Moncey was forced into a retreat and it appears that the mention of his 

name in relation to patriotic compositions probably refers to this action at Valencia.  

The Spanish resistance also took inspiration from the victory at Bailén, which turned into 

a major defeat for the French. The French commanded by General Count Dupont de l’Etang 

were marching towards Cádiz, when he halted at Andujar on 2 June 1808. Here he was joined 

by General Count Dominique de Vedel. The Spanish had a system of juntas organised at 

Seville, Granada, Jaen and Cordoba, which had all formally declared war against the French. 

The Seville junta “…had 40, 000 men under [General Francisco Xavier] …Costaños. It was 

made up of four divisions: …commanded by [Théodore de] Reding [de Schwyz]; 

…Coupigny (a French émigré…); …Felix Jones, an Irishman; and …Juan Manuel de la 

Peña.”222 The French under Dupont, arrived in Bailén on 18 July to face Reding, hoping for 

the support of Vedel but “…at two o’clock, after losing about 2000, killed and wounded, 

                                                           
220 Napier, History of the War in the Peninsula…, vol. 1, p. 30. 
221 Napier, History of the War in the Peninsula…, vol. 1, pp. 38–39. 
222 Tranie and Carmigniani, Napoleon’s War in Spain…, 1982, pp. 39–44. 
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Dupont yielded to his destiny, and communicated his desire for a suspension of hostilities…” 

to Castaños.223 When Vedel finally arrived outside Bailén, he found himself made part of a 

surrender in which according to Napier “…18,000 French soldiers laid down their arms on 

the 22nd [of July 1808], before a raw army incapable of resisting half that number if the latter 

had been led by an able man…”.224 He estimates that Dupont lost over 4000 men killed: 

Intelligence of the capitulation of Baylen was secretly spread among the Spaniards in 
Madrid as early as the 23rd or 24th of July [1808], …Joseph [the king] called a council of 
war on the 29th …[and] …it was resolved to abandon Madrid and retire behind the Ebro 
[on 1 August 1808]… In a short time the French invaders were all behind the Ebro, the 
siege of Zaragoza was raised, and the triumphant cry of the Spaniards was heard 
throughout Europe.225  

This event was referred to as the victory of Reding at Bailén or the surrender of Dupont and 

inspired Spanish resistance. Napier continues: 

When the victory caused Joseph to abandon Madrid, the patriotic troops, guided by the 
caprice of the generals, moved in a variety of directions, without any fixed object in 
view, and without the slightest concert. Indeed all persons seemed to imagine that the 
war was at an end, and that rejoicing and triumph alone ought to occupy the minds of 
good Spaniards.226 

When the first victorious Spanish troops arrived in Madrid after the French departed they 

were “animated by revenge” and turned on anyone perceived as a collaborator:  

Madrid filled the educated people and the middle classes with terror on seeing camping 
in the streets that people with guitarrillas, singing, and along with even threatening… and 
leaving their daggers showing… so that no-one could believe in complete security.”227  

Napier says this group were commanded by “General Llamas, with 12, 000 infantry, and a 

few cavalry, [who] took the road to Madrid, and arrived there before any of the other 

generals.”228 Mangado says some afrancesados were murdered at this time, and order was 

restored only when the “victorious troops from Bailén triumphantly entered Madrid”.229 It 

was on this occasion that the troops arrived singing the Himno de la Victoria with words by 

Arriaza and music by Sor: “Bailén: On triumphantly entering Madrid the troops of general 

Castaños, were singing hymns that spread through the country, above all the original by 

                                                           
223 Explained in detail in chapter 8 of Napier, History of the War in the Peninsula…, vol. 1, pp. 46–56, at p. 51. 
224 Napier, History of the War in the Peninsula…, vol. 1, p. 51. 
225 Napier, History of the War in the Peninsula…, vol. 1, pp. 54–55. 
226 Napier, History of the War in the Peninsula…, vol. 1, p. 115. 
227 “Madrid se llenó de terror [de] la gente de educación y clase media al ver campeando por las calles aquella gente con 
guitarrillas, cantando, y a la par amenazando ... y dejando asomar puñales ... de modo que nadie podía creerse en plena 
seguridad.” Alcalá Galiano, cited in Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 
p. 46. 
228 Napier, History of the War in the Peninsula…, vol. 1, p. 115. 
229 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 46. My translation. 



S o r  a n d  P u b l i s h i n g  i n  S p a i n  469

Arriaza, with music by the maestro Sor, which was quickly made popular…”.230 Mangado 

describes Madrid as “flooded with odes and patriotic verses…”231 after the victory. On 30 

September 1808 the Gaceta de Madrid published the following: 

 

Figure 29. Possibly Sor’s Himno de la victoria ‘Venid, vencedores’ and his Los Defensores de la Patria ‘Vivir 
en cadenas’, Gaceta de Madrid, no. 130, 30 September 1808, p. 1232. Boletín Oficial del Estado: Colección 
Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

The translation below adds single quotation marks to possible Spanish song titles: 

In the warehouse of music and ruled paper in the avenue of San Gerónimo, in front of the 
Soledad, is found the following new music: ‘Dupont rendido’ [Dupont overcome], 
‘canción patriótica’ [patriotic song], ‘mi sueño’ [my dream], ‘himno de la victoria’ 
[hymn to the victory] of our troops, ‘the liberty of Spain’, and ‘marcha’ [march] 
dedicated to the entry of those victorious Spanish armies in Madrid: these songs for voice 
and piano; and also found with accompaniment for the guitar, from 8 rs. to 12 [rs.] 
each.232 

Two days after this, Napier says:  

Ferdinand was again proclaimed King of Spain, and the pomp and rejoicing attendant on 
this event put an end to all business, except that of intrigue. Castaños assumed the title of 
Captain-General of Madrid.233  

Sor set two poems by J. B. Arriaza: the Himno de la victoria: ‘Venid, vencedores’ and Los 

Defensores de la Patria: ‘Vivir en cadenas’.234 He was in Madrid some time before these 

events and composed these settings sufficiently long before the expulsion of the French to 

enable the troops of Costaños to learn the song and sing at their entry to Madrid. The diary of 

Rafaél de Amat, Barón de Maldá, mentions ‘Vivir en cadenas’ being sung with an orchestral 

accompaniment in 1810.235 Two more entries in the Gaceta de Madrid then followed, further 

clarifying the origins of these patriotic songs in advertisements. 

                                                           
230 “Bailén: Al entrar triunfalmente en Madrid las tropas del general Castaños, se cantaron himnos que pronto se difundieron 
por el territorio nacional, sobre todo el original de Arriaza, con música del maestro Sor, que rápidamente se hizo popular...”, 
See Mangado for the Spanish scholarship surrounding ‘Venid, vencedores’ in Madrid and the Spanish sources that establish 
Sor as the composer of the music. Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 
p. 46. My translation.  
231 “Madrid se vio inundada de odas y versos patrióticos…”, Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre 
Fernando Sor/Sor Studies, 2002, p. 45. 
232 My translation of Gaceta de Madrid, no. 141, 4 November 1808, p. 1364. 
233 Napier, History of the War in the Peninsula…, vol. 1, p. 117. 
234 Jeffery, Fernando Sor…, 1994, pp. 13–17. 
235 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 44 and pp. 45–47. 
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25 October 1808 Advertisement 
The music warehouse of Blas Laserna, calle del Príncipe, in association with the Libreria de 

Roquel, calle de Preciados, placed the following advertisement for “Dos himnos de la 

victoria:…, ambos al forte-piano…”:236 

 

Figure 30. Gaceta de Madrid, no. 137, 25 October 1808, p. 1364. Boletín Oficial del Estado: Colección 
Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

In my translation: 

Two hymns to the victory: one for the victors of Dupont237 and Moncei,238 which can be 
sung to the same music of the lyrics of the one by Mr. Arriaza for the entry of the 
victorious armies [at Bailén]: the other for the victory of Zaragoza, set to different music, 
both for the forte-piano. They are to be found at the music warehouse of D. Bas Laserna, 
calle de Principe; and separately at the printer in the same place, and in the librería de 
Roquel, calle de Preciados. 

The mention of Dupont is a reference to the surrender at Bailén, which is linked to Sor’s 

setting of Arriaza’s words in Himno de la victoria: ‘Venid, vencedores’. This advertisement 

offers a different set of lyrics to sing with this song, the new lyrics celebrate the victory over 

Moncey at Valencia. Probably this was Sor’s Los Defensores de la Patria: ‘Vivir en 

cadenas’, with words by Arriaza.239 The victory at Zaragoza, refers to the attack by Schwartz 

on Montserrat, where ‘Maria del Pilar’ lit the gun to drive the French army back, and 

describes a third song that may have been composed by someone else or, if it was by Sor, it is 

not clear which song this might be. 

4 November 1808 Advertisement 
The Librería de Dávila, calle de las Carretas, advertised a military piece for solo guitar and a 

song with piano accompaniment, which might be Sor’s Los Defensores de la Patria: ‘Vivir 

en cadenas’:  

                                                           
236 Gaceta de Madrid, no. 137, 25 October 1808, p. 1364. 
237 General Count Dupont de l’Etang (1765–1840). French General who lost at Bailén. Tranie and Carmigniani, Napoleon’s 
War in Spain…, 1982, pp. 37–39.  
238 Marshal Moncey, Duke of Conegliano (1754–1842), Tranie and Carmigniani, Napoleon’s War in Spain…, 1982, p. 33. 
239 See Jeffery, Fernando Sor…, 1994, pp. 13–16.  
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Figure 31. Patriotic works for guitar and piano.  Gaceta de Madrid, no. 141, 4 November 1808, p. 1364. 
Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

The whole advertisement is translated here as follows (my quotation marks):  

In the Librería de Dávila, calle de las Carretas, is found the following music: an attractive 
military piece for solo guitar: an allegro in which is represented the attack of Dupont on 
Reding: an adagio representing the surrender of Dupont to our troops; and the entrance of 
the people [in Madrid], 18rs.: the battle thereof for the piano, 28 [rs]; and the song for 
this, ‘la patria’, 8 [rs.].”240 

This programmatic battle piece consisted of an allegro representing the attack by Dupont on 

Reding, and an adagio signifying his surrender. The battle composed for the piano is followed 

by the song ‘la patria’, which I suggest is the title of the song ‘…la patria…’. One might have 

expected Sor’s name to have been used, considering his prestige as a guitar composer and 

bearing in mind that his branding as afrancesado for his French sympathies had yet to occur. 

11 November 1808 Advertisement 
Mateo Mintegui of the “almacén de música y papel rayado de la carrera de S[an] Geronimo, 

frente á la Soledad” with guitar accompaniment: “…himno de la victoria de Zaragoza: dichas 

canciones también están con acompañamiento de guitarra”,241  

 

Figure 32. Patriotic songs for guitar and piano, Gaceta de Madrid, no. 143, 11 November 1808, p. 1470. 
Boletín Oficial del Estado: Colección Histórica, <http://www.boe.es/aeboe/>, last accessed August 2010. 

The patriots of Aragón may be a reference to Sor’s ‘Los defensores de la Patria’ with words 

by Arriaza from Mintegui’s previous advertisement.242 

                                                           
240 Théodore de Reding de Schwyz (1755–1809). Spanish field marshal who “played a decisive role in the Battle of Bailén”. 
Tranie and Carmigniani, Napoleon’s War in Spain…, 1982, pp. 37–39. 
241 Gaceta de Madrid, no. 143, 11 November 1808, p. 1470. 
242 Gaceta de Madrid, no. 130, 30 September 1808, p. 1232. 
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BIOGRAPHICAL IMPLICATIONS 
The advertisements in the Gaceta de Madrid will need to be digested by students of Sor. I 

have focussed on identifying the entries, dates, publishers and possible works by Sor that they 

represent. In addition, I have drawn attention to the Spanish copisterías, which responded to 

the needs that modern engraving in the rest of Europe by industrialising the production of 

copies in Spain prior to the war in 1808. As I began to digest the significance of these listed 

works it became apparent that they have a bearing on Sor’s biography. It emerges that Sor 

learned the guitar relatively slowly achieving the proficiency that he exhibits in his ‘Grande 

Sonata’ perhaps as late as 1806. His other sonatas written prior to that enable us now to begin 

to try and understand his artistic and technical development, which was fully formed by the 

time he left for France. This addendum therefore revisits my Chapter 2, ‘Adjustments to Sor’s 

Biography’ by looking at the biographical implications of these works and their dates. 

The advertisements for Sor’s music that appear in the Gaceta de Madrid may or may not 

stand for copies that were authorised by the composer himself. Sor denies participation in the 

publication of his works and any implicit authorisation of these copies. After obtaining leave 

from the Duke de Medinaceli for his return to Madrid from Málaga he alleges that  

At this time people were already selling copies of his music, which he had given to the 
people for whom it had been composed. People in this way took fragments of his 
symphonies, the airs from Telemaco, and especially his boleros.243 

Without seeing these copies it is not possible to detect symphonic fragments and “airs from 

Telemaco” in the copistería advertisements that we have seen above, but his seguidillas are 

probably included. The other example fits Mateo Mintegui at the Almacén de papel rayado, 

in the calle de San Gerónimo, in front of the Soledad, who appears to have obtained a copy, 

possibly from the dedicatee himself or from one of his aides, of Sor’s presentation manuscript 

that was given to Godoy. This was then copied, with its dedication, to create the title “una 

grande sonata para guitarra, de Sor, dedicada al referido Ser[enisi]mo. S[eñor]. Generalísimo 

Almirante, 50 [rs.]:…”. 244 While this was done without the authorisation of Sor himself and 

so constituted a moral infringement of copyright, it does not mean that this was an inferior or 

unreliable copy. Without comparing presentation manuscript and copy it is not possible to 

evaluate the quality but copisterías did offer guarantees of the accuracy of their copies. Sor 

                                                           
243 « A cette époque on vendait déjà les copies de sa musique, qu'il donnait aux personnes pour lesquelles elle avait été faite. 
On tirait ainsi des fragments de ses symphonies, des airs de Télémaque, et surtout de ses boleros. », ‘Mémoires de Sor’, 
paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a. 
244 Gaceta de Madrid, no. 48, 5 June 1807, p. 574. 
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had no enforceable legal right upon which he could rely. In reading the Gaceta de Madrid 

entries we need to factor into the dates the possibility that the composition of a work may 

have taken place long before the copy was given to its dedicatee or “the people for whom it 

had been composed” as Sor describes them. It may also have taken more time to be leaked to 

the copistería owners. The ‘Grande Sonata’ (later Op. 22), published on 5 June 1807, may 

well have been presented to Godoy as early as when his guard of honour was formed after the 

War of the Oranges ended in June 1801, making the date of composition even earlier than 

that. The complexity of the writing suggest that he did not compose this work as early as 

1801, first writing his other sonatas, and doing so in Malaga as I have said. I suggest that his 

comment is somewhat disingenuous that he may have had more to do with the flurry of very 

good editions that suddenly entered the marketplace between 1806 and 1808 in Madrid.  

Our knowledge of Sor’s whereabouts is being incrementally added to, especially inside 

Spain, with every scholarly investigation into his life and works.245 The framework for this 

has long been Ledhuy’s extracts from the manuscript ‘Memoires de Sor’ that Sor prepared in 

about 1832. These extracts emphasise the Montserrat anecdotes while glossing over details 

that Ledhuy deemed unsuitable for the Parisian audience of the Encyclopédie Pittoresque. 

This has left scholars the task of weaving a narrative form out of the fragments of paraphrase 

that Ledhuy left us. Faced with the above advertisements in the Gaceta de Madrid, I believe 

that it should be standard practice to consider the Ledhuy account as accurate but incomplete 

and to recognise the lacunæ as a partly edited and partly autobiographical account of Sor’s 

life and works. On occasion, scholars still find it necessary to question Ledhuy’s account on 

the basis that he was an historian who bore some responsibility for the veracity of the text, 

when he was only the editor. Errors in the biography often indicate faulty assumptions of the 

part of the person pointing them out: Ledhuy may have misunderstood or omitted detail, and 

Sor, writing in about 1832, may have omitted or covered up his past or simply had a lapse in 

recalling complex events long past.  

At the age of nineteen, Sor’s opera Telemaco nell’ isola di Calipso had its debut on 25 

August 1797 and seventeen performances in its first season starting on 19 May 1798.246 In the 

week following this debut he was in classes at the Real Academia Militar de Matemáticas de 

Barcelona, which he attended for four years from 1796 to 1800.247 The curriculum of nine 

months of full-time study began in September and ended in June. He would have been in a 

                                                           
245 The collection of articles in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, is a testament to this. 
246 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 21. 
247 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 2002, p. 30. 
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military uniform at this time, which is why Rafael de Amat, barón de Maldá, describes him as 

a soldier. Compositions by Sor after September 1796 and before June 1800 would have been 

written in his spare time as an engineering student. He says he finished his opera just before 

the opening of the Military Academy and Rafael de Amat wrote a review of it in his diary: 

Day 25 of August 1797… The opera of this evening, entitled Telémaco en la isla de 
Calipso is by Sr. Fernando Sor, a boy of eighteen years, great performer on the guitar, 
who plucks with great skill, and who also plays the harpsichord and violin well, and he 
sings boleros and romances. Two or three years ago he left the school at Montserrat. His 
opera has stirred the curiosity of the public of Barcelona, and is mainly understood by the 
experts in music and of his profession, who had gone to listen to his skill in the Theatre. 
It is a great undertaking for a boy of eighteen years, who up to now only happened to 
play and sing boleros and romances plucked on the guitar. In this I consider [him] one of 
many experts who chase through Barcelona after dances [bailes], and binges, these 
things of the youth, typical of an excessively irresponsible boy. Tomorrow we will know 
if he has pleased this musical prodigy of those present at the Theatre, illuminated by this 
festival evening of celebration in the days of our Catholic Queen of Spain.248 

Josep Dolcet describes the review in the Diario de Barcelona as largely written by Sor 

himself.249 Incomplete manuscripts of the opera exist in two books at Montserrat and five 

copistería copies are preserved in the Orfeó Catalá in Barcelona250 confirming Sor’s account 

that his music was copied in this way. The overture’s orchestral parts are in Vilafranca del 

Penedès with a minuet not connected to the opera. There are three piano reductions and the 

libretto also survives.251 It is clear that a definitive list of all surviving sources of the music 

Sor composed in Spain is still a long way off. Many works are mentioned and much of it still 

lost but more of it is being rediscovered every day. This would appear to be a substantial 

achievement for a full-time student in his final year of study—suggesting that he might have 

been forced to extend his three-year course to four years on account of his musical activities. 

These activities did not stop at composing an opera. 

Rafael de Amat mentions Sor contradanzas being performed on 19 August 1798,252 and 

on 29 September 1798 he writes that he saw him at a festival in Sarría commenting: “…the 

                                                           
248 Rafael de Amat y de Cortada y de Sentjust, the fifth Barón de Maldá (in Catalan: Rafael d’Amat i de Cortada, Baró de 
Maldà), personal diary entitled ‘Calaix de Sastre’, Barcelona: Curial edicions catalanes, 1988–1996, 8 vols. The manuscript 
copy in 52 volumes is cited in Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, 
described on p. 22, footnotes 21 and 22. The original is in the Arxiu Històric de la Ciutat de Barcelona. This quotation is in 
Rafael de Amat, ‘Calaix de Sastre’, 25 August 1797, vol. III, p. 221, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 
2002, p. 33. 
249 Diario de Barcelona, 25 August 1797, no. 237, p. 984. Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre 
Fernando Sor/Sor Studies, 2002, p. 154, footnote 21. 
250 See Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 158. 
251 For details see Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 
157–159. 
252 Rafael de Amat, ‘Calaix de Sastre’, 19 August 1798, vol. IV, p. 79, in Mangado, ‘Fernando Sor…’, in Gásser, Estudios 
sobre Fernando Sor/Sor Studies, 2002, p. 23 footnote 69. 
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majority of these fellows were obviously currutacos. Of these, on a balcony, Sor, a musician 

who sees himself as the great composer and is conceited.253 The Diario de Barcelona reviews 

a benefit concert for Luis Bianchi on 10 December 1798 at which an intermezzo by Sor was 

performed: “...a small piece between Señora Ágata Bevilaqua and Señor Próspero Pedrazzi 

which consisted of a Cavatina, an Aria, some Boleros, an instrumental Recitativo, concluding 

with a Duo, all composition by the famous Author of Telemaco: followed by a gracious 

Saynete…”.254 On 17 January 1799, Sor plays at Rafael de Amat’s daughter’s wedding at the 

Marquis of Castellbell mansion in Barcelona.255 On 2 and 3 February 1799, the Diario de 

Barcelona announced two performances of Las preguntas de la Morante a tonadilla by Sor:  

Theater: Today, at five, performance by the Compañia Española la Comedia, entitled: El 
Domine Lucas; with a new Tonadilla sung by la Graciosa [María Morante], titled las 
preguntas de la Morante, composed by the well-known and accredited Author of 
Telemaco [Sor]:…256  

Mangado says María Morante, who played the role of ‘Graceful’, “…specialised in singing 

Spanish music—boleros, seguidillas, etc.—and acted in the theatre in the city between 1795 

and 1806.”257  

On his 21st birthday, 13 February 1799, while still studying at the Real Academia Militar 

de Matemáticas, Sor gives what Mangado describes as his first guitar recital at the house of 

Manuel Cornellas, in the calle dels Banys, which Rafael de Amat attended and duly diarised:  

…and above all to Fernando Sor, soldier, in his concert for guitar, solo, and with other 
instruments. Everybody was enchanted to hear his great skill on the guitar in all its 
registers with so much clarity and neatness, which he played off by heart. He is intense 
like his music tinged with mathematics, even though he is a scatter-brained and refined 
currutaco …258. 

                                                           
253 “Día 29 de septiembre de 1798: ... la mayoría de los sujetos que he visto eran currutacos. De éstos, en un balcón, a Sor, 
músico que se precia de gran compositor y es un presuntuoso.” Rafael de Amat, ‘Calaix de Sastre’, 29 September 1798, vol. 
IV, p. 100 in Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 23 footnote 70. 
254 “…una pequeña pieza entre la Señora Ágata Bevilaqua y el Señor Próspero Pedrazzi que consiste en una Cabatina, una 
Aria, unos Boleros, un Recitativo instrumental, concluyendo con un Duo, todo composición del célebre Autor del Telemaco: 
seguira un gracioso Saynete”, Diario de Barcelona, 10 December 1798, no. 343, p. 1392, in Mangado, ‘Fernando Sor…’, in 
Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 36 footnote 69.  
255 Rafael de Amat, ‘Calaix de Sastre’, 17 January 1799, vol. IV, pp. 148–149, in Mangado, ‘Fernando Sor…’, in Gásser, 
Estudios sobre Fernando Sor/Sor Studies, 2002, p. 24 footnote 73. 
256 “Teatro: Hoy, á las cinco, se representa por la Compañía Española la Comedia, intitulada: El Domine Lucas; con 
Tonadilla nueva que cantará la Graciosa, titulada las preguntas de la Morante, compuesta por el conocido y acreditado Autor 
del Telemaco…”, Diario de Barcelona, 2 February 1799, no. 33, p. 132, in Mangado, ‘Fernando Sor…’, in Gásser, Estudios 
sobre Fernando Sor/Sor Studies, 2002, p. 37, footnote 74.  
257 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 37. 
258 “Día 13 de febrero de 1799: Por la noche fue magnífica la academia de música en casa del Sr. notario Manuel Comellas, 
en la calle dels Banys, por haber asistido el tenor del Teatro, Luis Paccini, que cantó su aria y un dueto, y sobre todo por 
Fernando Sor, militar, en el concierto de guitarra, solo y con los demás instrumentos. Encantaba a todos oír su gran habilidad 
en la guitarra en todos sus registros con tanta claridad y limpieza, que la toca al derecho y al revés. Es vivo como la tiña para 
la música y las matemáticas, aunque es atolondrado y currutaco fino...”, Rafael de Amat, ‘Calaix de Sastre’, 3 February 
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Mangado suggests that Sor needed to sit an examination before the Board of Artillery in 

Madrid after he completed his course.259 The timeline that Sor constructed for Ledhuy has 

him in Barcelona at the military school while his opera was being performed, during which 

time “[h]e fruitfully studied the quartets of Haydn and Pleyel, and he acquired in that way 

practice in musical analysis, the purpose of which was the appreciation of the beauties of an 

art rather than of scholarly minutiae.”260 Upon finishing the course in June or July 1800 he 

departed for Madrid, where it does not appear that he was successful in his examination. This 

left him looking for something to do in Madrid with the help of family friends and he appears 

to have continued to work at composing and playing. 

Dolcet has found the score of Sor’s melodrama La Elvira portuguesa in various libraries, 

with no author given: “…preserved complete in almost all its details, making possible the 

reconstruction of the score, its edition and its performance.”261 He found that the première 

was held on 10 January 1801 in the Teatro del Príncipe in Madrid.262 Sor appears to have 

misremembered when this took place, confusing it with his second stay in Madrid, after the 

death of the Duchess of Alba. Sor’s account of his departure reads: 

After having spent four years at the military school, Sor departed for Madrid, where 
some elderly relatives of his father helped him gain access to the nobility (grands). His 
reputation as a guitarist had preceded him, and he was welcomed everywhere in a 
flattering way. Some friends wanted to prepare the way for him to play at court; but 
Carlos IV did not listen to any advice on music except that of the musicians of his 
household; and the latter, far from encouraging and applauding the talent of their 
compatriot, cast a critical eye on an amateur acquiring any positive knowledge of their 
art. The King had heard people speak of Sor, and he asked the head of his music what he 
thought of him. “It is something better than the usual frons-frons”, he said, “but Sor’s 
talent is that of so many amateurs, who play by instinct and by ear, but without knowing 
a note of music.” This reply annoyed Sor; but anxious to obtain advancement through his 
services rather than through the guitar, he resigned himself.263 

                                                                                                                                                                                     
1799, vol. IV, pp. 158–159, in Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 
37, footnote 74. 
259 “The soldiers or civilians who wished to be admitted to the corps of the artillery or engineers, once they had finished their 
studies, had to request it expressly and to pass an examination of proficiency in Madrid before the Real Junta de Artillería o 
de Fortificación [Royal Board of Artillery or Fortification].” My translation. Mangado, ‘Fernando Sor…’, in Gásser, 
Estudios sobre Fernando Sor/Sor Studies, 2002, p. 31. 
260 « Il étudia avec fruit les quatuors d'Haydn et de Pleyel, et il acquit ainsi une pratique de l'analyse musicale, qui a pour but 
l'appréciation des beautés d'un art, plutôt que les minuties de l'école. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, 
edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 164b. 
261 Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 164. 
262 Dolcet, ‘La producción de Sor…’, 2002, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 165. 
263 « Après avoir passé quatre années à l'école militaire, Sor partit pour Madrid, où les anciennes relations de son père lui 
donnèrent accès près des grands. Sa réputation de guitariste l'avait précédé, et il reçut partout un accueil flatteur. Quelques 
amis voulaient lui préparer les voies pour qu'il jouât à la cour ; mais Charles IV n'écoutait d'autre avis sur la musique que 
celle des musiciens de sa chambre, et ceux-ci, bien loin d'encourager et d'applaudir au talent de leur compatriote, voyaient de 
mauvais oeil qu'un amateur eût acquis des connaissances positives dans leur art. Le roi avait entendu parler de Sor, il 
demanda au chef de sa musique ce qu'il en pensait. «C'est, dit celui-ci, quelque chose de mieux que les frons frons 
ordinaires, mais le talent de Sor est celui de tant d'amateurs, qui jouent par instinct et d'oreille, mais sans connaître une note 
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It was after this that Sor obtained the patronage of the Duchess of Alba, in whose house he 

lived for some time. He gives the impression that this continued until she left Madrid only to 

die suddenly on 23 July 1802, which is the date that is accepted as marking the end of his first 

stay in Madrid. He says that after her death a sinecure from the Duke of Medinaceli enabled 

him to return to Barcelona where he composed “…two symphonies, three quartets, a salve, 

five or six rosarios, and many Spanish songs…”,264 and also worked with Francesco Queralt 

at the Barcelona Cathedral and Josep Cau at Santa-María del Mar. However, Rafael de Amat 

heard him play “…one of his compositions with many variations and modulations”265 on 6 

May 1802, at the house of the marquesa de Castellbell, two and a half months earlier than 

that, which means he must have organised his sinecure with the Duke of Medinaceli before 

the Duchess died and returned to Barcelona before the concert that Rafael de Amat heard.  

Saldoni says Sor was in Málaga between 1802 and 1803,266 which has been doubted. This 

has been complicated by Rafael de Amat who, on 6 September 1803, records the rumour of 

Sor’s premature death and comments on his “pretensions with the señor the Príncipe de La 

Paz”.267 On 18 October 1803 he finds this to be wrong and remarks on his being in Málaga 

instead, although he is unable to say for whom he was working.268 This offers us a possible 

date for Sor’s departure from Barcelona for his second visit to Madrid on the basis that Rafael 

de Amat knew that he was no longer in Barcelona. Sor went to Madrid for some time before 

he went on to Málaga, and it now appears that he went back to Málaga again after that, as we 

shall see. Sor himself is confused about this sequence of events. In his account he says in the 

words of Ledhuy that with the leave of the Duke de Medinaceli, and having composed works 

in Barcelona, he returned to Madrid: 

…where he composed the music for a melodrama, La Elvira Portuguesa [which we now 
know was first performed in 1801], a motet for four voices and orchestra for the church 
of La Merced [which is in Barcelona not Madrid?], and several boleros. At this time 
people were already selling copies of his music, which he had given to the people for 

                                                                                                                                                                                     
de musique.» Cette réponse chagrina Sor ; mais plus désireux d'obtenir de l'avancement par ses services que par la guitare, il 
se résigna. », ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 
1835, p. 164b. 
264 « Il composa alors deux symphonies, trois quatuors, un salve, cinq ou six rosarios, et beaucoup d'airs espagnols… » 
‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a. 
265 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 39: “…de sus composiciones 
con muchas variaciones y modulaciones…”. 
266 Mangado quotes Saldoni: Diccionario, vol. 1, p. 264:“For the years of 1802 and 1803, in which Sors was an official of 
the army, being in the garrison in Malaga, or very close to that city…” (my translation) see Mangado, ‘Fernando Sor…’, in 
Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 42, footnote 95. 
267 Rafael de Amat, ‘Calaix de Sastre’, 6 September 1803, vol. VI, p. 246, Mangado, ‘Fernando Sor…’, in Gásser, Estudios 
sobre Fernando Sor/Sor Studies, 2002, p. 42. 
268 Rafael de Amat, ‘Calaix de Sastre’, 18 October 1803, vol. VI, p. 261, in Mangado, ‘Fernando Sor…’, in Gásser, Estudios 
sobre Fernando Sor/Sor Studies, 2002, p. 42. 
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whom it had been composed [a problem Sor actually faced in Madrid after September 
1806 as the Gaceta de Madrid entries show]. People in this way took fragments of his 
symphonies, the airs from Telemaco [copies of these works were probably made in 
Barcelona], and especially his boleros.269 

This is confused. I suggest a big chunk of text about Sor’s second Madrid visit was cut from 

the Ledhuy account, and/or Sor may have forgotten the order of events. The paragraph that 

follows this one indicates he was no longer working for the Duke de Medinaceli but was in 

the employ of the court. This paragraph follows on directly from the one above: 

After quite a long stay in Madrid, he was appointed head of a small royal administration 
in Andalucía. The duties of the post did not prevent him from passing the greater part of 
his time in Málaga, where he occupied himself successfully with music. There he 
directed the concerts of the American Consul, Mr. Kirkpatrick. His liaison with the 
organist of the cathedral was useful to him. In this way the four years that preceded the 
arrival of Napoleon in Spain went by. Sor asked permission to return to Madrid, where 
he linked up with a number of Frenchmen, excellent musicians, notably Monsieur 
d’Auberlin and Monsieur Le Barbier de Tinand. 270 

Sor’s “quite a long stay in Madrid” appears to have begun before September 1803, when 

Rafael de Amat lost track of him and he organised himself a royal appointment by the court 

near Málaga. The above paragraph lumps together his time in Málaga and return to Madrid, 

all compressed into the four years before “the arrival of Napoleon in Spain” on 8 December 

1808. There is evidence that his transfer back to Madrid should be dated as prior to 18, 19 or 

20 January 1808, when “…a ballet, was performed in the Teatro de la Santa Cruz, with music 

apparently by Sor, entitled El señor benéfico, with choroegraphy by Gaspar Ronzi…”.271 This 

is the Spanish source of his London ballet Le Seigneur Généreux with its French title. His 

mentioning two French musicians with whom he worked may have had something to do with 

this and also suggests that these innocuous French associations may have been the reason he 

was branded afrancesado as Mangado points out. In my view these associations are tame 

compared to his occupation as a police commissioner with links to General Suchet.  

Sor was probably in Madrid when Joseph Bonaparte arrived on 20 July for the coronation 

on 24 July 1808. The French arrival in Spain could be the arrival of Dupont on 13 November 
                                                           
269 « Sor revint à Madrid, où il composa la musique d'un mélodrame, La Elvira Portuguesa, un motet à quatre voix, avec 
orchestre, pour l'église de la Merced, et plusieurs boleros. A cette époque on vendait déjà les copies de sa musique, qu'il 
donnait aux personnes pour lesquelles elle avait été faite. On tirait ainsi des fragments de ses symphonies, des airs de 
Télémaque, et surtout de ses boleros. » ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, 
Encyclopédie pittoresque…, 1835, p. 165a. 
270 « Après un séjour assez long à Madrid, il fut nommé chef d'une petite administration royale, en Andalousie. Les devoirs 
de son emploi ne l'empêchèrent point de passer une grande partie de son temps à Malaga, où il s'occupa de musique avec 
succès. Il dirigeait là les concerts du consul américain, M. Kirkpatrik. Sa liaison avec l'organiste de la cathédrale lui fut utile. 
Ainsi s'écoulèrent quatre années qui précédèrent l'arrivée de Napoléon en Espagne. Sor demanda la permission de retourner à 
Madrid, où il se lia avec plusieurs Français, excellents musiciens, notamment M. d'Auberlin et M. Le Barbier de Tinand. » 
‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a. 
271 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 43. 
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1807, which led to a unified French army being established under Murat by February 1808.272 

Such details would probably not have been known to Sor, emerging in historical documents 

at a later date. The French forces were in Spain with government agreement, which means 

that this is probably not the date Sor is referring to, reading him literally, it seems that he is 

describing Napoleon’s entry into Spain on horseback, riding from Bayonne to Vittoria on 8 

November 1808. The failures of his generals during the course of 1808, especially the mass 

surrender of Dupont, brought Napoleon in person and on the day he arrived he formulated a 

strategy and acted on it with astonishing speed. The day after he rode in he sent forces into 

battle at Gamonal killing 2,500 Spaniards and the following day forced a rout at Espinosa, so 

that, by 10 November, he could establish his headquarters in Burgos. By 15 November 1808 

he had assembled 335,223 men 43,920 cavalry horses and 16,808 artillery horses.273 This 

massive force was completely underestimated by the Spanish and by 2 December 1808 

Napoleon was in Madrid.  

The Spanish took the surrender of Dupont at Bailén to be an indicator of the immanent 

expulsion of the French and in Sor’s account we find him saying in the third person:  

After the battle of Bailén, Madrid was evacuated by the French [Joseph leaving by 1 
August 1808]; troops were levied for the resistance [initially unaware of Napoleon’s 
arrival on 8 November 1808], and those who had been linked with the French 
[afrancesado] were marked out for the popular fury. Sor resumed his service; his 
regiment, scarcely formed, took part in the resistance, and only dispersed after the entry 
of the French into Madrid [under Napoleon on 2 December 1808].274  

This vivid description suggests that Sor was in Madrid when Napoleon arrived. The scene 

that confronted Napoleon on his entry to the city was later described by Napier in words that 

are reminiscent of those used by Sor: 

Madrid was in a state of anarchy seldom equalled. A local and military junta were 
formed, to conduct the defence; the inhabitants took arms, a multitude of peasants from 
the neighbourhood entered the place… The pavement was taken up, the streets were 
barricaded…. The people demanded ammunition…, said it was mixed with sand…, 
accused the Marquis of Perales… [and] a mob rushed to his house, murdered him, and 
dragged his body about the streets. Many others of inferior note fell victims to this fury, 
for no man was safe, none durst assume authority to control, none durst give honest 
advice; the houses were thrown open, the bells of the convents and churches rung 

                                                           
272 Tranie and Carmigniani, Napoleon’s War in Spain…, 1982, pp. 22–23. 
273 Napier, History of the War in the Peninsula…, vol. 1, Appendix, p. 451. 
274 « Après la bataille de Bailén, Madrid fut évacué par les Français, on leva des troupes pour leur résister, et ceux qui 
avaient été liés avec des Français étaient signalés à la fureur populaire. Sor reprit du service ; son régiment, à peine formé, 
prit part à la résistance, et ne se dispersa qu'après l'entrée des Français à Madrid. », ‘Mémoires de Sor’, paraphrased Ledhuy 
in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a. See Mangado, ‘Fernando Sor…’, in Gásser, 
Estudios sobre Fernando Sor/Sor Studies, 2002, p. 48. 
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incessantly, and a band of ferocious armed men traversed the streets in all the madness of 
popular insurrection.275 

Spanish preparations after the retreat of Joseph were confused, due to Joseph’s inadequacy as 

a general, which was heavily criticised by Napoleon in letters to him that were completely 

ignored.276 Napier says: “…if genius was asleep with the French, it was dead with the 

Spanish.”277 Sor’s sketchy account above does not indicate which regiment he joined only 

that it was “scarcely formed”; nor does it tell us what part he took in “the resistance” against 

the forces commanded by Joseph, which took place far north and east of Madrid.  

The poor preparation of Sor’s “regiment” suggests that he was not involved in much 

“resistance” against Napoleon on his approached Madrid—for example at Tudela278 or at 

Somosierra,279 north-east of Madrid. As a graduate in military engineering Sor would have 

been involved in preparations for the defence of Madrid but as an afrancesado ‘traitor’ at the 

height of the repression he would have been faced with the “popular fury” he describes and 

may well have left for Andalucía to escape the anarchy. Sor’s memoir (or Ledhuy’s editing) 

is obviously telescoping overlapping events that are separated by some time. His account 

continues: “Sor then left for Andalucía, where he was appointed Captain of the regiment of 

volunteers at Cordoba [the Voluntarios Cordobeses].”280 Ortí Belmonte points out that: “A 

great number of soldiers that were dispersed by the French troops when entering Madrid, 

crossed the Sierra Morena gorge, looking for refuge in Córdova”.281 This would have been 

the end of 1808 or the beginning of 1809 and Mangado suggests that Sor was one of these. 

This would depend on whether he was considered afrancesado by this time, which would 

perhaps have forced him to continue on to Málaga, where he had previously lived and knew 

people. This would mean that he only enlisted as Captain in the Voluntarios Cordobeses at 

the end of 1809. The best evidence for this is the patriotic music he composed in Málaga in 

1809 and the influence of the revolutionary organist at the cathedral there, Joaquín Murguía. 

                                                           
275 Napier, History of the War in the Peninsula…, vol. 1, p. 170. 
276 Napier, History of the War in the Peninsula…, vol. 1, Book 3, chapter 5. 
277 Napier, History of the War in the Peninsula…, vol. 1, p. 152. 
278 Napier, History of the War in the Peninsula…, vol. 1, pp. 166–168. 
279 Napier, History of the War in the Peninsula…, vol. 1, pp. 166–168. 
280 « Sor reprit du service ; son régiment, à peine formé, prit part à la résistance, et ne se dispersa qu'après l'entrée des 
Français à Madrid. Sor partit alors pour l'Andalousie, où il fut nommé capitaine au régiment des volontaires de Cordoue. », 
‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a. See 
Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 48. 
281 Miguel Angel Ortí Belmonte: Córdoba durante la Guerra de la Independencia, 1808-1813, cited by Mangado, ‘Fernando 
Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 47. 
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On 1 January 1809 Napoleon took Astorga in his pursuit of the British general Sir John 

Moore, when he heard news of his troubles in Austria and was compelled to leave Spain as 

suddenly as he had come. Before doing so he returned to Valladolid as described Napier:  

…where he received the addresses of the notables and deputies from Madrid and the 
great towns, and strove, by promises and other means, to win the good opinion of the 
public. Appointing Joseph to be his lieutenant-general, he allotted separate provinces to 
his corps d’armée; and directing his imperial guard to return to France, after three days 
he departed himself with scarcely any escort, but with a speed that frustrated the designs 
…the Spaniards had formed against his person.282  

As commander of the French army and King of Spain, Joseph Napoleon was vacillating and 

incompetent and only got around to invading Andalucía in 1810 after, as Napier writes: 

Napoleon, victorious in Germany, and ready to turn his undivided strength once more 
against the Peninsula, complained of the past inactivity of the king, and Joseph prepared 
to commence the campaign of 1810 with vigour.283  

Between 14 and 17 January 1810 this invasion began with Sebastiani in Villa Nueva de 

los Infantes preparing to advance on Jaen. On 20 January he bridged the Guadalquivir as 

Seville was descending into a state of anarchy that exploded on 24 January: “Mobs traversing 

all the quarters of the city, called out, some for the deposition of the junta, others for the 

heads of the Members”.284 Sebastiani was resisted by the Spanish general Areizaga and as 

Napier describes it: 

Areizaga rallied his troops at Jaen, but Sebastiani marching from Úbeda, drove him upon 
Alcalá Real, and Jaen surrendered with 46 guns mounted on the walls. The Spanish 
general made one more stand, but again being beaten, and all his artillery captured, his 
army dispersed. …[Then] Sebastiani marched upon Grenada, and entering it the 28th of 
January, was received with apparent joy, so entirely had the government of the central 
junta extinguished the former enthusiasm of the people. 285 

Napier says this enabled Joseph on the other flank to move “…on Cordova the 27th, and there 

also, as at Jaen and Grenada, the invaders were received without any mark of aversion.”286 

These troops went on to Cádiz. With Sebastiani bearing down on them and surrender all 

around the people of Málaga were rising up:  

At Málaga, the people had imprisoned the members of the local junta, and headed by a 
Capuchin friar, resolved to fight the French, and a vast multitude armed in all manners 
took post above Antequera and Alhama, where the road from Grenada enters the 

                                                           
282 Napier, History of the War in the Peninsula…, vol. 1, p. 195. 
283 Napier, History of the War in the Peninsula…, vol. 2, p. 36. 
284 Napier, History of the War in the Peninsula…, vol. 2, p. 41. 
285 Napier, History of the War in the Peninsula…, vol. 2, p. 41. 
286 Napier, History of the War in the Peninsula…, vol. 2, p. 42. 
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hills.…As this insurrection was spreading, not only in the mountains, but through the 
plains of Grenada, Sebastiani resolved to fall on at once…287  

On 5 February Spanish fighters were driven into Málaga which surrendered “terrified and 

submissive to the last degree”.288 Vacillating as usual, Joseph did not press his military 

advantage by immediately advancing on Cádiz.  

Roger Quin, in his analysis of Sor’s ‘Motéte al Santísimo Sacramento’ for choir and 

orchestra found in the archive of the Málaga Cathedral,289 describes the manuscript as: “…in 

Sor’s autograph… scored for choir with 2 clarinets, 2 French Horns and strings. There are 12 

individual parts, with no full score, and the work’s title is written on the ‘cello/double bass 

part…”.290 The first performance took place in Málaga Cathedral, on the Feast of Corpus 

Christi, which dates the manuscript to exactly 8 June 1809. As Quin’s subtitle indicates this is 

a “motet in time of war”. Sor in his paraphrased memoirs, has a cryptic little sentence in his 

discussion of his first visit to Málaga that reads: “His [Sor’s] liaison with the organist of the 

cathedral was useful to him.”291 This can only be a reference to Joaquín Murguía, the organist 

at the Málaga Cathedral. The question is whether Sor, living 170 kilometres away in Málaga, 

was a member of the Voluntarios Cordobeses in Córdova? As a Captain one would expect 

him to have had military duties elsewhere. Murguía was a Spanish nationalist who may have 

had a more profound influence on Sor than this cryptic sentence suggests, Quin writes of him: 

…[I]n 1808, he composed a Libera me, for double choir and full orchestra, as a tribute to 
the conquerors of Bailén. He then, in 1809, wrote a fascinating pamphlet exhorting his 
fellow Spanish composers to write stirring patriotic works to aid the Nation in its 
struggle for freedom. …In an erudite and rhetorical style he shows how nations 
throughout history have responded to the power of music in time of war, and criticises 
Spanish composers for having failed Spain at this time of greatest need. He ends by 
printing a setting of Arriaza’s Himno de la Victotria in a setting by the organist Benito 
Pérez.292  

It may be worth investigating who organised the Spanish resistance and civil revolt inside 

Málaga in the light of Napier’s statement that the citizens were “…headed by a Capuchin 

friar…”293 in forming the resolution to fight the French. The role of music in these events 

also implicates Sor, who may have been much more involved in these events as a composer 

                                                           
287 Napier, History of the War in the Peninsula…, vol. 2, p. 43. 
288 Napier, History of the War in the Peninsula…, vol. 2, p. 43. 
289 Quin, ‘Sor’s Motéte al Santísimo Sacramento…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, at p. 252. 
290 Quin, ‘Sor’s Motéte al Santísimo Sacramento…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 251–
252. 
291 « Sa liaison avec l'organiste de la cathédrale lui fut utile. », ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited 
Ledhuy and Bertini, Encyclopédie pittoresque…, 1835, p. 165a. 
292 Quin, ‘Sor’s Motéte al Santísimo Sacramento…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 255. 
293 Napier, History of the War in the Peninsula…, vol. 2, p. 43. 
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raising the spirits of resistance with his music. Sor’s composition of his motet fits very easily 

into this narrative. The text of his motet is ‘O Salutaris Hostia / que caeli pandis hostium / 

Bella premunt hostilia / da robur, fer auxillium’ or ‘O Saving Host / opening wide the gates 

of heaven / We are hard pressed by hostile war / give strength, bring help’.294 Quin points out 

that Sor’s setting of this text has the first line repeated three times over 20 bars; the second 

line is repeated twice in nine bars and the third line is repeated three times in 17 bars; the 

final line, ‘give strength, bring help’, is stated no less than seventeen times over 94 bars.295  

The second reason for placing Sor in Málaga is his song ‘No tocarán campañas’, which 

published in France as: ‘Impromptu dans le genre du Boléro, fait au Sujet du grand bruit que 

l’on fait avec les Cloches l’après midi de la Toussaints en Espagne, Par F. Sor’. This may be 

translated as: “Impromptu in the style of the Boléro, composed on the Subject of the great 

noise that one hears with the midday Bells on All Saints Day in Spain, By F Sor.”296 This 

gives us the precise date of 1 November 1809 for this work. Sor’s description concludes: 

But the efforts of the Spanish did not prevent the gradual advance of the enemy army, 
and General Sebastiani arrived in Andalucía before the Cordovan Volunteers were fully 
formed. Sor followed the example of so many others; he believed Joseph’s power to be 
consolidated and he took the oath.297 

Quin argues that Sor was a Captain in the Voluntarios Cordobeses in 1809 but there is no 

evidence that he enlisted. Sebastiani began his advance on Jaen on 20 January 1810, and the 

anarchy in Málaga would have been at about the time that Sor enlisted or just after that. It 

was after the surrender on 5 February 1810 that Sor—with some relief—“took the oath”:  

Sor then held the position of Principal Commissioner [of Police] in the province of 
Jerez298. His knowledge of French must have been very important to him in obtaining 
that appointment, and it was the cause of his exile, because during the two and a half 
years that he remained in that position, José’s police were responsible for terrible 
repression in the area299. 

The authority Mangado cites is Ortí Belmonte, whose describes this organisation: 

                                                           
294 Quin, ‘Sor’s Motéte al Santísimo Sacramento…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, pp. 255–
256. 
295 Quin, ‘Sor’s Motéte al Santísimo Sacramento…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 256. 
296 Jeffery, Fernando Sor…, 1994, p. 179. 
297 « Mais les efforts des Espagnols n'empêchèrent point les mouvements progressifs de l'armée ennemie, et le général 
Sébastiani arriva en Andalousie avant que les volontaires cordouans fussent réunis. Sor suivit l'exemple de tant d'autres ; il 
crut le pouvoir de Joseph affermi et il prêta serment. », ‘Mémoires de Sor’, paraphrased Ledhuy in ‘Sor’, edited Ledhuy and 
Bertini, Encyclopédie pittoresque…, 1835, p. 165a. 
298 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50. 
299 Rafael Abella, José Bonaparte, Barcelona: Planeta, 1997, p. 103 quotation in Mangado, ‘Fernando Sor…’, in Gásser, 
Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50 footnote 125. 
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In some Andalucían populations, Seville amongst others, the French created a corps of 
police, chosen from among the people but more degenerate and made up of the real dregs 
of society. The denunciations, the arrests and the abuses authority that were attributed to 
this body, fell as a scourge in the towns where it existed.300 

Sor eventually ends up associating with Marshall Suchet and his family in Valencia, from 

where he departs for France into exile as discussed earlier in Chapter 2, ‘Adjustments to Sor’s 

Biography’. In the chapter that follows we look at the publications of Salvador Castro de 

Gistau in Paris. 

 
300 Mangado, ‘Fernando Sor…’, in Gásser, Estudios sobre Fernando Sor/Sor Studies, 2002, p. 50. 



 

 



 

 



10. Salvador Castro de Gistau 

Fernando Sor’s music for the guitar first came to the attention of guitarists in Paris through 

the editions of Salvador Castro de Gistau. It is to him that Sor probably referring when he 

writes about his early editions in his Méthode…: 

Several of these pieces would never have been exposed to the public, had I been 
consulted; but some persons who had copies (most of them incorrect) communicated 
them to the editor [publisher, probably Castro], who, doing far too much honour to my 
talents, seized with pleasure everything that bore my name. However, since they are 
published, they may serve to prove how many useful reflections I have made since, if 
compared with my twenty-four lessons [Op. 31] and my twenty-four studies [Opp. 6/29]: 
these reflections I am now about to communicate and explain to the reader.1 

Castro was a Spaniard born in Madrid in 1770,2 who made his living in Paris as a guitarist, 

teacher, composer, arranger and publisher of songs and solo music in the Journal de Musique 

Étrangère pour la Guitare ou Lyre.3 His French chansons, Italian canzonettas and Spanish 

seguidillas and boleros were provided with accompaniments for guitar and piano mostly 

arranged himself. Brian Jeffery says of Sor’s pieces in the Journal and their dating:  

The earliest known editions of Sor’s guitar music… appeared probably about 1810; the 
latest possible date is 1814. …[In footnote 27 he continues:] …The Journal, …is 
undated. Choron and Fayolle mention it, so it must have begun by December 1810. All 
numbers bear on the title page the words ‘Déposé à la Bibliothèque Impériale’ which 
means they must date either from before the fall of Napoleon in March 1814, when the 
word ‘Impériale’ ceased to be used, or else from the Hundred Days (March –July 1815). 
It may well be that that the Journal dates from the very earliest years of the century; that 
is the opinion of the Catalogue Collectif des Périodiques (Paris, Bibliothèque nationale, 
1969), which dates it ‘entre 1802 et 1810, but without giving reasons.4  

The speculative reference to 1802 in the above quotation has not been investigated seriously. 

On the basis of Choron and Fayolle the date of December 1810 has become the universally 

accepted publication date for the Castro editions and, by analogy, for Sor’s entry into wider 

European consciousness. The date 1810, used by Jeffery in all his editions when referring to 

                                                 
1 Sor, Method…, translated Merrick, 1832, p. 6, lines 13–18. « Plusieurs de ces morceaux n'auraient jamais été exposés au 
public si l'on consulté; mais des personnes qui en avaient des copies (la plupart incorrectes) en firent affaire avec l'éditeur, 
qui, faisant beaucoup trop d'honneur à mon talent, s'emparait avec plaisir de tout ce qui portait mon nom. Cependant, 
puisqu'ils sont publiés, ils doivent servir à prouver combien de réflexions utiles j'ai faites depuis, si on les compare avec mes 
vingt-quatre leçons et mes vingt-quatre études : ce sont ces mêmes réflexions que je vais exposer au lecteur. » Sor, 
Méthode…, 1830, p. 4. 
2 Jeffery, Fernando Sor…, 1994, p. 25, citing Alexandre Choron and François Joseph Marie Fayolle, Dictionnaire historique 
des musiciens, artistes et amateurs, morts ou vivans, qui se sont illustrés en une partie quelconque de la musique et des arts 
qui y sont relatifs…, Paris: Valade, December 1810. 
3 Salvador Castro de Gistau, editor, Journal de Musique Étrangère pour la Guitare ou Lyre, issued fortnightly, from issue 13 
on, issued monthly, Paris: Chez l’Editeur et Auteur, c. 1808. 
4 Jeffery, Fernando Sor…, 1994, p. 25 and note on p. 29. 
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Castro that now also appears in every article, book and liner-note I have seen requires a more 

thorough investigation. In this chapter I will be examining Castro’s guitar editions and the 

publications in which they are to be found. 

In the Bibliothèque nationale de France there are a pair of works by Sor with the titles 

“Minuetto” and “Contre-danse” that were published in Castro’s Premier Cahier de Pièces 

pour la Guitare tirée de meilleurs Auteurs Espagnols Publiées par Castro Op. 11, shelf no. 

Vm9 3530. This work is known as “Un Menuet et un Petit Allegro pour la Guitare ou Lyre” 

was published in cahiers (as Castro calls them) 12 and [15] in the Journal de Musique 

Étrangère pour la Guitare ou Lyre.5 These two copies represent different states of the same 

plate, which are compared on the page following, the earlier issue being identified by the ink 

corrections on the earlier copy that are reflected in engraved corrections in the second copy. 

The changes made in the revised state of the plate are the following: 

1. The caption title is replaced and the scordatura is explained and notated. 

2. The composer’s name and title of the piece, is removed to the caption title, and the 

name of the piece becomes “Menuet” instead of “Minuetto”  

3. A new tempo indication of “Andante” is added. 

4. The imprint is added to the bottom of the page, along with the plate number “2”. 

5. Bars 1-3: The missing d on the fourth course in bars 1 and 3 is added; the doubled fifth 

forming an internal pedal in the chord is changed from a to d in bar 1, creating an inner 

voice with linear interest. 

1. Bar 6: “Senpre” is corrected to “Sempre”. 

2. Bars 9 and 11: Bass semibreve corrected to a minim. 

3. Bar 12: Accidentals corrected in pen are added to the engraving. 

4. Bars 19 and 21: Appoggiatura ornament changed to struck-through quaver to indicate 

the acciaccatura. 

5. Bar 22: Slurs are added, and the written-out turn is inverted to begin on the upper note. 

6. Bar 24: Handwritten corrections to the bass beams added.  

                                                 
5 The square brackets indicate a number in the order imposed on the Cahiers (or books) in the main Paris copy of the Journal 
de Musique Étrangère in the Bibliothèque nationale de France, shelf no. Vm7 2383, which in this chapter I will show that in 
spite of the catalogue describing the volumes as identical, a mistake jumbling the copies making up the two volumes in Paris 
has caused confusion for researchers attempting to use this source. 
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Figure 1. Top: Castro, Premier Cahier de Pièces pour la Guitare tirée de meilleurs Auteurs Espagnols Publiées 
par Castro, Op. XI, BnF, shelf no. Vm9 3530. Below: Castro, Journal de Musique Etrangère pour la Guitare 
ou Lyre, Cahier No. 12, BnF, shelf no. Vm7 2383 and Vm7 2383A, reproduced in Jeffery, Complete Works…, 
Tecla, 1982, vol. 3, together with Sor’s Op. 23. Bar numbers added by me. 
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The plate registrations of the copies match perfectly, confirming that they were from one 

plate that was subsequently altered. The corrections are mainly misprints that are technically 

easy to implement and these are listed as follows: 

1. Bar 1: on the amended plate the missing a’s leave a wider spacing between the lines. 

2. Bar 5: The “Harmonici” dotted line (with 18 dots) is engraved freehand and is spaced 

identically with equal weighting to the dots, etc.  

3. Bar 6: 34 dots follow the same erratic patterns of freehand.  

4. The correction to “Senpre” leaves the “…pre” in the same position while the “Sen” is 

deleted and the “Sem” is shifted to the left. 

5. Bar 21: the mess surrounding the change to the ornament (not visible in the 

reproductions); the common a1 is in the same position. 

It is not necessary to reproduce the second pages of these copies, which have similar features 

and changes. For example, in bars 27 and 29 of the amended issue the indication “ras” above 

the chords has been added for “rasgueado”, and the old-fashioned name for the second piece 

has been changed from “Contre danse” to “Allegretto ma non troppo”. These changes appear 

to me to be sufficiently important to warrant describing the later state of the plate as a new 

edition. The earlier edition, therefore, provides us with a proper title for this piece: “Minuetto 

e Contre danse”. Castro’s pairing of these two dances under the title: “Un Menuet et un Petit 

Allegro” in his second edition is an editorial fabrication. These two states of the plate exist in 

an even later state in the Journal de Musique Étrangère, Vm7 2383 in Cahier [15] and in the 

copy in the British Library, shelf no. E.1860.b. with its plate numbers altered from “2” to “12. 

G.” Since the registration of the “2” remains the same in both copies, the “1” and “.G.” must 

have been added later. By adding a new title page, changing the title, and fixing the misprints, 

Castro was recycling his old plates. As Sor was still in Spain there is no possibility he was 

involved or that he authorised either edition or any of the corrections.  

CASTRO’S JOURNAL DE MUSIQUE ÉTRANGERE 
There are two copies of Castro’s Journal de Musique Étrangère pour la Guitare ou Lyre in 

the Bibliothèque nationale de France in Paris, bound in two volumes with the shelf numbers 

Vm7 2383 and Vm7 2383A. One copy of the altered ‘Un Menuet et un Petit Allegro”, plate 

number “2” (just discussed), appears in each volume as the guitar piece in Cahier 12. The 

British Library has copies of the Journal de Musique Étrangère at shelf no. E.1860.b. that are 

a later state of the plates with reorganised plate numbers and no Italian songs. There is also an 
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incomplete a copy of the Journal de Musique Étrangère in the Fryklunds samling, Statens 

Musikbibliotek, Stockholm.6 This has a single passe-partout title page without the hand-

entered Cahier number containing guitar pieces by Castro and Soto,7 which correspond to 

Cahier [29] in the Paris copy of the Journal de Musique Étrangère;8 pieces by Laporta and 

P***9 from Cahier [27]; and a piece by Arizpacochaga10 in Cahier [28]. The passe-partout 

title page in the Stockholm Cahier is also a later state than the Paris copy, which can be seen 

by comparing the Journal de Musique Étrangère imprints. The following is the Paris copy: 

 

Example 1. The publisher’s imprint from the passe-partout title page of Paris Cahier [27] Castro, Journal de 
Musique Étrangère in the BnF, in Paris, shelf no. Vm7 2383. 

The publisher’s imprint on the Stockholm plate (shown below) has the following changes: 

“Gravé par Michot” has been removed; conditions of publication (at the bottom left) have 

been changed from one to two books in every month;11 Castro’s signature stamp on earlier 

copy is omitted on the later copy. These changes on the following copy:  

 

Example 2. The publisher’s imprint from the passe-partout title page of the Stockholm copy of the Castro, 
Journal de Musique Étrangère…, Paris, c. 1808, in Fryklunds samling, Statens musikbibliotek, Stockholm. 

                                                 
6 My thanks to Anna Lena Holm, Senior Librarian, Rare Collections at the Statens musikbibliotek in Stokholm for the copy. 
7 ‘Walz et Sauteuse’ by Castro on page 2 and ‘Minuetto’ by M. Soto on page 3, each with the plate no. 22.  
8 The “Paris copy” of the Castro, Journal de Musique Étrangère, Paris, c. 1808, refers to shelf no. Vm7 2383 in Bibliothèque 
nationale in Paris. The numbering is the bound order, which I address below. Other copies are specified individually.  
9 ‘Menuet’ by Laporta and ‘Walz’ by P*** on page 2; ‘Menuet avec Mineur’ by Laporta on page 3, with plate no. 23. 
10 ‘Allegro’ by J. Arizpacochaga on pp. 2 and 3, plate no. 24. 
11 « Il paraîtra a tous les mois un Cahier » becomes « Il paraîtra a tous les mois deux Cahiers ». 
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From the copies of Journal de Musique Étrangère in Paris we can that see it consists of 

one Cahier or Book, containing a guitar piece, a Spanish song and an Italian song. Initially 

promised twice a month—an arrangement that is reflected in the Paris copy, which numbers 

Cahiers 1 to 12 in ink on the printed copies.12 This was followed by a numbering change in 

Cahiers 13–24, which were offered one a month.13 The plates of the guitar solo Cahiers, 

numbered in the Paris copy [15]–[18], [26] and [30], all appeared under Castro’s two-per-

month arrangement. This seems to have been a subscription arrangement because it also 

offers to sell some of the pieces individually.14 The one option was to accept all three issues: 

“…un de chant Espagnol, un de chant Italien, et un pour l’Instrument…”; or purchasers might 

accept one or two of these only. In this case the option exercised by this purchaser was to 

take the six pages of guitar music. The unchanged deposit information on the later plate keeps 

the date close to that of the source plates. The relationship of the Stockholm copies to the 

Paris copies is as follows: 

1. The Stockholm Journal de Musique Étrangère consists of a single Cahier with the 

plates numbered 22, 23 and 24, which correspond to the guitar plates in the Paris copy 

of the Journal de Musique Étrangère, Cahiers [29], [27] and [28]. The Stockholm copy 

is a later state of these Paris plates. 

2. The Journal de Chansonettes Italiennes, consisting of 12 un-numbered issues, with 

separate title pages, is identical to the copy in Paris. 15 

3. The Journal de Pièces du Chant Espagnol, Par divers Auteurs, consisting of 12 un-

numbered issues with separate title pages does not exist in Paris.16 

4. The Journal de Pièces de Musique de Guitare, Tirées de divers Auteurs Espagnols & 

autres17 consists of two issues with the same passe-partout title page, containing the 

                                                 
12 « Il paraîtra a tous les mois deux Cahier ». 
13 « Il paraîtra a tous les mois un Cahier ». 
14 « Où l’on trouvera plusieurs Pièces détachées des meilleurs Auteurs. » 
15 The numbering of the Journal de Chansonettes Italiennes is given as 13–24 in Daniel Fryklund, ‘Bidrag till gitarristiken 
Part I [Contributions to Guitar Studies]’, translated Jan Ring Ellis, revised and annotated Kenneth Sparr, Guitar and Lute 
Issues, Editions Orphée, Columbus, Ohio, 1997, <http://www.orphee.com/fryk.htm>, accessed 30 June 2006. This seems to 
be based on the plate numbers. The Paris copy is identical but is not numbered. The title page is: “Cahier / No. / JOURNAL / 
de Chansonettes Italiennes, / PUBLIÉES / Avec Accompagnement de Guitare, / Par S. CASTRO / (de Gistau) / Chaque 
Cahier sera composé de trois Pièces dont un paraîtra tous les trois mois. Prix / Par Abonnement 3fr. para Cahier, et détaché 
4fr. 50. c. / Gravé par Michot. / A PARIS / Chez l’Editeur et Auteur Rue de la Michaudière, No. 20. / Il a déjà paru huit 
Cahiers. / Propriété de l’Editeur et Auteur. Déposé à la Don. Gle. de la Librie.” 
16 Title page: “JOURNAL / de Pièces du Chant Espagnol, / Par divers Auteurs / PUBLIÉES / Avec Accompagnement de 
Guitare, / Par S. CASTRO / (de Gistau) / Chaque Cahier sera composé de trois Pièces dont un paraîtra tous les trois mois. / 
Prix / Par Abonnement 3fr. para Cahier, et détaché 4fr. 50. c. / Gravé par Michot. / A PARIS / Chez l’Editeur et Auteur Rue 
de la Michaudière, No. 20. / Il a déjà paru huit Cahiers. / Propriété de l’Editeur et Auteur. Déposé à la Don. Gle. de la Librie.” 
17 Title page: “Cahier / No.__ / JOURNAL / de Pièces de Musique de Guitare, / Tirées / de divers Auteurs Espagnols and 
autres / Publié / Par S. CASTRO / (de Gistau) / Chaque Cahier sera composé de trois Pièces ou un air varié dont un paraîtra 
tous les trois mois. / Prix / Par Abonnement 3fr. para Cahier, et détaché 4fr. 50. c. / Gravé par Michot. / A Paris Chez 
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Air Varié pour la Guitare, Sor, with pages numbered 2–6 and plate number 3, and the 

Air Varié pour la Guitare ou Lyre, by Fréderic Moretti, with pages numbered 2–6 and 

plate number 4. Both of these copies represent later states of the plates.  

5. The Trois Rondeaux pour la Guitare ou Lyre Op. 418 by Fréderic Moretti, published by 

Castro, appears to be a separate publication that was not part of his journal. 

The two issues of the Journal de Pièces de Musique de Guitare have the same passe-

partout title page with the plate cracked in the same place. The music plates are also worn:  

 

Example 3. Enlarged example shows scratched first plate of Sor Air Varie in the Journal de Pièces de Musique 
de Guitare, Tirées de divers Auteurs Espagnols & autres, Fryklunds samling, Statens musikbibliotek 
Stockholm. 

These Stockholm plates are a later state than the previous plate, used for the Sor Air Varié 

pour la Guitare in the Paris copy, Cahier [17], which has notes removed from the final chord, 

as can be seen by comparing the two copies. The earlier issue is seen here: 

 

Example 4. The last two bars of the Sixth Variation of the Sor Air Varie from the Journal de Musique 
Étrangère pour la Guitare ou Lyre, Cahier [17], BnF, shelf no. Vm7 2383. 

The later Stockholm issue shows traces of the removed notes, indicating it is a later state: 

 

Example 5. Same two bars, same plate, Journal de Pièces de Musique de Guitare, Tirées de divers Auteurs 
Espagnols & autres, Fryklunds samling, Statens musikbibliotek Stockholm. 

                                                                                                                                                        
l’Editeur et Auteur Rue de la Michaudière, No. 20. / Il a déjà para huit Cahiers. / Propriété de l’Editeur et Auteur. Déposé à 
la Don. Gle. de la Librie.” 
18 Title page: “Trois Rondeaux / POUR LA GUITARE OU LYRE, / COMPOSÉS / Par Mr.Fréderic Moretti / Dédiés à son 
ami / CASTRO / Professeur de Guitare / Œuvre IVe. / Prix 4fr. 80c. / Gravés par Michot. / [Stamped “S. Castro” / A PARIS / 
Chez l’Editeur Rue de Provence, No. 14, près le Faubourg Mont-martre. / Enrégistré à la Bible. Imple. / Propriété de 
l’Editeur.” 
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The Cahier with the Air Varié pour la Guitare ou Lyre, by Fréderic Moretti, corresponds to 

the Paris copy, Cahier [16], with an editorial correction to Variation Four at bar 4, changing 

semiquavers to demisemiquavers on the third plate; and on the fourth plate, a slur is added. 

This means the Stockholm plates are later states than Cahiers [17] and [16] in the Paris copy. 

The Two Volumes BnF Vm7 2383 and Vm7 2383A 
I have examined the two large volumes in Paris containing copies of Castro’s Journal de 

Musique Étrangère in which most of Sor’s Spanish-period works were published. Imogen 

Fellinger describes this periodical as follows:  

Journal de Musique Étrangère, pour la guitare ou Lyre, rédigé par [Salvador] Castro 
[de Gistau]. …[c. 1808]: Nos. 1-36. D Mbs – F Pn ([c. 1808], 1-35)….19 

Fellinger’s date of c. 1808 refers to the two Paris copies of the periodical Vm7 2383 and Vm7 

2383A. I will first examine the contents of these two volumes, Castro’s recycling of the plates 

and then their dating. The re-use of plates by Castro has a bearing on the dating of the Sor 

editions published in Paris. To show how his journal worked I will describe the whole first 

Cahier in detail. All the Cahiers are in oblong format, with each Cahier consisting of three 

pieces, one for guitar or lyre solo, and two songs with guitar accompaniments, one Chanson 

Espagnole and one Chanson Italienne. Each Cahier has a passe-partout title page. This 

boilerplate cover-page has the Cahier number filled in at the bottom centre of the page, in 

pen, for the issues that are numbered—that is for Cahiers 1–12. The guitar or lyre piece 

appears first, without a passe-partout title page. Each “Chanson Espagnole” and each 

“Chanson Italienne” is preceded by its own separate passe-partout title page, with the same 

Cahier number filled in by hand, in pen, this time in the top right corner. The number of 

folios in each Cahier varies, but Cahier No. 1, described in detail below, there are 6 folios:  

Folio 1r: The passe-partout title page (shown in the copy below) is transcribed: “JOURNAL 

/ DE / MUSIQUE ÉTRANGÈRE, / Pour / la Guitare ou Lyre, / Rédigé / Par CASTRO. / 

Chaque numéro de ce Journal sera composé de trois morceaux, dont un de chant Espagnol, un 

de chant Italien et un pour l'Instrument. / A PARIS, Chez l'Éditeur et Auteur, rue de 

Provence, No. 14. / [Stamped: “S. Castro”] / Où l’on trouvera plusieurs Pièces détachées des 

meilleurs Auteurs. / Il paraîtra a tous les / mois deux Cahiers. / No. [“1” added in pen] / Prix / 

Déposé à la Biblio / -thèque Impériale. / [No plate mark on title pages]”:  

                                                 
19 Imogen Fellinger, Periodica Musicalia (1789-1830), Studien zur Musikgeschichte des 19 Jahrhunderts, vol. 55, 
Regensburg: Gustav Bosse, 1986. 
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Example 6. Passe-partout title page, Castro, Journal de Musique Étrangère…, Paris, c. 1808, BnF, shelf no. 
Vm7 2383. Note the Cahier number “1” added in ink at the foot of the plate. 

Folio 1v: Piece No. 1: “Rondo pour la Guitare ou Lyre Par Castro” first page of music, with a 

caption title reading: “[Page] 2 / Rondo /Pour la Guitare ou Lyre, / Par Castro. / a Paris Chez 

l’Auteur, rue de Provence No. 14. où l’on trouvera toute Sorte de Musique Vocale et 

Instrumentale pour la Guitare. / Allegretto [Followed by the Music] / [At the foot of the page, 

plate mark] 4”. The caption title is shown below: 

 

Example 7. Caption title on first page of the music. Castro, Cahier No. 1, Castro, Journal de Musique 
Étrangère…, Paris, c. 1808, BnF, shelf no. Vm7 2383. 

Folio 2r: Second page of the music (not shown): “Maggiore” numbered “3” (top right); at the 

bottom left: “Enregistré à la Bibliothèque Impériale.”; plate “4”; at bottom right: “Propriété 

de l’Auteur.”  

Folio 2v: Blank (not shown). 
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Folio 3r: Piece No. 2 (shown below): has “Chanson Espagnole Avec Accompagnement de 

Guitare ou Lyre Par Castro”. Handwritten number “1” in the top right corner confirming the 

first Spanish song in the first Cahier of the Journal. Separate passe-partout title page reads: 

No. [“1.” by hand] / Chanson Espagnole / Avec Accompagnement de Guitare / où Lyre / Par 

Castro / Œuvre Prix / Gravé par Michot. / A PARIS / [Stamped: “S. Castro”/ Chez l’Auteur, 

Rue de Provence, No. 14. [Address replaced] / Propriété de l’Auteur. Déposé à la 

Bibliothèque Imple. / [No plate mark]: 

 

Example 8. Passe-partout title page of folio 3r of the Chanson Espagnole Cahier No. 1 Castro, Journal de 
Musique Étrangère…, Paris, c. 1808, BnF, shelf no. Vm7 2383. Note the number in the top right corner. 

Folio 3v: first page of music (shown below) has a number “2” at the top left, and a caption 

reading: “BOLÉRO Composé pour Madame DE CUSTINE, PAR CASTRO.” Canto / 

Allegretto / Chitarra / [followed by the song: ‘Adonde me encaminas’]; At the foot of the 

page on the left (not shown) it reads: “Chez l’Auteur, Rue de Provence No. 14”; and centred 

is the plate mark: “19”: 
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Example 9. Caption on first page of the Chanson Espagnole; Cahier No. 1, Chanson Espagnole, Castro, Journal 
de Musique Étrangère…, Paris, c. 1808, BnF, shelf no. Vm7 2383. Imprint address at foot of page not shown. 

The “Chanson Espagnole” has the publisher’s imprint address at the foot of the page. 

Folio 4r: The second page of the music (not shown) has a number “3” (top right); bottom left 

is: “Enregistré à la Bibliothèque Impériale.”; bottom centre is the plate mark: “19”; bottom 

right is: “Propriété de l’Auteur.” 

Folio 4v: Blank (not shown). 

Folio 5r: Piece No. 3 (below): “Chanson Italienne Arrangée Avec Accompagnement de 

Guitare ou Lyre Par Castro”. Handwritten number “1” in the top right corner confirms this is 

the first Italian song of the first Cahier of the Journal: 

 

Example 10. Passe-partout title page of the Castro, “Chanson Italienne”, Cahier No. 1, Castro, Journal de 
Musique Étrangère…, Paris, c. 1808, BnF, shelf no. Vm7 2383. Note the number “1” in ink (top right corner). 
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The separate passe-partout title page (above) reads: No. [“1.” Filled in by hand] / Chanson 

ITALIENNE / ARRANGÉE / Avec Accompagnement de Guitare / où Lyre / Par Castro / 

Œuvre Prix /Gravé par Michot. / A PARIS / [Stamped:] “S. Castro” / Chez l’Editeur, rue de 

Provence, No. 14. / Propriété de l’Editeur. Enregistré à la Bibliothe. Imple. / [No plate mark] 

Folio 5v: The first page of music numbered “2” at the top left (shown below) has a caption 

heading that reads: “O pescator de l’onda (fidulin) / CANZONETTA ITALIANA. Arrange 

Avec Accompagnement de Guitare ou Lyre. / Par CASTRO. / Andantino”: 

 

Example 11. Caption on first page of the music, also has the imprint address at the foot of the page. Castro, 
Journal de Musique Étrangère…, Paris, c. 1808, Cahier No. 1, “Chanson Espagnole”, BnF, shelf no. Vm7 
2383. 

At the foot of this page is the imprint address with the plate number [Plate mark] “12” and 

imprint: “A PARIS chez L’EDITEUR, rue de Provence No. 1[4?] en l’on trouvera toute sorte 

de Musique pour la Guitare” (shown below): 

 

Example 12. Footer on first page of the music. Castro, Journal de Musique Étrangère…, Paris, c. 1808, Cahier 
No. 1, “Chanson Espagnole”, BnF, shelf no. Vm7 2383. 

Folio 6r: The second page (not shown) has two columns: Italian words (left) French 

translation (right); centred at the foot of page: plate mark “12”. Bottom left: “Enregistré à la 

Bibliothèque Impériale”. Bottom right: “Propriété de l’Editeur.” 

Folio 6v: Blank page (not shown). 

Each Cahier of the Journal de Musique Étrangère was planned to consist of three foreign 

works: a guitar piece, a Spanish song and an Italian song.20 The numbering system consisted 

of an Cahier number for the Journal, filled in by hand at the bottom of a passe-partout title 

                                                 
20 On the title page the French is: « Chaque numéro de ce Journal sera composé de trois morceaux, dont un de chant 
Espagnol, un de chant Italien et un pour l'Instrument » and « Il paraîtra a tous les mois deux Cahiers » In English one might 
speak of an issue of a Journal containing “articles” not “numbers”. The “number” result in the “number” of a “number”. 
“Copy” is problematic because there are many uses of the word. “Cahier” is specific to the Journal de Musique Étrangère.  
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page in the blank space after “No.__”. The guitar or lyre piece did not have a separate passe-

partout title page. The separate passe-partout title page for the Chanson Espagnole repeated 

the Cahier number, filling it in by hand at the top right of the copy in the blank space after 

“No.__”. The similar title page for the Chanson Italienne is given the same number at the top 

right of the copy. After Cahier No. 12, the hand numbering in the Paris copies ceases. This is 

confirmed by both by the copy at BnF, shelf no. Vm7 2383 and its double (or copy) at shelf 

no. Vm7 2383A. For the Cahiers that follow the same passe-partout plates continue to be used 

without numbers filled in, retaining the placeholders “No.__”. This means a “No.__” at the 

foot of the page indicates the title page of the whole Cahier, and a “No.__” in the top right-

hand corner indicates that this is the title page for an issue of a Spanish or Italian song.  

Volume Vm7 2383A of the Journal de Musique Étrangère in Paris contains a librarian’s 

note in pencil reading: “Double—incomplète de No. 4-5-18-24-50”. These volumes may or 

may not be incomplete but they are certainly incorrectly bound, as I will show in the table 

below. In Vm7 2383 (the principal volume) the Cahiers are hand numbered 1–12 on the main 

title plate, almost certainly by the publisher; this is confirmed by the same number appearing 

on the sub-titled song plates. These Cahiers are bound in the correct order, which is confused 

by the duplicated Cahiers 4 and 5. Cahiers [13]–[30] are numbered as they are found in the 

principal volume, the square brackets indicating that this numbering has been scrambled and 

has no authority. My first object is to show that Volume Vm7 2383A is in fact a complete 

double of Volume Vm7 2383 that has simply been wrongly bound. I will then correct the 

order in these two volumes, which does not match the arrangement of the Cahiers as it now 

stands in either of the Bibliothèque nationale de France copies. 

In the table that follows: Cahier numbers are correctly placed unless the have square 

brackets; wrongly placed duplicate Cahiers are marked “Error*” and numbered in 

succession; this number is applied a corresponding “Solution*” showing where the misplaced 

Cahier must be placed to create a double; the contents of the principal volume are in the 

columns on the left with a brief description of the works in each Cahier; the double is shown 

in columns on the right, reordered to show where the duplicates should have been placed and 

showing which Cahiers need to be transferred to the principal volume to make two complete 

sets. The state of the double before my reorganisation can be seen by looking at the heading 

“Copy?” which shows whether or not there was an existing duplicate Cahier in the double as 

it now stands in Paris.  



C h a p t e r  1 0  500 

BINDING ERRORS IN THE JOURNAL DE MUSIQUE ÉTRANGERE 
Contents of Shelf no. Vm7 2383 Contents of Shelf no. Vm7 2383A 

No. Guitar / Lyre Chanson Espagnole Chanson Italienne Copy? No.
Guitare / 

Lyre 
Chanson 

Espagnole 
Chanson 
Italienne 

1 
Castro Rondo 
Allegretto [in C 
(1)] 

Castro ‘Adonde me 
encaminas (Ay)’ [for] 
de Custine 

Canzonetta ‘O 
pescator de l’onda 
fidulin’ [arr.] Castro 

Yes 1 As Left As Left As Left 

2 
Castro Air 
Composé et 
varié [in C] 

Castro Seguidilla 
‘Fabio, Fabio [for] 
Mollien 

Canzonetta ‘Presso del 
rio che pinange’ [arr.] 
Castro 

Yes 2 As Left As Left As Left 

3 

Castro Rondo 
Allegretto [in C 
(2)] 

Castro Seguidilla 
‘Quando hicimos el 
cambio’ [for] du 
Moustier  

Canzonetta ‘Or che 
sono d’amante’ [arr.] 
Castro 

Yes 3 As Left As Left As Left 

4 

Castro Rondo 
Allegretto [in D] 

Tyrana del Anamalito 
by M*** ‘Yo tengoun 
anamalito’ [arr.] 
Castro’  

Canzonetta ‘Catina 
amabile’ [arr.] Castro 

No  
SOLUTION *1: Restore misplaced 
copy of No. 4 here. 

4 ERROR *1: Misplaced duplicate copy of No. 4  

5 
Castro Rondo 
Andantino [in D] 

Castro Boléro ‘En que 
todos te quieran’ [for] 
Apostol 

Canzonetta ‘Togliemo 
su l’fagotto’ [arr.] 
Castro 

No  
SOLUTION *2: Restore misplaced 
copy of No. 5 here. 

5 ERROR *2: Misplaced duplicate copy of [No. 5]  

6 
Castro Thema 
connu sous le 
nom de Lodoïska 

Castro Boléro ‘Ya que 
no puedo’ [for] Mme. 
du Muy 

Canzonetta ‘La 
Biondina in 
Gondoletta’ [arr.] 
Castro 

Yes 6 As Left As Left As Left 

7 
Castro Air 
Français varié 
[for] Lostanges 

Castro Boléro 
‘Favores y desprecios 
no los archibo’ [for] 
de Pac 

Canzonetta ‘Sono 
innamorato’ [arr.] 
Castro 

Yes 7 As Left As Left As Left 

8 
Castro Rondo 
Pastorale 
Andantino [in D] 

Castro Boléro ‘Vi tu 
hermosura y luego tus 
ojos vi’ [for] Savary 

Canzonetta ‘Giera un 
giorno in gondoletta’ 
[arr.] Castro 

Yes 8 As Left As Left As Left 

9 
Castro Air 
Francais Varié 

Castro Boléro ‘Yo 
bien fuera constante 
pero me temo’ [for] de 
Lostanges 

Canzonetta ‘La mia 
crudel tiranna’ [arr.] 
Castro 

Yes 9 As Left As Left As Left 

10 
Castro Rondo 
Andantino [in G] 

Castro Seguidilla 
‘Una mugger me dixo 
que me quería’ [for] 
Bellegarde 

Canzonetta ‘Chia mai 
questo core’ [arr.] 
Castro 

Yes 10 As Left As Left As Left 

11 
F. Moretti [1] 
Air varié [in D] 

Castro Seguidilla 
Imitation de la chasse 
‘Ley es que hade’ 
[for] Bellegarde 

Canzonetta ‘Al 
margine d’un rio’ [arr.]
Castro 

Yes 11 As Left As Left As Left 

12 
Sors [1]: Un 
menuet et un 
Petit Allegro 

Castro Seguidilla ‘No 
me llamen dicho so’ 
[for] Simons 

Canzonetta ‘La nev’è a
la montagna’ [arr.] 
Castro 

Yes 12 As Left As Left As Left 

[13] 

Castro Rondo 
Andantino [in C] 
[for] du 
Moustier 

Castro Boléro ‘Loco 
es quien’ [for] Mme. 
& Mlle. Ney 

Aria ‘Paga fui’ by 
Mortellari. 

Yes [13] As Left As Left As Left 

[14] 
Castro Six Motifs 
pour la guitare 
[for] de Cuistine 

Castro Tyrana la 
Banca ¿Habrà cosa 
mas tyrana’ [for] 
Huertos 

Barcherolla ‘Ah se tu 
fossi o Nina’ [arr.] 
Castro 

Yes [14] As Left As Left As Left 

[15] 
Sors [2]: [4] Menuets Composés pour la Guitare & Un menuet 
et un Petit Allegro [reissued Cahier No. 12] [No Chansons] 

Yes [15] As Left As Left As Left 

[16] F. Moretti [2] Air Varié [in C] [No Chansons] No [16]
SOLUTION *6: Restore misplaced 
copy of No. [16] Moretti [2] 

[17] Sors [3] Air Varié [later Op. 20] [No Chansons] no [17]
SOLUTION *3: Restore misplaced 
No. [17] Sors [3]  
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BINDING ERRORS IN THE JOURNAL DE MUSIQUE ÉTRANGERE 
Contents of Shelf no. Vm7 2383 Contents of Shelf no. Vm7 2383A 

No. Guitar / Lyre Chanson Espagnole Chanson Italienne Copy? No.
Guitare / 

Lyre 
Chanson 

Espagnole 
Chanson 
Italienne 

[18] Sors [4] Air Varié [chromatic theme] [No Chansons] No [18]
SOLUTION *4: Restore misplaced 
copy of No. [18] Sors [4] 

[19] 
Soler Air Varié 
pour la Guitare 
Andante 

Castro Seguidilla, ‘A 
un niño cieguecito’ 
[for] Garat 

Martin Canzonetta ‘La 
bella pastorella’ [arr.] 
Castro 

Yes [19] As Left As Left As Left 

  Dup. [17]
ERROR *3: Misplaced duplicate of 
[No. 17] Sors [3]. 

[20] 
Castro Nouvelle 
Variations des 
Folies 

Castro Boléro ‘Si 
tormente me’ [for] 
Maret 

Canzonetta ‘Stanco di 
pascolar’ [arr.] Castro

No [20]
SOLUTION *5: Restore misplaced 
copy of No. [20]  

[21] 
Soler Minuetto 
Soto Rondo 

Castro Boléro ‘Tiene 
como el diamante la 
dama bella…’. [for] 
Bomtempo 

Pucitta Canzonetta 
‘L’amor xe una 
pietanza’ [arr.] Pucitta

Yes [21] As Left As Left As Left 

[22] 
Laporta Allegro 
[in D] 

Castro Boléro 
‘Aumentatus cruel 
dades…’ [for] Malaret

Martin L’innocenza’ 
[arr.] Castro 

Yes [22] As Left As Left As Left 

[23] 

M*** Menuet du 
Tambour & 
N*** Rondo 
Andantino in C 

Castro Chanson 
Pastoral ‘Al pecho en 
amorado’ 

Castro Canzonetta ‘In 
questi crudi giorni’ 
[arr.] Castro 

Yes [23] As Left As Left As Left 

[24] 
N*** Marche & 
Laporta Minuet 
& P*** Walz 

Castro Seguidilla 
‘Amores una escuela’ 

Martin ‘No che lasciar 
non posso’ 

Yes [24] As Left As Left As Left 

[25] 
Castro 
Fandango 

Castro Seguidilla ‘No 
creas en ofertas de los 
amantes’ [for] de 
Noaille 

Martin Canzonetta 'Il 
padron colla padrona' 

Yes [25] As Left As Left As Left 

[18] ERROR *4: Misplaced duplicate of [No. 18] Sors [4]  No  

[26] 
Sors [5] SONATA PRIMA [plate 50] & SONATA SECONDA 
[plate 47] 

Yes [26] As Left As Left As Left 

[27] 

Laporta Menuet 
& P***Walz & 
Laporta Menuet 
avec Mineur 

Menue Afandango arr. 
‘Antes que llegue’ 
Castro 

Martin Le Valubile 
‘Vuò star 
allegramente‘ 

Yes [27] As Left As Left As Left 

[28] 
Arizpacochaga 
Allegro 

Moretti Tyrana ‘Si te 
veo si te hablo’ 

[No composer] 
Canzonetta ‘Le notte 
non riposo’ 

Yes [28] As Left As Left As Left 

[29] 
Castro Walz et 
Sauteuse & Soto 
Minueto 

Castro Seguidilla ‘Yo 
creí (si) que el 
cariño…’ [for] de 
Puget 

Pucitta ‘Ninetta da 
seno’ [Accom. arr.] 
Pucitta 

Yes [29] As Left As Left As Left 

[30] Sors [6] Thema varié [in A] [No Chansons] Yes [30] As Left 
[20] ERROR *5: Misplaced duplicate copy of [No. 20] above No —End of this copy Vm7 2383A— 
[16] ERROR *6: Misplaced duplicate copy of [No. 16] above No  

The Cahiers in the Journal de Musique Étrangère 
The Paris copies of the Journal de Musique Étrangère are indexed as a principal volume with 

an exact double. The bound order of the Cahiers was jumbled. It was conceived in two 

groups of 12 Cahiers, each full issue comprising a solo guitar piece, a Spanish seguidilla and 

an Italian canzonetta, the songs having guitar accompaniments arranged by Castro. Both Paris 

copies have numbers for Cahiers 1–12 filled in by hand, probably by the publisher, in the 

placeholder on the first passe-partout title page in each set determining the order of issue.  
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Castro’s re-use of plates has enabled me to establish that the second set of 12 issues had 

the Cahier numbers 13–24 that were no longer filled in the placeholder on the passe-partout 

title page, instead being co-ordinated by common plate numbering.21 This standardised plate 

numbering rationalised the numbering so that each Cahier had a guitar piece and two songs 

with the same plate numbers. Making the Cahier numbers the same as plate numbers, that is 

13–24, freed Castro from the laborious task of filling in Cahier numbers by hand on the first 

passe-partout title pages of every copy of every new issue. This explains why none of the 

Paris copies with the plate numbers 13–24 have hand-numbering despite the existence of 

placeholders for that purpose remaining on the passe-partout title pages.  

Further evidence for this is the reissued vocal music for the Journal de Musique 

Étrangère published from the later “Rue de la Michaudière, No. 20” address using new title 

pages to assemble apparently new sets of journals using exactly the same plates but arranging 

them in plate number order. The Italian songs were from this address in a collection renamed 

as the Journal de Chansonettes Italiennes, in twelve un-numbered issues with separate title 

pages with plate numbers from 13 to 24. The Spanish songs were reissued as the Journal de 

Pièces du Chant Espagnol, Par divers Auteurs in twelve un-numbered issues with separate 

title pages with plate numbers also running from 13 to 24. The imprint address on these title 

pages may also show “Rue de Provence, No. 14”, Castro’s previous address, found in some 

copies of both these publications. The plates in these two Journals represent later states of the 

plates originally used in the Journal de Musique Étrangère as they appear in the Paris copies. 

The Journal de Chansonettes Italiennes exists in a copy in Paris, BnF shelf no. A.4970 (1–

12), which is identical to the in one the Fryklunds Collection in Stockholm. Aslo in the 

Fryklunds Collection are copies of the Journal de Pièces du Chant Espagnol, Par divers 

Auteurs in twelve un-numbered issues that  I have reproduced in the title pages shown below: 

                                                 
21 The dating Castro’s addresses and his re-use of previously issued plates are examined later in this chapter. 
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Example 13. Journal de Chansonettes Italiennes (top) and Journal de Pièces du Chant Espagnol, Par divers 
Auteurs (bottom) Fryklunds samling, Statens musikbibliotek, Stockholm. 

Different copies of the Castro, Journal de Musique Étrangère, Paris, c. 1808, in the British 

Library represent a still later state of the plates published from the “Rue de la Michaudière, 
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No. 20.”, the last address used by Castro as far as I am aware. The plate numbers are 

organised as a series but this set omits the Italian songs, which suggests that Castro 

assembled them for a special request. A British Library librarian’s note about this set reads:  

N.B. The MS numbration seems to indicate only the order of the pieces in the vol. as it 
was bound when purchased. The 24 nos. making up 8 cahiers have been rebound [by 
whom?] in plate number order.22 

The two copies of the Journal de Musique Étrangère, BnF, Vm7 2383 and Vm7 2383A 

that are held in the Paris have both been incorrectly assembled at some later date and should 

be rebound in their proper order. Cahiers 1–12, which are hand numbered (possibly by 

Castro) are arranged in the proper order in the Paris copies, producing the apparently chaotic 

set of plate numbers that should be ignored.23 The second group of twelve must be arranged 

as a set in plate number order to maked up Cahiers 13–24. The remaining six issues are solo 

guitar pieces that constitute an independent third group in Paris, which have a complete copy 

and cover a period of six months with the plate numbers ordered: 1–3, blank [4] and 5, either 

followed or preceded by the two Sor sonatas, plates “50” and “47”. These guitar pieces use 

the passe-partout title pages from the Journal de Musique Étrangère but have no connection 

to the other two sets, which retain the guitar pieces promised with each Cahier. It appears that 

Castro engraved these plates as extraordinary editions that were offered independently of the 

regular sets that he provided in the Journal. The imprint addresses on all copies of the 

Journal de Musique Étrangère is “Rue de Provence, No. 14”. This address came about when 

Castro was forced to change his street number by the regulation of 4 February 1805 (as 

discussed in detail below), but this change was only fully implemented by August 1805, 

which means it is possible Cahiers 1–12 were begun in July 1805, initially at two sets per 

month, continuing until number 12 was issued in December 1805. On the other hand, Castro 

may have complied with the date change only later and thus thought it advisable to wait for 

the beginning of the new year to launch his new journal so that the series was begun in 

January 1806 with twelve copies issued by June 1806.  

The contents of the Journal de Musique Étrangère in BnF, Vm7 2383 and its complete 

Double at shelf no. Vm7 2383A are listed below in three tables. Issues 1–12 are hand-

numbered and are therefore retain that order in the table below with columns for the guitar 

works and Spanish and Italian songs. The plates numbered 1–12 carry the promise “Il paraîtra 

a tous les / mois deux Cahiers” stating that these issues appear twice a month:  
                                                 
22 Librarian’s note on Castro, Journal de Musique Étrangère, Paris, c. 1808, British Library shelf no. E.1860.b.(1-2). 
23 This suggests that there may have been an earlier origin for each of these plates, as shown above in reference to two of the 
Spanish songs. 
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1ST SET OF 12 ISSUES, NUMBERED 1–12 BY HAND 
BnF 
No. 

Guitar or Lyre Plate Chanson Espagnole Plate Chanson Italienne Plate

1 
Castro Rondo 
Allegretto [in C (1)] 

4 
Castro ‘Adonde me 
encaminas (Ay)’ [for] de 
Custine 

19 
Canzonetta ‘O pescator de 
l’onda fidulin’ [arr.] Castro  

12 

2 
Castro Air Composé et 
varié [in C] 

5 
Castro Seguidilla ‘Fabio, 
Fabio [for] Mollien 

28 
Canzonetta ‘Presso del rio 
che pinange’ [arr.] Castro  

9 

3 
Castro Rondo 
Allegretto [in C (2)] 

6 
Castro Seguidilla ‘Quando 
hicimos el cambio’ [for] du 
Moustier  

14 
Canzonetta ‘Or che sono 
d’amante sprovisto’ [arr.] 
Castro  

8 

4 
Castro Rondo 
Allegretto [in D] 

10 
Tyrana del Anamalito by 
M*** ‘Yo tengoun 
anamalito’ [arr.] Castro’  

32 
Canzonetta ‘Catina amabile’ 
[arr.] Castro 

13 

5 
Castro Rondo 
Andantino [in D] 

8 
Castro Boléro ‘En que todos 
te quieran’ [for] Apostol  

5 
Canzonetta ‘Togliemo su 
l’fagotto’ [arr.] Castro 

35 

6 
Thema connu sous le 
nom de Lodoïska 
Castro  

2 
Castro Boléro ‘Ya que no 
puedo’ [for] Mme. du Muy  

29 
Canzonetta ‘La Biondina in 
Gondoletta’ [arr.] Castro 

36 

7 
Castro Air Français 
varié for Lostanges  

3 
Castro Boléro ‘Favores y 
desprecios no los archibo’ 
[for] de Pac  

26 
 Canzonetta ‘Sono 
innamorato’ [arr.] Castro 

37 

8 
Castro Rondo 
Pastorale Andantino 
[in D] 

7 
Castro Boléro ‘Vi tu 
hermosura y luego tus ojos 
vi’ [for] Savary  

3 
Canzonetta ‘Giera un giorno 
in gondoletta’ [arr.] Castro 

7 

9 
Castro Air Francais 
Varié  

1 
Castro Boléro ‘Yo bien fuera 
constante pero me temo’ [for] 
de Lostanges  

21 
Canzonetta ‘La mia crudel 
tiranna’ [arr.] Castro 

34 

10 
Castro Rondo 
Andantino [in G] 

5 

Castro Seguidilla ‘Una 
mugger me dixo que me 
quería’ [for] Mme. 
Bellegarde  

25 
Canzonetta ‘Chia mai questo 
core’ [arr.] Castro 

11 

11 
F. Moretti [1] Air varié 
[in D] 

9 
Castro Seguidilla Imitation 
de la chasse ‘Ley es que 
hade’ [for] Mme. Bellegarde 

4 [faint]
Canzonetta ‘Al margine d’un 
rio’ [arr.] Castro 

38 

12 
Sors [1]: Un menuet et 
un Petit Allegro 

2 
Castro Seguidilla ‘No me 
llamen dicho so’ [for] 
Simons 

15 
Canzonetta ‘La nev’è a la 
montagna’ [arr.] Castro 

10 

In the following table the Italian and Spanish the song plates are given consecutive 

numbers in the order 13–24, thus providing us with a second set of 12 issues also numbered 

13–24 (although this is not indicated in ink on the plates). The publisher’s promise on these 

plates changes to: “Il paraîtra a tous les / mois un Cahiers.”, which means that the issues are 

to appear once a month. According the dates of the previous set, this means the second set of 

twelve copies appeared between July 1806 and June 1807, between January and December 

1807, or between July 1807 and June 1808. In the table below the works with plate numbers 

13–24 are arranged so that pieces for guitar or lyre and the song plates are grouped together 

in their Cahiers according to the numbers of the plates. The order in which these issues are 

currently bound in the principal Paris copy can be seen in the disordered left-hand column, 

which does not accord with plate numbers in the reorganised copies:  
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2ND SET OF 12 ISSUES, NUMBERED 13–24 BY SONG PLATE 
BnF 
No. 

Guitar or Lyre Plate Chanson Espagnole Plate Chanson Italienne  Plate

[14] 
Castro Six Motifs pour la 
guitare for de Cuistine 

13 
Castro Tyrana la Banca ¿Habrà 
cosa mas tyrana’ [for] Huertos 

13 
Barcherolla ‘Ah se tu fossi o 
Nina’ [arr.] Castro 

13 

[19] 
Soler Air Varié pour la 
Guitare Andante Var. 1-3 

14 
Castro Seguidilla, ‘A un niño 
cieguecito’ [for] Garat 

14 
Martin Canzonetta ‘La bella 
pastorella’ [arr.] Castro 

14 

[13] 
Castro Rondo Andantino [in 
C] for du Moustier  

15 
Castro Boléro ‘Loco es quien’ 
[for] Mme. & Mlle. Ney  

15 
Aria ‘Paga fui’ by 
Mortellari. 

15 

[20] 

Castro Nouvelle Variations 
des Folies [plate in 
Fryklunds samling is 
numbered 16] 

[16] 
Castro Boléro ‘Si tormente me’ 
[for] Maret  

16 
Canzonetta ‘Stanco di 
pascolar’ [arr.] Castro 

16 

[22] Laporta Allegro [in D] 17 
Castro Boléro ‘Aumentatus 
cruel dades…’ [for] Malaret 

17 
Martin L’innocenza’ [arr.] 
Castro 

17 

[23] 
M*** Menuet du Tambour 
& N*** Rondo Andantino 
in C  

18 
Castro Chanson Pastoral ‘Al 
pecho en amorado’ 

18 
Castro Canzonetta ‘In questi 
crudi giorni’ [arr.] Castro  

18 

[24] 
N*** Marche & Laporta 
Minuet & P*** Walz 

19 
Castro Seguidilla ‘Amores una 
escuela’ 

19 
Martin ‘No che lasciar non 
posso’  

19 

[25] Castro Fandango 20 
Castro Seguidilla ‘No creas en 
ofertas de los amantes’ [for] de 
Noaille 

20 
Martin Canzonetta 'Il padron 
colla padrona'  

20 

[21] Soler Minuetto Soto Rondo 21 
Castro Boléro ‘Tiene como el 
diamante la dama bella…’. [for] 
Bomtempo  

21 
Pucitta Canzonetta ‘L’amor 
xe una pietanza’ [arr.] 
Pucitta 

21 

[29] 
Castro Walz et Sauteuse & 
Soto Minueto  

22 
Castro Seguidilla ‘Yo creí (si) 
que el cariño…’ [for] de Puget 

22 
Pucitta ‘Ninetta da seno’ 
[arr.] Pucitta 

22 

[27] 
Laporta Menuet & 
P***Walz & Laporta 
Menuet avec Mineur  

23 
Menue Afandango arr. ‘Antes 
que llegue’ Castro [arr. Op. 7, 
No. 2 for guitar] 

23 
Martin Le Valubile ‘Vuò star 
allegramente‘  

23 

[28] Arizpacochaga Allegro  24 
Moretti Tyrana ‘Si te veo si te 
hablo’ [arr. Castro] 

24 
[No composer] Canzonetta 
‘Le notte non riposo’  

24 

Finally, the remaining six issues for guitar or lyre that consist of solo pieces corresponding to 

six months of issues of the Journal de Musique Étrangère. These were in plate number order 

for five months, with the conjectural allocation of [4] to the plate with no number. In the sixth 

and final month the two Sor plates were published: 

THE GUITAR SOLO PIECES ISSUES [25–30]: DATE? 
BnF No. Guitar or Lyre Plate 

[30] Sors [6] Thema varié [in A later Op. 20] 1 
[18] Sors [4] Air Varié [in C chromatic theme] 2 
[17] Sors [3] Air Varié [later Op. 12]  3 

[16] 
F. Moretti [2] Air Varié [new plates: Castro Op. IX, No. 1] No plate number [Copy in Journal de 
Pièces de Musique in Fryklunds collection has plate number 4] 

[4] 

[15] 
Sors [2]: [4] Menuets Composés pour la Guitare & Un menuet et un Petit Allegro [repeated No. 12 
plate number “12.G.”] & Carlos Sors Minuet [new plate: Castro Op. 6 no.2] 

5 

[26] Sors [5] SONATA PRIMA [plate 50] & SONATA SECONDA [plate 47] 50 & 47

Plates numbered 1–3 contain music by Sor, plate [4] by Moretti, plate five is a reissue of the 

old plates renamed ‘Un menuet et un Petit Allegro’ and sixth month plates containing Sor’s 

two sonatas. In Chapter 9, ‘Sor and Publishing in Spain’, I argued that Castro travelled to 

Spain and obtained music by Sor from two copisterias after they advertised Sor’s works: 
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Domingo Malacuera advertised Sor’s “una sonata” for 24 reales on 26 September 180624 and 

Mateo Mintegui advertised Sor’s “…gran sinfonía de Sors, [40 rs.]: …variaciones de Sors, 16 

[rs.]: …tema con variaciones, de Sors, 16 [rs.]:…”25 on 24 October 1806. These two groups 

of works leave only one unaccounted for set of variations by Sor, which he may have 

acquired before any advertisement reached the newspapers. Castro’s re-use of the old plates 

of ‘Un menuet et un Petit Allegro’ suggest that demand in Paris was high for music by Sor.  

It is highly unlikely that Castro was in Madrid after Mintegui advertised “una grande 

sonata para guitarra de Sor dedicada al referido Sermo. Sr. Generalísimo Almirante, 50 

[rs.]:…”,26 on 5 June 1807, which would have been revolutionary in Paris. He must therefore 

acquired his Sor copies after 24 October 1806 and before 5 June 1807. It therefore seems 

probable that the Sor editions published by Castro were issued as early as January 1807—

leaving time to engrave the plates—and appeared in a special edition of the Journal de 

Musique Étrangère, unconnected with the scheduled monthly issues. Having acquired these 

works after 24 October 1806 I am convinced Castro would have proceeded to publish 

immediately. It also appears likely that the most important works, the two sonatas, were the 

first to be published, with the plate numbers they carry (the reasons for that numbering 

remaining unclear). This means that the plate numbers 1–5 were probably applied to the other 

plates in order of publication. 

The Recycled Plates in the Journal de Musique Étrangère 
Castro’s collection of pieces and songs shows every sign of being carefully worked on over a 

number of years. Making a living as a publisher of these fashionable little songs could not 

have been easy, especially in a genre that was reaching the end of its time. Versions of 

Castro’s turn up in different editions with the plates rearranged or assembled in some new 

way. Sometimes the settings were changed completely but other small changes might include 

the addition of an introduction or a coda or some change to the figurations, without actually 

altering the harmony or melody of the songs.  

In the following tables are listed the Castro editions that I have examined that show how 

Castro recycled earlier editions for reassembly in the first twelve issues of the Journal de 

Musique Étrangère. In the tables following that the editions that were the source editions are 

listed with the Cahier in which it was used: 

                                                 
24 Gaceta de Madrid, no. 79, 26 September 1806, p. 820; Gazeta de Barcelona, no. 82, 4 October 1806, p. 1176. 
25 Gaceta de Madrid, no. 87, 24 October 1806, p. 904; Gazeta de Barcelona, no. 90, 1 November 1806, p. 1292. 
26 Gaceta de Madrid, no. 48, 5 June 1807, p. 574. 
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CASTRO’S OTHER EDITIONS EXAMINED BY ME 
Abbreviation Titles (Key to the Abbreviations used in Table to Follow) 

Castro Journals 
JoChantEsp. Journal de Pièces du chant Espagnole 
Chansonettes Journal de Chansonettes Italiennes, BnF, A. 4970 (1-12) and Fryklunds Collection. 

Song Anthologies Edited by Castro 
Op. 1. Six Séguedilles ou Chansons Nationales Espagnoles, BnF, Vm7 39225 (39226 piano.) 
Op. 2. Six Séguedilles ou Chansons Nationales Espagnoles, BnF, Vm7 39227 (39228 piano.) 
Op. 3. Six Séguedilles ou Chansons Nationales Espagnoles, BnF, Vm7 39229 (39230 piano.) 

Songs by Castro 
Op. 19. Nouveau Recueil de Boleros, BnF, Vm7 39233 

Castro Guitar Compositions 
Op. 7. Deux Airs Variés pour Guitare et Lyre, BnF, Vm9 3523  
Op. 10. Variations de las Folias d’Espagne Faciles et Méthodiques, BnF, Vm9 3531 
Op. 12. Mélange d’Airs ou Pot-pourri pour la Guitare ou Lyre, BnF, Vm9 3526 
Op. 17. Deux airs Français Variés pour la Guitare, BnF, Vm9 3522 
Op. 18. Deux Airs Variées pour Guitare et Lyre, BnF, Vm9 3525 

Guitar Anthologies edited Castro 
Op.4. Plusieurs Petites Pièces pour la Guitare, BnF, Vm9 3527 
Op. 6.  Plusieurs Petites Pièces à Deux Parties, BnF, Vm9 3528 
Op. 8.  Plusieurs Petites Pièces, BnF, Vm9 3529 
Op. 9. Deux Airs Variées pour Guitare et Lyre, BnF, Vm9 3524 
Op. 11. Premier Cahier de Pièces pour la Guitare, BnF, Vm9 3530 

The source editions in issues 1–12 Journal de Musique Étrangère that were recycled for 

the Guitar or Lyre pieces are the following: 

BnF 
Cahier  GUITARE OU LYRE OTHER CASTRO EDITIONS 

1 Castro Rondo Allegretto [in C (1)] ? 
2 Castro Air Composé et varié [in C] ? 
3 Castro Rondo Allegretto [in C (2)] ? 
4 Castro Rondo Allegretto [in D] ? 
5 Castro Rondo Andantino [in D] ? 

6 
Castro Thema connu sous le nom de Lodoïska  
Plate nos. added, p. nos. changed, misprints etoufé = etouffez; 
Var.1 bar 9 stems reversed. New plate 2 

Op. 18, N . 2o  [no pl. no.]. 

7 
Castro Air Français varié [for] Lostanges Plate numbers and 
page numbers caption, dedication. 

Op. 17, N . 1o  [no pl. no.]  

8 Castro Rondo Pastorale Andantino [in D] ? 

9 
Castro Air Francais Varié plate numbers and page numbers 
caption. 

Op. 17, N . 2o  [no pl. no.]  

10 Castro Rondo Andantino [in G] ? 

11 
F. Moretti [1] Air varié [in D] plate numbers and page numbers 
added phrasing removed 

Op. 9, N . 2o . [no pl. no.] 

12 Sors [1] Un menuet et un Petit Allegro discussed above Op. 11, No. 1 & 2 [no pl. no.] 

Other earlier Castro sources may well exist from which the Spanish songs in issues 1–12 

of the Journal de Musique Étrangère were recycled, the following are the sources I have 

found: 
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BnF 
Cahier  CHANSON ESPAGNOLE OTHER CASTRO EDITIONS 

1 Castro ‘Adonde me encaminas (Ay)’ [for] de Custine ? 

2 
Castro Seguidilla ‘Fabio, Fabio [for] Mollien 
Plate number visibly altered to 28; composer’s name added to 
caption. 

Op. 19, No. 1, same plate in in an earlier 
state. 

3 Castro Seguidilla ‘Quando hicimos el cambio’ [for] du Moustier. ? 

4 
Tyrana del Anamalito by M*** ‘Yo tengoun anamalito’ [accom. 
arr.] Castro.  

Op. 3, No. 5, different version: without a 3-
bar introduction. 

5 Castro Boléro ‘En que todos te quieran’ [for] Apostol.  ? 
6 Castro Boléro ‘Ya que no puedo’ [for] Mme. du Muy.  ? 
7 Castro Boléro ‘Favores y desprecios no los archibo’ [for] de Pac. ? 
8 Castro Boléro ‘Vi tu hermosura y luego tus ojos vi’ [for] Savary. ? 

9 
Castro Boléro ‘Yo bien fuera constante pero me temo’ [for] de 
Lostanges.  

? 

10 
Castro Seguidilla ‘Una mugger me dixo que me quería’ [for] 
Mme. Bellegarde.  

? 

11 
Castro Seguidilla Imitation de la chasse ‘Ley es que hade’ [for] 
Mme. Bellegarde. Caption dedication added with composer’s 
name; page nos. changed. 

Op. 19, No. 2, Same plate pp. 4–5, in an 
earlier state. 

12 Castro Seguidilla ‘No me llamen dicho so’ [for] Simons. ? 

I have found no previous sources among Castro’s publications for the Italian songs that 

are included in the Journal de Musique Étrangère issues 1–12, so there is no table for these.  

The recycled plates used by Castro for the issues of the Journal de Musique Étrangère 

with plate numbers 13–24 follow the same principle. The following table has the source 

editions for the Guitar or Lyre pieces from recycled plates: 

BnF 
Cahier  

Plate 
Order GUITARE OU LYRE OTHER CASTRO EDITIONS 

[14] 13 Castro Six Motifs pour la guitare [for] de Cuistine  ? 
[19] 14 Soler Air Varié pour la Guitare Andante Var1-3  ? 
[13] 15 Moretti Rondo Andantino [in C] [for] du Moustier  ? 
[20] [16] Castro Nouvelle Variations des Folies  ? 
[22] 17 Laporta Allegro [in D]  ? 

[23] 18 
M*** Menuet du Tambour & N*** Rondo 
Andantino in C. 

M*** = Op. 4, No. 1, different version  

[24] 19 N*** Marche & Laporta Minuet & P*** Walz  ? 
[25] 20 Castro Fandango changes to beaming, notes, repeats. = Op. 12, pp. 9–11, same plate. 
[21] 21 Soler Minuetto Soto Rondo  ? 

[29] 22 
Castro Walz et Sauteuse & Soto Minueto changed, 
beams added, etc. 

Castro = Op. 12, p. 5, same plate. 
Soto = Op. 11 p. 8 same plate,  

[27] 23 
Laporta Menuet & P***Walz & Laporta Menuet avec 
Mineur  

Laporta Menuet & P*** = ? 
Laporta = Op. 4, p. 6 new plate. 

[28] 24 
Arizpacochaga Allegro changes to pl. and. page nos. 
and ink correction fixed. 

= Op. 11, No. 3  

The Spanish songs in the Journal de Musique Étrangère were also recycled for the 

Journal de Pièces du chant Espagnole as can be seen in the following table: 
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BnF 
Cahier  

Plate 
Order CHANSON ESPAGNOLE OTHER CASTRO EDITIONS 

[14] 13 
Castro Tyrana la Banca ¿Habrá cosa mas tyrana’ [for] 
Huertos]  

=JoChantEsp. No. 1, same plate;  
Op. 3, No. 4, earlier edition no 3 bar intro.

[19] 14 Castro Seguidilla, ‘A un niño cieguecito’ [for] Garat  
=JoChantEsp. No. 2, same plate;  
Op. 1, No. 1 and Op. 2, No. 1 earlier 
editions. 

[13] 15 
Castro Boléro ‘Loco es quien’ [for] Mme. & Mlle. 
Ney [plate 15]  

=JoChantEsp. No. 3, same plate;  
Op. 19, No. 3, earlier edition. 

[20] [16] Castro Boléro ‘Si tormente me’ [for] Maret  =JoChantEsp. No. 4, same plate. 

[22] 17 
Castro Boléro ‘Aumenta tus cruel dades…’ [for] 
Malaret  

=JoChantEsp. No. 5, same plate. 

[23] 18 Castro Chanson Pastoral ‘Al pecho en amorado’  =JoChantEsp. No. 6, same plate. 
[24] 19 Castro Seguidilla ‘Amores una escuela’  =JoChantEsp. No. 7, same plate. 

[25] 20 
Castro Seguidilla ‘No creas en ofertas de los amantes’ 
[for] de Noaille  

=JoChantEsp. No. 8, same plate;  
Op. 19, No. 5 earlier state, minor changes. 

[21] 21 
Castro Boléro ‘Tiene como el diamante la dama 
bella…’. [for] Bomtempo  

=JoChantEsp. No. 9, same plate. 

[29] 22 
Castro Seguidilla ‘Yo creí (si) que el cariño…’ [for] 
de Puget  

=JoChantEsp. No. 10, same plate;  
Op. 19, No. 4, earlier state, major changes.

[27] 23 Menue Afandango arr. ‘Antes que llegue’  =JoChantEsp. No. 11, same plate.  

[28] 24 
Moretti Tyrana ‘Si te veo si te hablo’ [accom. arr. 
Castro]  

=JoChantEsp. No. 12, same plate;  
Op. 1, No. 5 and Op. 2, No. 1 other 
versions 

The following Italian songs in the Journal de Musique Étrangère were recycled for 

Castro’s Journal de Chansonettes Italienne: 

BnF 
Cahier  

Plate 
Order CHANSON ITALIENNE OTHER CASTRO EDITION 

[14] 13 Barcherolla ‘Ah se tu fossi o Nina’ [accom. arr.]  =Chansonettes. No. 1, same plate [13] 
[19] 14 Martin Canzonetta ‘La bella pastorella’ [accom. arr.] =Chansonettes. No. 2, same plate. [14] 
[13] 15 Aria ‘Paga fui’ by Mortellari avec accom. De Guitare. =Chansonettes. No. 3, same plate. [15] 
[20] [16] Canzonetta ‘Stanco di pascolar’ [accom. arr.]  =Chansonettes. No. 4, same plate. [16] 

[22] 17 
Martin L’innocenza: ‘M’ha detto la mia mama’ 
[accom. arr.]  

=Chansonettes. No. 5, same plate. [17] 

[23] 18 
Castro Canzonetta ‘In questi crudi giorni’ [accom. 
arr.]  

=Chansonettes. No. 6, same plate. [18] 

[24] 19 Martin ‘No che lasciar non posso’  =Chansonettes. No. 7, same plate. [19] 
[25] 20 Martin Canzonetta 'Il padron colla padrona'  =Chansonettes. No. 8, same plate. [20] 

[21] 21 
Pucitta Canzonetta ‘L’amor xe una pietanza’ [accom. 
arr.] Pucitta  

=Chansonettes. No. 9, same plate. [21] 

[29] 22 Pucitta ‘Ninetta da seno’ [Accom. arr.]  =Chansonettes. No. 10, same plate. [22] 
[27] 23 Martin Le Valubile ‘Vuò star allegramente‘ =Chansonettes. No. 11, same plate. [23] 
[28] 24 [No composer] Canzonetta ‘Le not ti non riposo’  =Chansonettes. No. 12, same plate. [24] 

DATING CASTRO’S IMPRINT ADDRESSES 
I have carefully examined the physical copies in the Bibliothèque nationale de France, the 

British Library in London, and microfilm copies of material in the Fryklunds samling in 

Stockholm27. This is of importance because some of Sor’s Spanish-period guitar works were 

published in the Journal de Musique Étrangère, from which plates were re-cycked and on 

occasion derived from earlier publications. Castro’s habit of publishing works by other 

                                                 
27 My thanks to Anna Lena Holm, Senior Librarian, Rare Collections, Statens musikbibliotek, Stockholm. 
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composers under his own opus numbers has served to obscure certain of Sor works, which I 

will identify. Castro’s imprint addresses can be placed in chronological order only by 

examining each in turn against a backdrop of the history of publishing in post-Revolutionary 

France. The approximate dates of these addresses can then be suggested, but this process is 

indicative rather than exhaustive, as I am only using the copies that I have available to me. 

The history of post-Revolutionary French publishing is spectacularly complex and my 

understanding of this subject has been greatly helped by Carla Hesse’s wonderful book 

Publishing and Cultural Politics in Revolutionary Paris, 1789–1810.28 The historical survey 

that follows will initially focus on dating Castro’s publications. Similar difficulties arise in 

trying to untangle the publishing activities of Sor after he arrived in Paris in 1813, especially 

in relation to Antoine Meissonier, who published half of Sor’s remaining guitar music under 

questionable authority.  

The initial political movements towards the establishment of copyright came with the 

public demand for free political expression in the 1780s as the crisis deepened in France on 

the eve of the Revolution. Copyright, or what was then known as the debate over the 

“Freedom of the Press”, first attained legal expression in the royal decrees connected to 

constitutional reform in 1788 in the face of widespread attacks on royal censorship and 

privileges of the Old Regime:29 

It was not, however, until the Declaration of the Rights of Man and the Citizen on 
August 26, 1789, that the government sanctioned the freedom of the press as a natural 
and inalienable right., but in what particular form was this principle to be embodied? 
From the official recognition of the abstract principle of press freedom a seemingly 
endless debate ensued in the National Assembly. The crux of the debate centered on the 
problem of drawing a just line between liberty and libel, and between opinion and 
sedition. To what extent could authors be held responsible for the consequences of their 
ideas? What would be the appropriate channels of recourse against slander?30 

The practical problem of the implementation of these ideals became one of regulation. How 

were the practicalities of these revolutionary political ideas to be worked out? The ideas 

drawn from Enlightenment philosophy were applied and sculpted into legal forms that would  

…entail the demise of the entire legal and institutional infrastructure of publishing under 
the Old Regime: the royal patronage of letters; the royal Administration of the Book 
Trade and its army of censors, inspectors, and spies; the system of literary privileges that 

                                                 
28 Carla Hesse, Publishing and Cultural Politics in Revolutionary Paris, 1789–1810, Berkeley,·Los Angeles, Oxford: 
University of California Press, 1991, p. 20. 
29 “Historians usually date the beginning of the period of "unlimited freedom of the press" from the royal arrêt of July 5, 
1788, which called on "educated persons" to express their views on the procedures for convening the Estates General, or 
from the arrêt of the Parlement of Paris of December 5, 1788, which gave the first legal sanction to the abstract principle”. 
Hesse, Publishing…1789–1810, Berkeley: 1991, p. 20. 
30 Hesse, Publishing…1789–1810, Berkeley: 1991, pp. 20. 
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gave publishers and authors exclusive publication rights to texts; and finally, the 
monopoly of the Book Guild over printing, publishing, importing, and selling printed 
matter in France.31 

The new unbridled freedoms had the immediate practical consequence of encouraging a 

massive multiplication in the numbers of presses and a concomitant increase in seditious 

pamphleteering and out of control piracy at every level, public and commercial, that would 

bring the book trade to a state of near collapse by 1794.32  

The first concern that exercised the minds of the regulators in the period following the 

declaration of the freedom of the press had to do with the “…line between liberty and libel, 

and between opinion and sedition…”33 mainly precipitated by the unregulated pamphleteers. 

The next regulatory debate arose in 1791 over the Comédie Française and the intellectual 

property rights of playwrights and theatre directors. The laws that passed to regulate this 

issue had unintended consequences and soon the playwrights were agitating for a law that 

would address the rights and duties of authors in general. This first came to public attention 

through protests of music publishers in relation to piracy: 

On January 2, 1792, the committee received a petition from thirty authors and editors of 
music who begged the National Assembly, “in all its wisdom, to find a means to protect 
their property and prevent pirating.” The novelist Jean-Baptiste Louvet de Couvray wrote 
to the National Assembly as well, requesting permission to present a petition “calling for 
a law against piraters, who are destroying the book trade and bringing me to ruin.” These 
appeals did not go unnoticed. On February 20, 1793, the Committee on Public 
Instruction finally assigned Chénier the task of drafting a general law against pirate 
editions in all genres. News of the forthcoming proposal was announced in the Moniteur 
in April, but Chénier did not succeed in getting the convention floor during the troubled 
spring of 1793.34 

This would result in the most developed expression of these legal rights which were put 

into legal form and amounted to a “declaration of the rights of genius” which was finally 

passed on 19 July 1793: 

Like the Sieyès proposal three years earlier, this law guaranteed authors, their heirs, or 
those to whom they ceded the text by contract an exclusive claim on the publication of 
the text for the lifetime of the author plus ten years. The royal Administration of the 
Book Trade, which had registered the literary privileges of the Old Regime, was to be 
replaced by a national depository at the Bibliothèque Nationale, where all property 
claims were to be legally registered.35 

                                                 
31 Hesse, Publishing…1789–1810, Berkeley: 1991, pp. 6–7. 
32 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 127. 
33 Hesse, Publishing…1789–1810, Berkeley: 1991, pp. 20. 
34 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 118. 
35 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 120. 
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Practically, in order to enjoy the rights “of genius”, registration at this national 

depository, the dépôt legal, was the first step. Hesse records statistics of the registrations 

which began on 19 July 1793 covering the period until the end of 1799. In the category 

“Songs” (which is what Castro specialised in) there was nothing registered in 1793, so the 

first registrations of songs can be taken to have begun on 1 January 1794. Registrations were 

voluntary and do not indicate the total output of publications. Hesse’s table (below), from 

which I quote only Section E relating to the arts,36 shows the relative importance of the songs 

as the third most substantial contributor to the legal deposits over the period:  

E. Works of Literature Registered at the Dépôt Légal , Bibliothèque Nationale, July 19, 1793–December 31, 1799, 
by Genre. 
  1793* 1794 1795 1796 1797 1798 1799 Total 
Literature 1 7 9 15 25 36 48 141 
Almanacs 2 4 1 4 6 10 13 40 
Classical 1 1 7 15` 7 22 14 67 
Correspondence and memoirs 1 1 0 2 1 6 4 15 
Language 1 4 2 6 9 16 16 54 
Novels 1 13 14 17 31 40 44 160 
Poetry 2 2 3 6 12 11 14 50 
Songs 0 40 29 3 10 3 9 94 
Theater 2 40 15 12 17 106 116 308 
Travel 2 3 4 7 14 19 19 68 
Total 13 115 84 87 132 269 297 997 
* 19 July–31December 1793 only. 

The process of registering a work required the following formalities: 

In order to guarantee legal protection for individual editions, the law of July 19, 1793, 
required publishers or authors to deposit two copies of their work at the dépôt at the 
Bibliothèque Nationale, for which they received a récépissé, a receipt that served as legal 
proof of ownership of the edition. Because the names of each depositor, along with the 
date, title, and format of each publication, were recorded in the register, it is possible to 
reconstruct a complete record of legally documented publications for the period July 
1793–December 1799.37 

These registers are therefore available,38 so the dating of Castro’s editions would be easy if 

his output of songs included any registered during the Directory (1795–1799). As we will see, 

his editions began to appear in 1802 at the earliest and more likely in 1803. Castro’s Six 

Séguedilles ou Chansons Nationales Espagnoles were published with piano accompaniment 

or separately with guitar accompaniments. The piano versions are transcriptions of the guitar 

                                                 
36 Breakdown by genre of works registered at the Bibliothèque Nationale: “Appendix 5: Publishers, Publications, and the 
Dépôt Légal, 1793–1799” in Hesse, Publishing…1789–1810, Berkeley: 1991, pp. 258–259. 
37 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 178, her reference at note 43 is: “BN, Archives Modernes, CXXIX, 
"Registres du dépôt légal des livres imprimés," reg. 1.” 
38 “The only known bibliographic source that spans the entire revolutionary period is the manuscript register of the dépôt 
légal at the Bibliothèque Nationale, from its founding on July 19, 1793, to the revival of the national Administration of the 
Book Trade in 1810, now conserved in the Archives Modernes of the Bibliothèque Nationale, CXXIX.” Hesse, 
Publishing…1789–1810, Berkeley: 1991, note 37, p. 133. 
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versions. The imprint address of the Six Séguedilles ou Chansons Nationales Espagnoles Op. 

2 with piano accompaniment is as follows: 

 

Example 14. Castro title page of Six Séguedilles ou Chansons Nationales Espagnoles …Œuvre 2me (with piano 
accompaniments) is at BnF, shelf no. Vm739227. 

The address is “Hôtel Drely, rue du Mail, No. 18” and the opus number is filled in by hand, 

suggesting the plates had already been engraved when the decision to allocate the opus 

numbers was taken. The same hand has written the number on the piano version of Op. [3] 

whereas the guitar versions of Op. 1 and Op. 3 have engraved opus numbers.39 The imprint 

address for Six Séguedilles ou Chansons Nationales Espagnoles, [ink Op. 3] (piano) is: 

 

Example 15. Castro, Six Séguedilles ou Chansons Nationales Espagnoles Op. 3 (with piano accompaniment), 
BnF, Vm7 39231. 

Note that the address is “Hôtel Drely, rue du Mail, No. 18…” as before but with a new line 

added: “Et Chez Pleyel, Rue Neuve des Petits Champs vis-à-vis la Trésorerie Nle.” This 

shows that Ignace Pleyel was associated with Castro, probably selling the latter’s editions. 

This link with Pleyel indirectly links Sor to Castro. It is possible that Sor knew Castro in 

Madrid. How Sor came to befriend Pleyel has never been established. The address at “Hôtel 

Drely, rue du Mail, No. 18” appears to be Castro’s first imprint address in Paris and probably 

preceded the same address with the qualification: “Et Chez Pleyel, Rue Neuve des Petits 

Champs vis-à-vis la Trésorerie Nle.” Rita Benton’s research into Ignace Pleyel indicates that 

                                                 
39 Castro, Six Séguedilles ou Chansons Nationales Espagnoles Op. 3 (with piano accompaniment), BnF Vm7 39231, has the 
same pieces as the guitar version of Op. 3, but is differently ordered and with introductions added to numbers 5 and 6 in the 
piano version. 



S a l v a d o r  C a s t r o  d e  G i s t a u  515

Pleyel moved to: “No. 1286, Rue Neuve des Petits Champs vis-à-vis la Trésorerie Nationale”, 

with no number as in Castro’s Op. 3 (piano), from “a little after 21 May 1803”: 

The new address at no. 1286 often appears without the number of the house, but always 
includes mention of its position “vis-à-vis la Trésorerie” (or “vis-à-vis la Trésorerie 
nationale,” or “impériale,” or “public,” according to the government in power; after 
Napoleon was named Emperor on 18 May 1804, the word “impériale” was used).40 

This therefore gives us a date for the Castro Op. 3 (piano) address “Hôtel Drely, rue du Mail, 

No. 18. Et Chez Pleyel, Rue Neuve des Petits Champs vis-à-vis la Trésorerie Nle.” as: ‘After 

21 May 1803 and before 18 May 1804’. Castro’s reference to the “Trésorerie Nationale” 

confirms engraving took place before the proclamation of Empire. Castro’s earlier Op. 2 

address, “Hôtel Drely, rue du Mail, No. 18.”, does not mention Pleyel and the Trésorerie, and 

probably dates before the agreement between the two. The implication of the imprint is that 

whereas the works were always available from “rue du Mail, No. 18” they are now also 

available from “Chez Pleyel”. Accepting some chronology in Castro’s opus numbering it is 

just possible that his publishing from this address began earlier than 21 May 1803, closer to 

the 1802 date mentioned by the cataloguer in the Bibliothèque Nationale. Castro’s Op. 2 

(probably his earliest edition) was also not marked “Enregé. à la Bibe. Nationale” and was 

therefore not registered. It also did not have Castro’s rubber stamp. Pleyel may have 

influenced Castro into later registering and stamping all his later works. 

The Castro Six Séguedilles ou Chansons Nationales Espagnoles Op. 1, is the guitar 

version, the piano version is Op. 2.41 These were conceived for guitar and, are the source of 

the piano arrangement. Op. 1 (guitar) was published from a new address: “Rue Neuve des 

Filles St. Thomas, au coin de la rue de la Loi, No. 77” and registered at the Bibliothèque 

Nationale. The “Nationale” here indicates that this address dates before 18 May 1804.  

 

Example 16. Castro title page Six Séguedilles ou Chansons Nationales Espagnoles Avec la Traduction 
Française Et Accompagnement de Guitare …Opera 1er, BnF, shelf no. Vm739225. 

                                                 
40 Benton assisted by Halley, Pleyel as Music Publisher…, 1990, p. xiv.  
41 Castro, Six Séguedilles ou Chansons Nationales Espagnoles Avec la Traduction Française Et Accompagnement de 
Guitare …Op. 1, BnF, shelf no. Vm739225.  
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Note the smudged stamp reading “S. Castro”, which is used on all editions from this point 

forward. I have not seen the guitar version of Op. 2,42 but the guitar version of Op. 343 was 

registered (unlike the piano one) and has an engraved opus number and the new address:  

 

Example 17. Castro title page Six Séguedilles ou Chansons Nationales Espagnoles …Œuvre 3me., BnF, shelf 
no. Vm739229. 

This imprint remains the same for the Plusieurs Petites Pièces Pour la Guitare Op. 4 (BnF, 

Vm9 3527) apart from the spacing. Unfortunately I do not have copies of the Six Séguedilles 

ou Chansons Nationales Espagnoles Op. 5.44 The dating of this address is based on the 

“Bibliothèque Nationale” on the plate indicating that it was registered before Empire on 18 

May 1804. 

Castro used opus numbers on most of his publications, but it appears that he also used 

these numbers to declare his intellectual property as an editor. He cites the composer on the 

plate (if it is not himself) with the music either in a caption heading or to the left of the first 

bar. Where no composer is mentioned on the plate I have made the assumption that Castro is 

the composer. His opus numbers therefore contain works by other composers; perhaps he had 

a more sophisticated sense of “the rights of genius” assuming as an editor the rights of an 

author. It is not clear how much he was acting as an arranger (the Moretti work, for example, 

appears to be simplified) but differences, where they can be found, seem slight enough for his 

versions to be viewed as copyright infringements had the authors not been foreigners. The 

piano transcriptions probably qualify as arrangements but it is not clear what Sor or Moretti 

would have thought about Castro’s attributions.  

An example of this is Castro’s Six Séguedilles ou Chansons Nationales Espagnoles Avec 

la Traduction Française Et Accompagnement de Guitare…, Opéra 1er… (the guitar version 

of which is opus 2). This edition consists of six Seguidillas composed mainly by others, who 

                                                 
42 The BnF shelf numbers are transposed, and I received the piano microfilm but not the guitar one at the time of writing. 
43 Castro, Six Séguedilles ou Chansons Nationales Espagnoles Op. 3, BnF, shelf no. Vm739229. 
44 Castro, Six Séguedilles ou Chansons Nationales Espagnoles Op. 5, BnF, Vm7 39231 and 39232, piano. 
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are acknowledged simply by their initials to the left of the first bar of the piece, the title page 

nevertheless gives the author as Castro and he retains the “Propriété de l’Auteur”. The 

composers in this case are S. C., J. L. (3 times), F. M. and F. S., who are probably: Salvador 

Castro, Joseph León,45 Federico Moretti and Fernando Sor. This interesting practice has 

uncovered a number of works not previously attributed: the Seguidilla by Sor, ‘Sin voluntad 

me tienes ni entendimiento’ is a version of ‘De amor en las prisones’ with different words 

and altered melody and accompaniment. This version is not mentioned by Jeffery and may be 

a previously unrecognised version by Sor .46 The Moretti song in the Castro Op. 1 is entitled 

“Tirana / F.M. / Andante / con / expression / ‘Si te veo si te hablo’. This song appears as 

Moretti’s No. 1 “La Irresolución” published in London and in other sources. The Castro 

version omits two verses and the 10-bar introduction and 8-bar coda, which is the same as the 

introduction without the first two bars, apart from this is very similar and may be an earlier 

version of the work.47  

The four works that Castro attributed to Sor in this way are listed below, followed by 

four facsimiles of the works themselves: 

1. Castro’s Six Séguedilles ou Chansons Nationales Espagnoles Avec la Traduction 

Française Et Accompagnement de Guitare…, Opéra 1er… Seguidilla by Sor: ‘Sin 

voluntad me tienes ni entendimiento’ version of ‘De amor en las prisones’. 

2. The same Seguidilla by Sor with piano accompaniment: ‘Sin voluntad me tienes ni 

entendimiento’ in Castro’s Six Séguedilles ou Chansons Nationales Espagnoles avec la 

Traduction Française Et Accompagnement de Piano…, Œuvre 2me…. 

3. Piece entitled in the margin: “F. S. / Allegretto”, the fifth un-numbered piece in 

Plusieurs petites pièces à Deux Parties Pour être Exécutées Sur une Guitare Seule…, 

Œuvre 6. 

4. Piece [No. 4] entitled in the margin: “F. S. / Contce. Angloise” or “Contredance 

Angloise” in Plusieurs Petites Pièces Pour la Guitare…, Œuvre 8.  

 

                                                 
45 “Seis boleras para cantar con acompañamiento de guitarra por D. Joseph Leon, nom. 3…”, in the Gazeta de Barcelona, 
no. 30, 15 April 1801, p. 480. 
46 Included in Jeffery, Seguidillas, No. 2, pp. 22–23. Jeffery does not appear to mention this work anywhere. 
47 See Brian Jeffery, Federico Moretti Doce Canciones, London: Tecla, 1978, No. 1. Jeffery says this work is “arranged” (p. 
vii) by Castro in the Journal de Musique Etrangère, but does not identify the Castro Op. 2 source mentioned here. 
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Figure 2. Fernando Sor, ‘Sin voluntad me tienes ni entendimiento’, credited as “F. S. / Allegretto”, the fifth un-
numbered piece in Castro, Six Séguedilles ou Chansons Nationales Espagnoles Avec la Traduction Française Et 
Accompagnement de Guitare… Op. 1, page 8, BnF Vm7 39255. 
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Figure 3. The piano version of Fernando Sor, ‘Sin voluntad me tienes ni entendimiento’, credited as “F. S. / 
Allegretto”, the fifth un-numbered piece in Castro, Six Séguedilles ou Chansons Nationales Espagnoles Avec la 
Traduction Française Et Accompagnement de Piano…, Œuvre 2me….BnF Vm9 3530. 
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Figure 5. Figure 5. “F. M. [Federico Moretti] / Affettuoso” (top) published before 18 May 1804. “F. S. 
[Fernando Sor] Allegretto” (bottom), fifth piece in Castro, Plusieurs petites pièces à Deux Parties Pour être 
Exécutées Sur une Guitare Seule…, Œuvre 6, page 8, BnF Vm9 3530. 
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Figure 6. “Rondo par Pleyel / Amoroso” (top), published before 18 May 1804. “F.S. [Fernando Sor,] / 
Contr[edan]ce / Angloise” (bottom), sixth piece in Castro, Plusieurs petites pièces à Deux Parties Pour être 
Exécutées Sur une Guitare Seule…, Œuvre 6, page 8, BnF Vm9 3529. 
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The next change in Castro’s imprints occurs in the Plusieurs Petites Pièces Pour la 

Guitare Op. 6 (below).48 The register marking becomes: “Enregistré à la Bibliothèque”, 

without the “Nationale”, which does not necessarily indicate a date later than 18 May 1804 

and may be a simplification of the earlier description avoiding the word “Impériale”: 

 

Example 18. Castro, Plusieurs Petites Pièces Pour la Guitare…Œuvre 6, BnF, shelf no. Vm93528. 

The Deux airs variés pour guitare et lyre Op. 7, and Plusieurs petites pièces pour la guitare 

Op. 8, have substantially the same imprint addresses. The date of these works is before 18 

May 1804.  

The Deux airs variés pour guitare et lyre Op. 9,49 is the first occurrence of the change of 

the deposit library from “Nationale” to “Impériale”, dating it after 18 May 1804 (probably 

quite soon after).  

 

Example 19. Castro, Deux Airs Variées Pour la Guitare et Lyre…Œuvre IX, BnF, shelf no. Vm93524. 

The address thereafter changes slightly to: “Rue Neuve des Filles St. Thomas, au coin de 

celle de la Loi, No. 77”. Substantially the same imprint address is used for the Variations de 

las Folias d’Espagne faciles et méthodiques pour la guitare et la lyre Op. 10.50 Historically, 

                                                 
48 Castro, Plusieurs Petites Pièces Pour la Guitare…Œuvre 6, BnF, shelf no. Vm93528. 
49 Castro, Deux Airs Variées Pour la Guitare et Lyre…Œuvre IX, BnF, shelf no. Vm93524. 
50 Castro, Variations de las Folias d’Espagne faciles et méthodiques pour la guitare et la lyre Op. 10, BnF, shelf no. 
Vm93531. 
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we know that before 1792 the Rue de la Loi was called the Rue de Richelieu, changing back 

“…at the end of 1805”51 when Castro was at his next address. 

Castro moved from the corner of the Rue Neuve des Filles St. Thomas and de la Loi, No. 

77 closer to the suburb of Montmartre in the Rue de Provence, No. 27. This can be seen on 

the imprint for his Premier Cahier de Pièces pour la Guitare… Op. 11,:52 

 

Example 20. Castro, Premier Cahier de Pièces pour la Guitare Tirée des meilleurs Auteurs Espagnole Publiées 
par Castro…Œuvre XI. 

Sometime later he published his Mélange d’Airs ou Pot-pourri pour la Guitare ou Lyre… Op. 

12,53 with the imprint address (below) remaining the same except for the number change 

from “27” to “14”: 

 

Example 21. Castro: Mélange d’Airs ou Pot-pourri pour la Guitare ou Lyre…Op. 12, BnF, shelf no. Vm93526. 

The similarity of the rest of the description with “…près le Fauxbourg Mont-martre” suggests 

that Castro was one of those affected by the rationalisation of street numbers in Paris that 

changed the classification of streets in the decree of 4 February 1805. This decree introduced 

a uniform series of numbers for each street, irrespective of the suburb boundaries, and made 

mandatory the use of even numbers for the right, and odd numbers for the left side of streets. 

Although expected to be applied within three months, in practice it took longer, perhaps only 

finally being completed as late as August 1805.54 This dates Op. 11 to probably some time 

                                                 
51 Cecil Hopkinson, A Dictionary of Parisian Music Publishers 1700–1950, London: The Author, 1954, p. viii.  
52 Castro, Premier Cahier de Pièces pour la Guitare Tirée des meilleurs Auteurs Espagnole Publiées par Castro…Op. XI. 
53 Castro: Mélange d’Airs ou Pot-pourri pour la Guitare ou Lyre…Op. 12, BnF, shelf no. Vm93526. 
54 Rita Benton, ‘J.-J. Imbault (1753-1832), violoniste et éditeur de musique a Paris’ Revue de musicologie, vol. 62/1, 1976, 
pp. 86–103, at pp. 93–94. 
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earlier than 4 February 1805, while Op. 12 dates from a little later between February and 

August 1805. I have not seen Op. 13–16, but the imprint address of Op. 12, and opera 17, 18 

and 1955 indicates that the same address continues to apply.  

The next development is Castro’s decision to simplify his address by using the simpler 

“rue de Provence, No. 14.” This is the address used in the imprint address for Castro, Journal 

de Musique Étrangère…, Paris, c. 1808, that we are examining in this chapter: 

 

Example 22. Castro, Journal de Musique Étrangère…, Paris, c. 1808, copy in Fryklunds samling, Statens 
musikbibliotek, Stockholm. 

The closest I can come to a date for this work by using the publisher’s imprints is to offer 

after August 1805, when the rationalisation of the street names occurred. Because Castro 

reused his plates for Op. 12, 17, 18 and 19 in the Journal de Musique Étrangère, these must 

have been published earlier suggesting that the estimate by Imogen Fellinger’s Periodica 

Musicalia of c. 1808 is plausible. The Choron and Fayolle date of December 1810 would 

have been before the reforms to the book trade56 and based on the registration indication: 

“Déposé à la Biblio-/thèque Impériale” not “Déposé à la Don. Gle. de la Librie, which came 

into use as a result of the decree 5 February 1810. Using “Déposé” instead of “Enregistre” is 

not significant as these words appear to have been used interchangeably.57 We unfortunately 

cannot rely on the “timbre fiscal” or taxation stamp, which is nowhere to be found in the 

Castro editions. This useful stamp (where it exists) enables one to date editions from this 

period with some precision.58 Why do the Castro editions then not have them? Are his 

publications exempt from this tax? To answer this question we need read a little more history. 

                                                 
55 Castro, Deux Airs Francais… Op. 17, Deux Airs Variées Pour la Guitare…Op. 18, Nouveau Recueil de Boleros… Op. 19, 
BnF, Vm93522, Vm93525 and Vm739233. 
56 Jeffery, Fernando Sor…, 1994, p. 25 and note on p. 29. 
57 My thanks to Jean-Louis Pailhès, Département de recherche bibliographique Bibliothèque nationale de France Service 
d'information des bibliothécaires à distance (SINDBAD), for his e-mail confirming this. 
58 Using the article by Elisabeth Lebeau, ‘Le timbre fiscal de la musique en Feuilles de 1797 a 1840’, Revue de Musicologie 
Nos. 73–74 XXVIIe Année 1er–2e Trimestre, 1945, pp. 20–28. 
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After the 1793 “Declaration of the Rights of Genius”59 France was plunged into the 

Terror from which it only emerged in 1794 leaving the publishing industry, at the moment of 

its emancipation, languishing under political repression, and by 1794 the book trade was in a 

state of virtual collapse. The legislative response was to introduce a system of cultural 

patronage that began with the report of Henri Grégoire of 17 vendémiaire, year III (5 October 

1794) and led to government payments in the form of prizes, direct subsidies and public 

credits: “…to the authors, editors, publishers, and printers of individual works or editions that 

the government wished to encourage”.60 Grégoire’s report is quoted by Hesse as follows:  

“The art of social life, perfected by Jean-Jacques and Mably, does it not hold an 
honorable rank among the forms of knowledge? A good poem, does it not have as much 
merit as a good machine?” He told the National Convention, “You need a new theater, a 
new history, and a new dictionary of your language"—and so, too, philosophy, poetry, 
and especially songs.61 

The important and profound works of the time received the principal subsidies but, 

surprisingly, the government also “…commissioned the printing of songs and music to be 

distributed at revolutionary festivals”,62 which resulted in the publication of a huge quantity 

of songs in a boom industry that were the foundations Castro was exploiting in May 1803. 

The regulations included a stamp duty:  

The political motivations behind the government's new cultural initiatives became even 
more explicit when the laws of 9 and 13 vendiémiaire, year IV (September 30 and 
October 4, 1797), imposed a stamp tax on all periodicals, with the exception of monthly 
periodicals relating exclusively to “arts and sciences.”63 

This stamp tax also applied to sheet-music and newspapers and was called the “timbre 

fiscal”. It began by imposing a tax of 3 or 5 centimes, which appear as a wet stamp called “de 

dimension”, based on the paper size of the blank sheets used in the publication.64 This tax was 

designed specifically to snare publishers of popular song-sheets of the kind that would have 

been produced by Castro. Looking at his editions, we immediately notice that the timbre 

fiscal is absent. Why did he find it necessary to place all of his one- or two-page songs into 

collections organised around the title of Journal…that were issued monthly? To exploit the 

stamp tax loophole. Instead of publishing individual small song-sheets and paying two taxes, 

he grouped them together to benefit from the exemption of: “…monthly periodicals relating 

                                                 
59 Hesse, Publishing…1789–1810, Berkeley: 1991, subtitle of Chapter Three. 
60 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 140 and 143. 
61 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 150. 
62 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 155. 
63 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 156. 
64 Lebeau, ‘Le timbre fiscal…, 1945, pp. 21–22. 
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exclusively to ‘arts and sciences’…”65. Castro’s plates were virtually all registered at the 

Bibliothèque Impériale and it is possible this tax was policed at registration. Castro’s editions 

never have timbre fiscal stamps indicating that he benefited from this loophole throughout his 

career. Even seem Napoleon’s reforms of 1810 did not bring an end to this, given that the 

timbre fiscal continues to be missing from Castro’s publications after that date. Meissonnier, 

on the other hand, does not appear to have enjoyed the same benefit for his Journal de Lyre 

ou Guitare, which shows the timbre fiscal in the issue of May and June 1816, for example.66  

When Castro began his publishing business, probably in May 1803 (or shortly before), 

the whole industry was about to enter into its worst crisis since the Revolution, as one after 

the other of the most successful and biggest publishers in Paris were forced into bankruptcy,67 

and by November 1805 the situation was made even worse by the great banking crisis after 

the collapse of the Banque de France.68 Already in 1803 publishers had been labouring under 

a credit squeeze as the political situation worsened and the new international markets that had 

begun to reopen by the turn of the century dried up. Internally, Napoleon began limiting the 

freedom of the press mainly in an attempt to control periodicals and on 9 July 1803 (20 

messidor, year XI), on the advice of the minister of police, Joseph Fouché, an obligatory 

dépôt was introduced, controlled by the Prefecture of Police, as a substitute for the voluntary 

system of registrations at the Bibliothèque Nationale.69 This police censorship may have 

affected Castro, who was publishing his music in a journal format to avoid tax. By about 

1804 Napoleon found it necessary to belatedly state that the arts were to be exempt from such 

measures,70 but soon after the proclamation of Empire this evaporated and everything was 

subjected to inspection of the police to determine whether censorship was required. Hesse 

says that: “From summer 1804 through 1810, then, it was the duty of the prefect of police to 

send a report and copy of every work published in Paris to the minister of police”71. The 

crisis deepened, and by 1808 discussions “with the emperor” demanding a new law began.72 

The outcome was an imperial decree proposing a new bureaucratic “Administration” for the 

                                                 
65 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 156. 
66 Containing the Sonate Brillante Op. 1 by Louis ange Carpentras, published by Meissonnier, BnF, Vma3392. 
67 “Between 1799 and 1806, then, at least forty-two publishers, printers, or booksellers declared bankruptcy—nearly one-
fifth of the publishers in the capital, accounting for almost half of the total number of publishing and printing bankruptcies 
fro which we have a record between 1770 and 1806. The outstanding debts of the bankrupt Parisian publishers, printers, and 
booksellers between 1799 and 1806 came in all to over 5.5 million livres . It was a crisis of unprecedented proportions.” 
Hesse, Publishing…1789–1810, Berkeley: 1991, p. 207. 
68 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 211. 
69 See Hesse, Publishing…1789–1810, Berkeley: 1991, pp. 224–227. 
70 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 225. 
71 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 225–226. 
72 Hesse, Publishing…1789–1810, Berkeley: 1991, 228–229. 
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Book Trade, with publishers pressuring the government for regulation: especially of piracy, 

but also of works in the public domain and restricting the number of printers who were 

allowed to operate. These initiatives finally bore fruit: 

[I]n 1810, a new imperial Administration of the Book Trade was laid into place by 
executive order. On February 5, the emperor's Council of State promulgated a "regulation 
of the printing and book trades" comprising eight separate titles and forty-eight articles.73  

The order in Title One: “…established a ‘General Direction’ with a director and six auditors, 

under the minister of the interior”; in Title Four it established that the “publication of any 

work, …required permission of the General Direction”; and in Title Eight it: 

…established a dépôt at the Prefecture of Police, in Paris and every other department, 
with publishers required to deposit five copies of any work they intended to publish. It 
was then the prefect's responsibility to send one copy to the dépôt at the Bibliothèque 
Nationale.74 

This new administrative body was called “General Direction of the Printing and Book 

Trades” and dates from 5 February, 1810.75 Castro’s final imprint address appears in a 

number of publications bearing the same imprint, from which I randomly select his 

Variations Pour la Guitare Sur l’Air Français ‘Ô ma tendre Musette’, published from a new 

address: “Rue de la Michaudière, No. 20”: 

 

Example 23. Castro, Variations Pour la Guitare Sur l’Air Français ‘Ô ma tendre Musette’ [in three parts no 
opus] Fryklunds samling Statens Musikbibliotek Stockholm. 

In this imprint the new official declaration “Déposé à la Don. Gle. de la Librie.” or more 

formally “Déposé à la Direction Générale de l'imprimerie et de la librairie”, was required by 

the law of 5 February 1810, which Carla Hesse translates as the “General Direction of the 

Printing and Book Trades”. All Castro’s editions with the “Rue de la Michaudière, No. 20” 

address bear this official declaration and must have been published after 5 February 1810. 

These works include the following:  

                                                 
73 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 230. 
74 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 231. 
75 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 231. 
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 The copy of the Journal de Musique Étrangère in the British Library, shelf no. 

E.1860.b.(1-2);76 

 Journal de Pièces de Musique de Guitare, Tirées de divers Auteurs Espagnols & autres 

in the Fryklunds Collection;77  

 Journal de Pièces du Chant Espagnol, Par divers Auteurs in the Fryklunds Collection;78  

 Journal de Chansonettes Italiennes in the Bibliothèque nationale de France and in the 

Fryklunds Collection.79  

 Variations Pour la Guitare Sur l’Air Français, ‘Ò ma tendre Musette’ in the Fryklunds 

Collection .80  

These editions are therefore the latest Castro editions that I have seen.  

In summary, therefore, the approximate dates based on the imprint addresses of the 

Castro editions I have examined in Paris at the Bibliothèque Nationale, in Stockholm in the 

Fryklunds Collection and the British Library, are placed into the table below, together with 

the publisher’s imprint addresses arranged in chronological order, showing the earliest 

associated source edition seen by me and provided with a suggested date-range in the right 

hand column of the table:  

                                                 
76 Castro, Journal de Musique Étrangère…, Paris, c. 1808. 
77 “JOURNAL / de Pièces de Musique de Guitare, / Tirées / de divers Auteurs Espagnols and autres / Publié / Par S. 
CASTRO / (de Gistau) / Chaque Cahier sera composé de trois Pièces ou un air varié dont un paraîtra tous les trois mois. / 
Prix / Par Abonnement 3fr. Cahier, et détache 4fr. 50c. / Gravé par Michot. / A Paris / Chez l’Editeur et Auteur Rue de la 
Michaudière, No. 20. / Il a déjà para huit Cahiers / Propriété de l’Editeur et Auteur  Déposé à la Don. Gle. de la Librie.”  

The Fryklunds samling has two issues, each with a crack on the passe-partout title page. The caption titles of these issues 
are: “Cahier No. [“1” in light pencil]: Air Varié pour la Guitare / PAR Dn. Fernando SORS” (pages numbered 2–6); and 
Cahier No. [“2” in light pencil]: Air Varié pour la Guitare ou Lyre / PAR FREDERIC MORETTI” (pages numbered 2–6). 
Fryklunds samling, Statens Musikbibliotek, Stockholm. 
78 “JOURNAL / de Pièces du Chant Espagnol, / Par divers Auteurs / PUBLIÉES / Avec Accompagnement de Guitare, / Par 
S. CASTRO / (de Gistau) Chaque Cahier sera composé de trois Pièces dont un paraîtra tous les trois mois. / Prix / Par 
Abonnement 3fr. Cahier, et détache 4fr. 50c. / Gravé par Michot. / A Paris / Chez l’Editeur et Auteur Rue de la Michaudière, 
No. 20. / Il a déjà paru huit Cahiers / Propriété de l’Editeur et Auteur  Déposé à la Don. Gle. de la Librie.” … A Paris.” 
Fryklunds samling, Statens Musikbibliotek, Stockholm. 
79 The copy in the Fryklunds samling is the same as the one in Paris. 
80 This is a set of progressive variations in three parts, each with a passe-partout title page: “VARIATIONS / Pour la 
Guitare / Sur l’Air Français, ‘Ò ma tendre Musette’ / DEDIÉES / à Madame la Comtesse du Muy, / Née Vintimille / PAR S. 
CASTRO DE GISTAU / Ces Varioations d’une difficulté graduelle, sont divisées en trois Parties. / [“1e.” in pen] Partie. / 
Prix de chaque Partie 2fr. / Gravé par Michot. / [stamped “S. Castro” / A Paris / Chez l’Editeur et Auteur Rue de la 
Michaudière, No. 20. / Il a déjà paru huit Cahiers / Propriété de l’Auteur Déposé à la Don. Gle. de la Librie.” Possibly from a 
periodical, the top right of the title page has a “No. [“40”]. 
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DATING CASTRO’S IMPRINT ADDRESSES 

Opus No. First Title at Address Imprint Address Date 

Op. 2 (pno) Six Séguedilles Op. 2 (piano) Hôtel Drely, rue du Mail, No. 18 Before 21 May 1803 

Op. 3 Six Séguedilles, (piano) Op. 3 

Hôtel Drely, rue du Mail, No. 18. 
Et Chez Pleyel, Rue Neuve des 
Petits Champs vis-à-vis la 
Trésorerie Nle 

After 21 May 1803– before 18 
May 1804 

Op. 1, 3 
(gtr), 4  

Six Séguedilles Op. 1 
Rue Neuve des Filles St. Thomas, 
au coin de la rue de la Loi, No. 
77. “Bib. Nationale” 

After 18 May 1804– before 4 
February 1805 

Op. 6, 7, 8. Plusieurs Petites Pièces Op. 6 
Rue Neuve des Filles St. Thomas, 
au coin de la rue de la Loi, No. 
77. “Bibliothèque” 

Before 4 February 1805 

Op. 9, 10. Deux Aires Variées Op. 9 
Rue Neuve des Filles St. Thomas, 
au coin de la rue de la Loi, No. 
77. “Bib. Impériale” 

After 4 February 1805 

Op. 11 Premier Cahier de Pièces Op. 11
Rue de Provence, No. 27. près le 
Faubourg Mont-martre. 

Shortly before 4 February 1805

Op. 12, 17, 
18, 19. 

Mélange d’Airs ou Pot-pourri 
Op. 12 

Rue de Provence, No. 14. près le 
Faubourg Mont-martre 

Between 4 February and 
August 1805 

None Journal de Musique Étrangère Rue de Provence, No. 14 Between August 1805–5 
February 1810 [c. 1808] 

None Variations ‘Ô ma tendre Musette’ Rue de la Michaudière, No. 20 After 5 February, 1810 

The next table lists the specific Castro editions that I have examined and provides them 

with a suggested date of publication:  
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DATING THE CASTRO EDITIONS SEEN BY ME 
Hôtel Drely, rue du Mail, No. 18: Before 21 May 1803 
 Op. 2. (piano) Six Séguedilles ou Chansons Nationales Espagnoles, BnF, Vm7 39227  

Hôtel Drely, rue du Mail, No. 18. Et Chez Pleyel, 
Rue Neuve des Petits Champs vis-à-vis la Trésorerie 
Nle. 

After 21 May 1803—before 18 May 1804 

 Op. 3. (piano.) Six Séguedilles ou Chansons Nationales Espagnoles, BnF, Vm7 39231  

Rue Neuve des Filles St. Thomas, au coin de la rue 
de la Loi, No. 77.—“Bib. Nationale” 

After 21 May 1803—before 18 May 1804 

 Op. 1. Six Séguedilles ou Chansons Nationales Espagnoles, BnF, Vm7 39225  
 Op.4. Plusieurs Petites Pièces pour la Guitare, BnF, Vm9 3527  

Rue Neuve des Filles St. Thomas, au coin de la rue 
de la Loi, No. 77.—“Bibliothèque” 

Before 18 May 1804 

 Op. 6. Plusieurs Petites Pièces à Deux Parties, BnF, Vm9 3528  
 Op. 7. Deux Airs Variés pour Guitare et Lyre, BnF, Vm9 3523  
 Op. 8. Plusieurs Petites Pièces, BnF, Vm9 3529  

Rue Neuve des Filles St. Thomas, au coin de la rue 
de la Loi, No. 77.—“Bib. Impériale ” 

After 18 May 1804  

 Op. 9. Deux Airs Variées pour Guitare et Lyre, BnF, Vm9 3524  
 Op. 10. Variations de las Folias d’Espagne Faciles et Méthodiques, BnF, Vm9 3531  

Rue de Provence, No. 27. près le Faubourg Mont-
martre. 

Shortly before 4 February 1805 

 Op. 11. Premier Cahier de Pièces pour la Guitare, BnF, Vm9 3530  

Rue de Provence, No. 14. près le Faubourg Mont-
martre. 

After 4 February and before August 1805 

 Op. 12. Mélange d’Airs ou Pot-pourri pour la Guitare ou Lyre, BnF, Vm9 3526  

Rue de Provence, No. 14. près le Faubourg Mont-
martre. 

Shortly before 4 February 1805 

 Op. 17. Deux airs Français Variés pour la Guitare, BnF, Vm9 3522  
 Op. 18. Deux Airs Variées pour Guitare et Lyre, BnF, Vm9 3525  
 Op. 19. Nouveau Recueil de Boleros, BnF, Vm7 39233 

Rue de Provence, No. 14. 
Between February–August 1805 and before 
5 February 1810 [c. 1808] 

 Journal de Musique Étrangère Pour la Guitare ou Lyre 

Rue de la Michaudière, No. 20. After 5 February, 1810 
 Variations Pour la Guitare Sur l’Air Français, ‘Ô ma tendre Musette’  
 Journal de Pièces du chant Espagnole, Fryklunds Collection  
 Journal de Chansonettes Italiennes, BnF, A. 4970 (1-12) and Fryklunds Collection.  

 
Journal de Pièces de Musique de Guitare, Tirées de divers Auteurs Espagnols & autres [No. 40] / Fryklunds 
Collection 

  F. Moretti Op. 4 Trois Rondeaux Pour la Guitare ou Lyre 

The Castro editions that I know to exist but have not examined (such as piano versions of 

guitar chansons) are excluded from this preliminary survey. Dating Castro’s addresses is not 

as simple as reading off the details of their registrations, the mere fact that the engraver has 

placed “Enregé. à la Bibe. Nationale” on the title plate does not mean that the deposit occurred 

at that time: consider, for example, that at the Prefecture of Police “…of the average sixteen 

hundred works per year deposited for copyright protection … only sixty to one hundred were 

inspected”81. Nor is it clear what affect bureaucratic delays had or how long such delays may 

                                                 
81 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 228. 
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have taken before an edition was officially stamped and archived. Deposits obviously took 

place some time after the engraving on the title page of Castro’s Op. 1, for example, which 

claims on the title page to have been registered at the Bibliothèque Nationale, but bears a 

stamp with the Imperial Eagle reading: “Imprim. Bibliothèque Impériale” (which is not easily 

seen in this reproduction): 

 

Example 24. Detail of Six Séguedilles ou Chansons Nationales Espagnoles Op. 1, BnF, shelf no. Vm739225. 

My dating of this work is: after 21 May 1803 and before 18 May 1804, based on the idea that 

no engraver would easily have ignored an imperial decree. In the two examples below, 

Castro’s earlier plates dated before 21 May 1803 also show the imperial eagle. It is possible 

that Castro belatedly registered all of these editions at one time close to or after 18 May 1804 

having had them engraved some time before this: 

 

Example 25. Detail of the stamp (left) showing the imperial eagle (after 18 May 1804) on Op. 2 (piano) Six 
Séguedilles ou Chansons Nationales Espagnoles (BnF, Vm739227) plate dated ‘Before 21 May 1803’. Op. 3 
Six Séguedilles ou Chansons Nationales Espagnoles (BnF, Vm7 39231 (right) plate dated as at Op. 1 above. 

All in all it seems unlikely (unless new information comes to light) that Castro was 

publishing anything before 1802 at the earliest. He diligently registered his publications and it 

his behaviour would have been typical of publishers of guitar music in Paris. The benefit of 

registration would have been connected to piracy and it is possible his links with Pleyel may 

have been the catalyst in this regard.  
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Ignace Pleyel and Copyright 
Ignace Pleyel (1757–1831) settled in Paris in early 1795 and his first publications appeared in 

1796. By July 1796 he had registered his first publications at the depot legal, but was not very 

efficient in doing so:  

Between July 1796 and February 1799 Pleyel seems to have made no registrations, 
although he continued to publish works with the same address, No. 24 [rue Neuve des 
Petits Champs], and with plate numbers between 6 and 100. That some of these editions 
were tardily registered in 1799 may be confirmed by the imprint address, as well as by 
their listing in catalogues issued between 1796 and 1798 and in journal announcements 
that appeared a year or more before the copyright registration.82 

This confirms that there is no reason to view Castro’s similar tardiness as unusual. The 

address mentioned here is Pleyel’s before he moved to the address he occupied when Castro 

was associated with him. His motivations in registering his editions were directly connected 

to what he considered to be rampant piracy and in January 1797 he belatedly announced the 

opening of his Paris music shop and making the following undertaking:  

…No copies will be issued without Pleyel’s signature; this blanket rule is necessary not 
so much for the publisher’s interest, as for music dealers and amateurs, who for some 
years and especially in the last months heave been shamefully deceived by pirating 
printers, who sell under the name of Pleyel many works which are supposed to be by this 
author; and when many of them were shown him in Paris, he did not recognize them and 
explained they were false and not his compositions…83 

Sor would later resort to the same stratagem of signing the title pages of his editions in just 

this way, and I believe he learned this from Pleyel. Castro did not physically sign his editions, 

but instead resorted to a rubber stamp to serve as his signature. The Meissonnier editions are 

discussed in Chapter 13, ‘Dating Meissonnier’s Sor Plates’.  

The Engraver Michot or Michaud 
The engraver credited on the Castro Op. 3 title page and in Op. 2 on the first music plate is 

Michot, who is identified by Devriès and Lesure as working from approximately 1792 to 

1804 .84 Devriès and Lesure give the alternative spelling “Michaud”, and this person may be 

related to the “Mlle. Michaud” who worked from 1764–1789 and who engraved P. Porro’s 

Nouvelle Etrennes de Guitarre Op. 4. The identity of Michot has become important to the 

dating of Castro’s publications and may provide the key to exactly when Sor’s works first 

                                                 
82 Benton assisted by Halley, Pleyel as Music Publisher…, 1990, p. xi. 
83 Advertisement in the Journal des Luxus und der Moden, Weimar, January 1797 quoted in Benton assisted by Halley, 
Pleyel as Music Publisher…, 1990, p. xiii. 
84 Anik Devriès, and François Lesure, Dictionnaire des éditeurs de musique français, 2 vols., Archives de l'édition musicale 
française, t. 4, Geneva: Minkoff, 1979–88, Volume 1 ‘Des origines à environ 1820’, p. 171. 
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entered wider European consciousness. Michot engraved almost all Castro’s plates but his 

plate recycling complicates when and where and for what they were first used. The advantage 

of passe-partout pages is that they allow a publisher to pay the engraver once and used the 

plate for multiple editions. It also cannot be assumed that the music after the title page was 

engraved by the same person and changes can be made to a plate that result in the removal of 

the first engraver's mark or the addition of new plates by a new engraver.  

All Castro's title pages of works with opus number that I have seen are signed by Michot. 

In the Journal de Musique Étrangère the passe-partout title pages of the Chanson Espagnole 

and the Chanson Italienne are signed “Michot” but the global passe-partout title pages for the 

first 12 issues of the Journal are not so signed. This suggests that the pages for the Chansons 

had some previous life in different publications. This is confirmed by the poorly executed 

changes to imprint address, publishing and official information on these passe-partout pages: 

the registration of “Propriété de l’Auteur” and “Déposé à la Bibliothèque Imp.le” lines shows 

that they were altered later; the space after the “Edi” before the “teur”, so that “Au” could be 

added to copies in pen is crude an amateurish solution. More importantly, the publisher’s 

address (although difficult to see on this copy) shows the traces of a much longer address that 

was later struck out, very likely: “Rue de Provence, No. 14. près le Faubourg Mont-martre”, 

which pushes that date of this plate back to shortly before 4 February 1805: 

 

Example 26. Passe-partout title page for the Castro, Journal de Musique Étrangère…, Paris, c. 1808, Cahier 
No. 1, “Chanson Espagnole”, BnF, shelf no. Vm7 2383. 

It appears that these minor alterations were probably done in house and only when a new title 

was envisaged would Castro call for the services of his engraver once again. Perhaps this is 

the explanations for the following 12 issues of the Journal de Musique Étrangère, which 

once again have the principal passe-partout title pages signed by Michot. None of the issues 

containing music by Sor have title pages with a Michot signature.  
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BnF 
Cahier  

Plate No. SOR WORKS IN THE JOURNAL DE MUSIQUE ÉTRANGERE 

12 12 Sors [1] Un menuet et un Petit Allegro [No engraver credited] 
Solo Guitar Issues 

[30] 1 Thema varié [in A later Op. 20] No engraver credited 
[18] 2 Air Varié [chromatic theme] No engraver credited 
[17] 3 Air Varié [later Op. 12] No engraver credited 

[15] 5 
[4] Menuets Composés pour la Guitare & Un menuet et un Petit Allegro [repeated 
No. 12 plate number “12.G.”] No engraver credited 

[26] 50 Sonata Prima No engraver credited on title page. Total of 8 plates. 
[26] 47 Sonata Seconda No engraver credited.  

Castro’s Livre Tournois Pricing 
Another obvious feature of Castro’s plates is the continued use of the old ‘livre tournois’ 

currency, for example, in his Six Séguedilles ou Chansons Nationales Espagnoles Avec la 

Traduction Française Et Accompagnement de Guitare …Op. 1, has the price is given as “4lt. 

10s.” or 4 livres tournois and 10 sols (or sous) in the currency of the Ancien Régime.85 This 

gives his plates the appearance of being much older than they are. The changes to the new 

system of currency were extremely complex taking place over a number of years beginning 

with the decimalisation of the livre on 1 August 1793 to make it divisible by ten, instead of 

twelve; this was followed by renaming the base unit of currency ‘franc’ on 15 August 1795.86 

The required passing a number of laws to set the relative value of new coins and establish 

their primacy over the old money. The use of the franc in public and private accounts became 

obligatory on 20 October 1799 (29 Vendémiaire, Year VIII), which was probably the basis 

for Cecil Hopkinson saying that the use of the older currency continued until “the end of the 

XVIIIth Century”.87 This change was, however, more gradual and the old coins were still used 

as late as the 1830s with liards and sous being withdrawn only in 1856. This is explained by 

Carla Hesse as follows: 

Despite the monetary reforms of the year IX (1800–1801), Paris printers and publishers 
continued to compute their accounts in livres rather than francs. According to the expert 
Guy Thuillier, the use of livres was standard practice in the business community until the 
end of the decade. In any case, the difference in value, for our purposes, is not very 
significant: in 1799–1800, 5 francs equalled approximately 5 livres, 1 sou, and 3 
deniers.88  

                                                 
85 Castro, Six Séguedilles ou Chansons Nationales Espagnoles Avec la Traduction Française Et Accompagnement de 
Guitare …Op. 1, BnF, shelf no. Vm739225. 
86 With thanks to Irène Delage ‘A history of the Franc: the key moments’ a previously unpublished article, trans. P.H. 
<http://www.napoleon.org/en/reading_room/articles/files/franc_delage.asp#ancre1>, accessed 6 July 2006; and the article, 
‘Une Brève Histoire du Franc’ by Andre MATHIEU Raismes Décembre 1998 accessed 6 July 2006 
<http://numisnord.free.fr/franclivre.htm>. 
87 Hopkinson, A Dictionary of Parisian Music Publishers…, 1954, p. xi. 
88 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 205 note 3.  
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No significance can therefore be placed on the fact that Castro and his fellow publishers 

in Paris did their accounting in livres and marked their prices accordingly. Castro changed his 

pricing to francs after 5 February 1810 when he moved to the Rue de la Michaudière, No. 20. 

perhaps as a result of reforms to the Book Trade. More serious was the following regulations 

that are here summarised by Hesse: “Title two limited the number of printers in Paris to sixty 

(extended shortly thereafter to eighty), each required to possess a minimum of four presses. 

… Title four required all publishers and booksellers to be licensed independently of 

printers.”89 We do not know how Castro printed his editions but it seems most probable that 

he was put out of business under either or both titles. Times were difficult, bankruptcies were 

rife and regulation was strict, his plates were cracked and worn from overuse and he was 

probably one of the first casualties of the reforms of February 1810. 

Castro represented the Spanish style of guitar playing in Paris before Sor arrived. He was 

also one of the publishers who made idiomatic arrangements of the little songs that enabled 

young men and women to acquire the valuable social accomplishment of singing to their own 

accompaniment on a guitar and, later, the piano. Castro struck a rich vein with his Spanish 

exoticism and use of the guitar for accompaniment but his inclusion of piano versions show 

its growing influence in amateur circles. His music should not be underestimated, playing an 

important role in the growth of the knowledgeable audiences (which are the envy of concert 

organisers today) who could listen critically to great composers of the day. The development 

of the educated listener is one of the most important by-products of the amateur salon music 

that Castro and others provided. The spirit of the Journal de Musique Étrangère began to get 

lost when the guitar solos of Fernando Sor were published, with their demand for infinitely 

greater virtuosity attainable only by professional musicians. Sor claims to be shocked by the 

statement: “I play only to accompany myself”90 but in expressing this view he made guitar 

accompaniment into a matter of musical science and specialist knowledge, not amateur 

accomplishment. Castro’s Journal fostered an anti-specialist view of the guitar that can be 

seen in the two songs from Cahier No. 3 of the Journal de Musique Étrangère.91  

 

 
89 Hesse, Publishing…1789–1810, Berkeley: 1991, p. 231.  
90 Sor Method…, p. 37. « Je ne joue pour m’accompagner » Sor Méthode…, p. 64. 
91 Castro, Journal de Musique Étrangère…, Paris, c. 1808, No. 3. Castro, Seguidilla ‘Quando hicimos el cambio de las dos 
almas’ and Canzonetta Venziana ‘Or che sono d’amante sprovvisto’, BnF, Vm7 2383. 
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