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Abstract

The time leading up to one of the most important periods in the history of guitar music — “the
golden age of the guitar” in the first half of the 19th century — was the heyday of European cities
such as London, Paris, Vienna or Dresden. Music was the main source of entertainment for royalty
and high society, and numerous music publications, sheet music editions and instrument hand-
books were being created. Manufactures tried to outdo each other in structural innovations, refin-
ing and patenting increasingly interesting instruments. One such instrument was the immensely pop-
ular English guitar (guittar), which differed in design and tuning from the instrument we know today.

At present, it would be futile to look for the guitar repertoire of the second half of the 18th
century on concert stages or in academic curricula (with a few exceptions, such as Luigi Boccheri-
ni's quintets or Giuseppe Antonio Brescianello's partitas), and English music is almost nowhere to
be found. It is, to a large extent, undiscovered and nearly forgotten. Bringing it back to life will not
only provide insight into the design and performing capabilities of the now unknown guittar (as
well as its distinctive playing technique, fingering and articulation) and allow us to learn more
about the works composed for the instrument (and their characteristic features), but — above all —

Date of submission: October 14, 2022

Review 1 sent/received: December 5, 2022 / December 28, 2022
Review 2 sent/received: December 5, 2022 / December 8, 2022
Date of acceptance: February 10, 2023


http://dx.doi.org/10.16926/em.2022.17.10
https://orcid.org/0000-0003-2505-5190
mailto:mwlodarc@vp.pl
http://dx.doi.org/10.16926/em.2022.09

140 Matgorzata ZEGLEN-WLODARCZYK

give a full picture of the evolving aesthetics of the 18th century. These compositions will also fill
the existing gap in the guitar repertoire of the second half of the 18th century, offering broad
prospects for their performance in the future. The most important consequence of that is the
preservation of the continuity of guitar literature from the Renaissance to the present day, and
the resulting possibility to make the world described in Leopold Mozart’s or Carl Philipp Emanuel
Bach'’s treatises tangible.

Keywords: English guitar, guittar, guitar repertoire of the second half of the 18th century, Eng-
lish guitar design, guitar makers

Introduction

The aim of the present study is to present the guitar literature of the second
half of the 18th century, which is to a large extent undiscovered, nearly forgot-
ten and unknown in the present day. Currently, very few compositions from that
period which were originally written for the above-mentioned instrument ap-
pear on concert stages and in academic curricula. The most important of them
include Luigi Boccherini’s (1743—-1805) guitar quintets, Giuseppe Antonio Bre-
scianello’s (1690—1758) partitas and the works of Giacomo Merchi (1730-1789).
In addition, a small number of minor works by less popular composers, such as
Jan Krtitel Varihal (1739-1813), is occasionally performed. There are only a few
disc publications of compositions for the English guitar on the market; they fea-
ture the works by Johann Christian Bach (1735-1782), Francesco Geminiani
(1687-1762), Rudolf Straube (1717-1785), Tommaso Giordani (ca. 1730-1806)
or James Oswald (1710-1769).

The gap in the guitar repertoire of the second half of the 18th century was
being filled by classical guitarists with literature for other instruments, usually
string or keyboard, which is exemplified by the harpsichord sonatas by Dome-
nico Scarlatti (1685-1757) or sonatas for the harpsichord or pianoforte by Do-
menico Cimarosa (1749-1801). Making use of such compositions presents each
guitarist-performer with the problem of translating the idiomatic language of
those instruments into the language of the guitar. On the one hand, the resulting
transcriptions are extremely valuable as they make it possible to perform early
music and get acquainted with its architecture, harmonic relationships or aes-
thetic; on the other hand, such compositions do not satisfy the need of experi-
encing the old guitar fingering technique, articulation, ornamentation or timbre.

The guitar works of the period in question are not in circulation today. Perhaps
this stems from a lack of awareness of their existence since the instrument was
not known in its current form at that time — the Spanish variant appeared only at
the end of the 18th century, and the lute was already going out of fashion. It
should be remembered that the second half of the 18th century was a time of
constant experimentation in string-instrument making — manufactures tried to
outdo each other in structural innovations, refining and patenting increasingly



The English guitar and... 141

interesting instruments, and many types of necked, plucked chordophones differ-
ing in design or tuning existed on the market at the same time. What is more, this
was the heyday of European cities such as London, Paris, Vienna or Dresden,
where music was the main source of entertainment for royalty and high society.
Numerous music publications, sheet music editions and instrument handbooks
were being created in response to the needs of the market. There is no doubt that
music literature, including guitar literature, must have been abundant.

In the 1850s, it was increasingly common for the British press, literature and
painting to abound in mentions and portrayals of a newly created instrument —
the English guitar (guittar), which quickly won recognition in all social classes,
especially among ladies from aristocratic families. By the end of the century, it
had become the most popular instrument not only in Great Britain and its colo-
nies in North America and India, but also in most European countries, i.e. Ger-
man-speaking states, the Czech Republic, Russia, Scandinavia, Italy, France, the
Netherlands, Portugal, Spain and even Poland. This type of guitar continued to
function in various forms until circa 1850.

It was a relatively small instrument with an average scale length of 42 cm, sim-
ilar in appearance to the cittern and resembling the mandolin. It existed in many
varieties — the most popular one had ten metal strings in six courses with tuning
to open C! and, less frequently, A or G (which was more common in Poland). The
range of the instrument was usually 2,5 octaves. Its neck was fitted with 12 to 19
brass frets, and the flat or convex body could be shaped like a pear, tear, fig, egg,
cloud or bell. Holes for attaching the capo were often drilled in the neck of a guitar
so that performers could easily change the key of pieces, for instance while ac-
companying a vocalist. More expensive instruments had numerous decorative el-
ements in the form of veneers and inlays, and they were adorned with lavish ma-
terials such as ebony, mother-of-pearl or ivory. They also came with more precise
tuning mechanisms and a range of additional accessories as well as labels or en-
graved trademarks of prominent workshops and luthiers.

Fig. 1. An English guitar from the collection of the Victoria & Albert Museum in London. Photo:
M. Zeglen-Wtodarczyk (author’s personal archive).

1 The successive notes of the open strings formed a C major chord: c e gg clc! elel glgl.
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1. The English guitar — history and function in society

1.1. London in the second half of the 18th century

London was the birthplace of the English guitar. It is worth noting that by the
end of the 18th century —that is just before one of the most important periods in
the history of guitar music, the so-called “golden age of the guitar” — it had be-
come the largest city in Europe and a multicultural metropolis. It was home to the
royal court, the Church and a major port. Tourists and emigrants from all over the
continent flocked there, as well as scientists attracted by higher education facili-
ties such as The Royal Society of London for the Promotion of Natural Knowledge
or The Royal Academy of Arts. The industrial revolution was also not without sig-
nificance as it led to great technological, economic and social changes.

The rapidly expanding city quickly became the centre of high society — pri-
marily the aristocracy and the emerging affluent middle class, which was mainly
oriented towards consumerism. Members of the royal family and the nobility
attended theatrical performances, concerts and visited beautifully arranged gar-
dens. Many musical societies were also being established. Music accompanied
the population both in the public sphere and in private settings. Due to the
steady increase in the number of amateur performers, entrepreneurs, trying to
keep up with the needs of the market, would sell cheap instruments and sheet
music editions. Moreover, the craze for the English guitar presented an oppor-
tunity for making easy profits. Producing and trading in these instruments and
the music written for them was no longer the domain of luthiers, but also numer-
ous non-specialised manufacturers —craftsmen, inventors, publishers, merchants,
teachers, composers or performers. Shops offered guitar and composition les-
sons, and even the opportunity to publish one’s own music. The local press con-
stantly featured advertisements of teachers promising quick improvement:

MUSIC. The Guittar, Harpsichord, and Singing taught in a most easy and elegant man-

ner, by an eminent master of undoubted character and abilities, who engages to teach

any person unacquainted with music to play ten tunes the first month, and in three

months to be so far accomplished on the guittar as to be able to play any common
piece of music at sight2.

1.2. Longman & Broderip, Frederick Hintz and other guitar manufacturers

For nearly 30 years, one of the leading companies in London’s musical life was
Longman & Broderip. It had two “royal” music shops, as they were called, and
a publishing house printing sheet music, instrument handbooks, books and music
periodicals. In addition, it was involved in selling concert tickets, organising the
free time of visiting musicians or manufacturing, restoring and distributing

2 “Gazetteer and New Daily Advertiser”, 9 December 1768.
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instruments (such as harpsichord, flute, oboe, bassoon, clarinet, Scottish bag-
pipes, violin, English guitar, mandolin, harp, cittern or cello) and accessories (e.g.
strings or bows).

At the end of the 18th century, at least 52 musical instrument makers were
engaged in the manufacture and trade of guitars in the British Isles. They included
leading guitar-makers, largely of German origin, such as the “Guittar-maker to her
Majesty and the Royal Family”3 — Frederick Hintz (1711-1772), Remerus Liessem
(born before 1730-1760), Michael Rauche (before 1757—1784) or Christian Claus
(born before 1783—1799) and John Preston (1727-1798), who were famous for
refining guitars and introducing innovative solutions.

1.3. English guitar craze and the evolution of the instrument

The fierce competition on the market and the constant need to satisfy the
consumerism-oriented society meant that the design of the guittar was undergo-
ing rapid changes. Many improvements and innovations were introduced, for in-
stance complex tuning mechanisms and even ... keys! The latter solution gener-
ated widespread enthusiasm among noble ladies, as the keys not only protected
nails from being damaged by the metal strings, but also produced a slightly
stronger sound, similar in timbre to the more and more popular pianoforte.

Fig. 2. An English guitar with a key box from the collection of the Victoria & Albert Museum
in London. Photo: M. Zegleri-Wtodarczyk (author’s personal archive).

The popularity of the English guitar — advertised as an inexpensive and ele-
gant instrument which offered the possibility to quickly master simple pieces of
music — was so great around 1765 that it began to endanger the livelihood of
harpsichord-makers. One of them — Jacob Kirckmann (1710-1792) — is said to

3 J.Kloss, Frederick Hintz — Guittar-maker to her Majesty and the Royal Family, [in:] The “Guittar”
In Britain 1753-1800, http://www.justanothertune.com [access: 25 June 2018].
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have remedied that by giving away cheap guitars to simple craftsmen and street
singers in order to embarrass rich ladies and encourage them to return to play-
ing the harpsichord?®.

1.4. Musical education as an essential element of social interactions —
amateur music-making

The prevailing craze and passion for music made owning instruments and
receiving music education necessary to social interactions. The harpsichord or
guitar, which often served as fashionable decorative accessories, impressed
guests and made it possible to make music with others. For lower and middle-
class families, they constituted a good way of improving social status and, more
importantly, gave young ladies the opportunity to present their musical talents
to wealthy husbands-to-be. Girls had excellent manners and a well-rounded ed-
ucation including playing instruments, singing and dancing, which was men-
tioned in many etiquette textbooks for young women. The polite lady (1779)
contains the following excerpt from a mother’s letter to her studying daughter:

As most young ladies are taught to play on the harpsichord and guitar, | expect you will

learn to perform on both these instruments [...]. But still | would have you to apply your
chief attention to vocal music [...]°.

or:

| had the pleasure of hearing of [...] great improvement you make in dancing. This is one
of the most genteel and polite accomplishments which a young lady can possess®.

1.5. The English guitar — a professional concert instrument

It should be remembered that, apart from the amateur movement and
home music-making, the English guitar was also popular among renowned pro-
fessional and active performers such as Ann Ford (1737-1824), Giovanni Battista
Marella (ca. 1745—ca. 1778) or R. Straube.

1.6. The English guitar in Poland

The English guitar was also immensely popular in Poland. This was predom-
inantly the case in the late 18th and early 19th centuries. Its presence made its
mark on historical sources, art and literature. For example, the instrument was
mentioned in Zemsta [Vengeance] (written in the early 1830s) by Aleksander
Fredro (1793-1876):

4 R.Spencer, |I. Harwood, entry: English guitar, [in:] The New Grove Dictionary of Music and Mu-
sicians, [https://doi.org/10.1093/gmo/9781561592630.article.08823], [access: 13 June 2018].

5 Ch. Allen, The polite lady, or, A course of female education: in a series of letters, from a mother
to her daughter, 4th edition, J. Exshaw, Dublin 1779, p. 18.

6 |bidem, p. 12.
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To [...] Clara Raptusiewicz, heiress of Zakroczym, | bequeath my English guitar, and my
collection of rare butterflies [...]7.

At that time, gitarra or gittarra, as it is called by Polish sources, competed
with the harpsichord, clavichord and even the piano® for the title of the most
important instrument, and it found the recognition of all social groups. Around
1808, the larger Spanish guitar (which was initially only used for accompani-
ment) appeared in Poland, yet it was mostly played by men due to its size.
Women, on the other hand, continued playing the more elegant, smaller and
lighter gittarra.

In Poland, the guitar in both of its variants was regarded as one of the “re-
formed” and “most useful” instruments that could “emphasise the melody

alongside its own accompaniment, or accompany singing”®.

2. The repertoire and English guitar handbooks

The music of the second half of the 18th century was dominated by transi-
tional styles between Baroque and Classical, including galant. Guittar literature
was composed in this very aesthetic. Furthermore, social factors necessitated,
as it were, the cultivation of mainly secular genres of music, which readily es-
tablished themselves among the elite, while simultaneously being the staple en-
tertainment of the urban middle-class public.

The enormous popularity and success of the English guitar in the entire Brit-
ish society and the resulting prospect of easy earnings became a “sufficient rec-
ommendation”?® for writing musical pieces not only to amateur composers but
also renowned artists. It was valued by, among others, F. Geminiani, who wrote
the following on the first page of The Art of Playing the Guitar or Cittra (1760):

the Guitar [...] is [...] deserving of regard, even from good Judges of Music [...], For the
disposition and number of its Strings, render it capable of a very full and compleat Har-
mony [...]1%

2.1. English guitar repertoire

The extensive guittar repertoire comprised instrumental and vocal-instru-
mental pieces at virtually every skill level. It was suitable both for those who were
new to the instrument and those who already had experience with performing.

7 A. Fredro, Zemsta. Komedya w czterech aktach, wierszem, Ztoczéw 1893, p. 87.

8 H. Goldberg, Music in Chopin’s Warsaw, Oxford University Press, New York 2008, p. 30.

9 K.W. Wojcicki, Warszawa, jej Zzycie umystowe i ruch literacki w ciggu lat trzydziestu (od 1800—
1830r.), Gebethner i Wolff, Warszawa 1880, p. 236.

10 G.B. Marella, Sixty-six Lessons for the Cetra or Guittar, in every key, both flat and sharp,
G.B. Marella, London 1758.

11 F, Geminiani, The Art of Playing the Guitar or Cittra, Harp & Hautboy, Edinburgh 1760, p. 1.
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By 1800, the works of more than 60 composers had been published in Lon-
don, Dublin, Edinburgh and York; they included J.Ch. Bach, J. Oswald — the court
composer of king George Il — as well as the excellent lutenist R. Straube, violinist
Felice Giardini (1716—-1796), the female guitarist A. Ford, G.B. Marella, F. Gemi-
niani or Robert Bremner (ca. 1713-1789).

2.1.1.SOLO WORKS
2.1.1.1. ORIGINAL COMPOSITIONS FOR THE GUITTAR

Solo works for the English guitar spanned multiple genres: sonatas (includ-
ing those still written in the “old” style — with basso continuo accompaniment),
variations, rondos, serenades, divertimenti, various dances, marches and many
others. Examples include: Sonata in two movements by J.Ch. Bach, Three Sona-
tas for the Guittar (1768) by R. Straube, Six solos for a Guitar with a thorough
Bass for the Harpsicord by Tommaso Giordani (ca. 1730-1806) and Twelve Diver-
timentis (1758-1760) by J. Oswald. Of the remaining genres, one might mention:
Xll Serenatas (ca. 1760) by Antdnio Pereira da Costa (?—ca. 1770) and A Collection
of Songs, Rondeaus, Waltzes, Marches and Dances, for the guitar, pianoforte gui-
tar, or the new invented Spanish guitar (ca. 1800) by Thomas Bolton (?-?).

Significantly, the pianoforte guittar did not have a separate repertoire. How-
ever, the performer had to take into account the possibility of not being able to play
some of the more complex compositions on the slower keyboard instruments.

2.1.1.2. ARRANGEMENTS AND TRANSCRIPTIONS

Arrangements of popular pieces of music were of great interest to British
high society. Due to the tuning of the guittar, they were typically transposed to
the key of C major. The works that stand out in this respect are songs and
dances, including those from the works of Baroque or Classical composers such
as Georg Friedrich Handel (1685—-1759), Wolfgang Amadeus Mozart (1756—
1791) or Joseph Haydn (1732—-1809), as well as arias and overtures from operas
which were, at that time, performed in theatres. According to Robert Bruce Arm-
strong, “scarcely a song or a ballad was printed without its being transposed or
set for the instrument”2, This type of literature includes the following collec-
tions: Collection of the most celebrated Songs set to Music by Several Eminent
Authors, adapted for the Guittar (1774) by David Rutherford (born before 1750-
ca. 1820), The Songs in the Gentle Shepherd, Adapted for the Guitar (1760) by
R. Bremner, A Book of Airs and Songs, principally adapted for the Guittar (1756) by
Thomas Call (?), Six Favourite Songs and Six Rondos by Sigr. Pleyel, And a Select Col-
lection of Lessons, Airs, Minuets, Allemandes &c. To which are added Some French

12 R.B. Armstrong, Musical instruments. English and Irish instruments, vol. 2, T.A. Constable, Ed-
inburgh 1908, p. 5.
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& Italian Songs Adapted for the Piano Forte Guittar (ca. 1795) by Felix Chabran
(1756-1829), A Choice Collection of Airs, Minuets, Marches, Songs and Country
Dances &c., By several eminent authors, Adapted for the guittar (ca. 1765) by Fred-
erick Hintz (1711-1772), Compositions for the Cetra or Guittar, with an Accompany-
ment, consisting of a Variety of Pieces in every Stile of Music (1762) by G.B. Marella;
and opera arrangements: All the Tunes in the Beggar’s Opera, transposed into easy
and proper Keys for the Guittar (1759) and Love In A Village (1763)3.

2.1.2.CHAMBER MUSIC
2.1.2.1. INSTRUMENTAL MUSIC

The English guitar was also excellent in chamber music. Guitar duets (writ-
ten for guittars with the same as well as different tuning, e.g. to C or G), trios or
pieces for larger, more diverse ensembles — for instance with string, wind or
keyboard instruments — were common. They include: Eighteen Divertimentis or
Duetts, properly adapted for the Guittar, or Mandolin (1757), Forty Airs for two
Violins, German Flutes, or Guittars, Twelve Divertimentis (1758-1760) by J. Os-
wald, Sonata for the Guittar with an accompaniment for the violin (1775) by J.Ch.
Bach, Six Trios for the Guittar, Violin and Pianoforte (ca. 1775) by F. Giardini or
Twenty-four Duets for two French Horns, two Guittars, or two German Flutes (?)
by Joseph Real (?-?).

2.1.2.2. VOCAL-INSTRUMENTAL MUSIC

Composers used the guitar in their vocal-instrumental works, e.g. in secular
songs, arias, cantatas as well as in solemn religious compositions such as psalms
and hymns: Twelve Italian Airs for the Voice, accompanied by the Guitar or Harp-
sichord (1757) by Santo Lapis (?—?), Twelve of the most Celebrated English Songs
which are now in Vogue Neatly adapted for the Guittar and Voice (ok. 1770) by
D. Rutherford, A Collection of Moral Songs or Hymns for a Voice, Harpsichord
and Guittar (1762) by the organist and harpsichordist William Yates (?-?) or
A fifth sett of Psalms and hymns, used at the Magdalen chapel: Adapted for the
organ, harpsichord, voice, violin, German flute & guittar (?).

2.2. ENGLISH GUITAR HANDBOOKS

English guitar handbooks appeared along with the emergence and growing
popularity of the instrument. And so, 1756 saw the publication of the first manuals
written — largely with ladies in mind — by T. Call, a self-proclaimed teacher of the
“new instrument”, and D. Rutherford (The Ladies’ Pocket Guide or The Compleat
Tutor for the Guittar). Gradually, until the end of the 18th century, more

13 M. Wtodarczyk, Bach i co dalej? Rzecz o zapomnianej literaturze gitarowej Il potowy XVIIl wieku
i o gitarze angielskiej, “MusiQs” 2018, no. 6, p. 3.
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handbooks were produced by R. Bremner (1758), G.B. Marella (Sixty-six Lessons
for the Cetra or Guittar, in every key, both flat and Sharp, 1758), F. Geminiani (The
Art of Playing the Guitar or Cittra, 1760), ). Oswald (Compleat Tutor for the Guittar:
With two Scales Shewing the Method of Playing in the Keys of C & G, ca. 1760),
A. Ford (ca. 1761), R. Straube (Lessons for two Guittars, with a thorough Bass, 1763)
and many other composers, performers and even guitar-makers, such as Ch. Clag-
get (1760). New and Compleat Instructions for the GUITTAR by Henry Thompson
(?—?), written around 1799, was one of the last handbooks for the instrument.

) A\ 2 /
ovdet: Kok
( OR ue ) S
(GUITAR/

) - with Directions ) -
HWleselty coiapdilles 57 f /

Towhich is Added fuitable to the refurd I

leslizsesrry [ ollin

SONGS, DUETsS, AIRS, MINUE”
) e 7 Bdat 4

11, B12ted fir Lomgman Luker & Brodenp /11, // V2 [

Fig. 3. APocket Book for the Guitar With Directions Whereby ev’ry Lady & Gentleman may become
their own Tuner..., Longman, Lukey & Broderip ca. 1775 —title page

Guitar manuals usually contained a description of the instrument and an ex-
planation of how to properly tune it. R. Bremner suggested that it should only
be done by those with experience:

Tuning [...] is to be done only by an adjusted Ear, and therefore is not to be attempted

by those who are unaquainted with Music4,

The handbooks also included information concerning basic theoretical
knowledge such as the rhythmic values of notes, metre, chromatic signs, musical
and guitar markings, instructions on how to hold the instrument as well as right-
and left-hand playing techniques. Their authors did not shy away from giving
advice — both to professional performers and amateurs — on the choice of an
instrument, playing fluency, singing accompaniment, patience or making pro-
gress in mastering the playing technique and repertoire:

[...]if the Learner would have a Little Patience, and first endeavour to have a good Notion

of the first Principles, together with a tolerable command of the Fingers, his Progress

would be sure and speedy. Which, if otherwise, seldom fails of being slow and uncertain,
attended with Aukwardness?®.

14 R. Bremner, Instructions For The Guitar, R. Bremner, Edinburgh 1758.
15 |bidem.
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Nearly all handbooks provided opportunities for applying new knowledge in
practice by including technical exercises or solo and chamber repertoire, also
with basso continuo accompaniment. The pieces were mainly recorded using
musical notation, except for F. Geminiani’s The Art of Playing..., in which the
composer employed tablature.

2.3. English guitar repertoire in Great Britain — a summary

After 1799, the English guitar began to be supplanted by the six-string Span-
ish guitar, which was gradually gaining popularity in the British Isles. As a conse-
guence, fewer artists were interested in composing for an instrument that was
slowly becoming obsolete.

The surviving catalogues of publishers, manufacturers and English guitar dealers
may provide an insight into the amount and diversity of literature for the instrument.
For instance, only the list on the first page of one of the collections published by Long-
man & Broderip in 1780 contains close to 60 items: guittar handbooks as well as solo
and chamber pieces, including vocal-instrumental music representing different gen-
res. Interestingly, individual titles denote, in general, not one but six songs or sonatas,
several selections from an opera or many compositions included in a given handbook.
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Fig. 4. A list of guitar pieces published on the first page of one of Longman & Broderip’s collections,
London 178016

16 T, Giordani, Six solos for a Guitar with a thorough Bass for the Harpsicord and one Trio for
a Guitar, Violin and Bass, Longman & Broderip, London 1780, p. 1.



150 Matgorzata ZEGLEN-WLODARCZYK

2.4. Guittar works in Poland

In Poland, works for the English guitar were published by, among others,
Jézef Elsner (1769-1854) in 1803—1805. He printed them in Dodatki na gitare
angielskq [Supplements for the English Guitar], a supplement to the famous
monthly “Wybér Pieknych Dziet Muzycznych i Piesni Polskich” [“A Selection of
Beautiful Works of Music and Polish Songs”].

Elsner’s first print of 1803 — 5 arij z opery “Przerwana offiara” z muzykq pana
Winter[a), przektadane na gittare angielskq przez P.F.W. — contains five frag-
ments of the opera Das unterbrochene Opferfest [The Interrupted Sacrificial
Feast] by Peter von Winter (1754-1825) in an arrangement for the English guitar
and voice. The subsequent prints, published in 1805 in Dodatki..., appeared in
issues no. 1, 3, 5 and 11 of the previously mentioned monthly. They include ar-
rangements for solo guittar or guittar with vocals: Duetto, Quartetto and March,
Polonez z Opery Lodoiska, Allegretto z Komedio-Opery Siedem razy ieden as well
as Andantino z Komedio-Opery Stary Trzpiot.

Dodateck

n a Gyt i tare AW geidedt s ik g

O'p ery Lodolska,

Fig. 5. An excerpt from the vocal-instrumental piece Polonez z Opery Lodoiska published by J. Els-
ner in Dodatek na gitare angielskg, a supplement to the third issue of the monthly “Wybory Piek-
nych Dziet Muzycznych i Piesni Polskich”, in 1805

The compositions are recorded either in the key of C major or G major, which
may suggest that they were intended for instruments with such tuning.

A number of manuscripts, as well as mentions of works that have not been
preserved, mainly by anonymous authors, can be found in the catalogues of
Polish libraries —the Jagiellonian Library in Krakdw or the Library of the Seminary
in Sandomierz. According to Wojciech Gurgul’s article entitled The English Guitar
in Polish Musical Culture, they include 83 guittar compositions or arrangements
from the eighteen currently existing sources. The most common compositions
are small pieces originally written for solo guittar such as andante or presto,
fashionable social dances (quadrille, the country dance, Cossack dance, ma-
zurka, the krakowiak, allemande, waltz), marches and classical forms —
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variations and rondos. As in Great Britain, arrangements of excerpts from well-
known operas enjoyed great popularity, and so did songs with English guitar ac-
companiment and chamber pieces including, interestingly, duets with the Span-
ish guitar, which were to a large extent intended for music-making at home.

The guittar was also used in theatrical works, for instance by accompanying
songs performed during the plays staged at the National Theatre. A part for the
English guitar was included by J. Elsner in his comic opera entitled Leszek Biaty,
czyli Czarownica z tysej Gory [Leszek Biaty or the Witch from the tysa Mountain]
(1809), which was composed to a libretto by Ludwik Adam Dmuszewski'’.

Another noteworthy work is a Polish handbook for the English guitar entitled
Poczqtki na gitarze angielskiej [The Basics of Playing the English Guitar]. It con-
tains the fundamentals of music theory and sixteen lessons for a guitar with the
open G tuning, which was typical for instruments in Poland.

2.5. Compositions for the English guitar — dominant features, aesthetics,
idiomatic techniques

Despite its diversity, music for the English guitar is characterised by certain
common, dominant features. First of all, compositions were written or arranged
in keys that were suitable for each type of the guittar — usually C major, but also
G major or A major — in order to ensure that they were easy to perform. In this
way, composers made use of the natural resonance of the instruments, which
allowed them to fully emphasize their tonal qualities. However, different keys —
A minor or C minor — were also used in more complex pieces, requiring advanced
performing technique from the guitarist. While the rhetorical importance of the
key in the 18th century should be remembered, there is little doubt that the use
of keys which directly corresponded to the tuning of the English guitar was
a very common practice among composers of the time.

Textural similarities are another element that is shared by compositions for
the instrument. Many of them feature parallel thirds that are easy to perform
(often conducted inconsistently by transitioning double-stops into a single voice
in more technically demanding fragments) or tone clusters in distinctive config-
urations of chords.

Compositions were written in a way that ensured performing them would
not pose any major difficulties. The English guitar fingering is generally intuitive,
“implicit” and uncomplicated. There is only one correct left-hand fingering tech-
nique, and it assumes the use of the easiest possible arrangement of fingers,
mainly open strings and initial positions, usually I and Il.

17 W. Gurgul, Gitara angielska w polskiej kulturze muzycznej, “Muzyka” 2022/I, pp. 65-95,
[https://doi.org/10.36744/m.1147].



https://doi.org/10.36744/m.1147

152 Matgorzata ZEGLEN-WLODARCZYK

This kind of repertoire exhibits various techniques that are specific to the
guittar, such as arpeggio performed with one finger of the right hand or idiomatic
double ornamentation, which have no equivalents in classical guitar music.

Sheet music is annotated with ornaments that are suggested by the com-
posers as well as agogic, dynamic and articulation markings. They are fairly im-
portant as they allow contemporary performers to better familiarise themselves
with the aesthetics of that period.

Conclusion

Repertoire for the guittar —the English guitar — constitutes a valuable and
interesting research material both for musicologists, music theorists and per-
formers.

The English guitar was popular with numerous composers for nearly 100
years. Their vast and varied creative output filled up the musical void in the lives
of people of all social classes in many different areas — from music-making at
home to theatrical and opera performances, ceremonies and concerts of pro-
fessional guitarists.

The repertoire in question is of great value and importance, as it gives con-
temporary guitarists an opportunity to come into contact with original guitar
pieces written in the second half of the 18th century®®. This, in turn, allows
them to deepen their knowledge of its natural articulation and the playing tech-
nique contained in its fingering, both of which can to a large extent be repro-
duced on the classical guitar. Nonetheless, it should not be expected that pieces
written for a historical instrument will sound the same when played on a mod-
ern one. Due to the differences in design, tone, tuning and playing technique,
and thus in the performing capabilities of the instruments, compositions need
to be transcribed for the classical guitar (mostly in terms of texture, fingering
and ornamentation). A skilful transcription — one that takes into account the
features shared by both types of the instrument and preserving, where possible,
the idiom of the English guitar and the aesthetics of the period while making use
of the rich performing capabilities and unique characteristics of the classical gui-
tar — will make it possible to fully capture the nature, expressiveness and inten-
tion of the compositions and, above all, make this music relevant today.

18 The present study is concerned with the forgotten guitar music of the second half of the 18th
century. It should be remembered, however, that compositions for the English guitar were also
written at the beginning of the 19th century, yet this period, which is known as “the golden
age of the guitar”, was already abundant in literature composed for the most popular guitar
type of the time — the Spanish guitar.
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The six solo sonatas!® by Tommaso Giordani from the collection Six Solos for
a Guitar with a thorough Bass for the Harpsicord and one Trio for a Guitar, Violin
and Bass, published in London in 1780 by Longman & Broderip, were transcribed
in such way by the author of the present article in collaboration with harpsi-
chordist dr Paulina Tkaczyk-Cichori®. The process of transcribing the pieces was
discussed in detail in a doctoral dissertation entitled “Six Solos for a Guitar with
a thorough Bass for the Harpsicord” by Tommaso Giordani in the perspective of
historically informed and contemporary performance (2020)%, and it was rec-
orded (in full — for the first time in the history of phonography) on a CD attached
to the dissertation. The sonatas have been performed by the author at festivals,
concerts as well as many national and international conferences. Video record-
ings of those performances are also available on the Internet.

English guitar literature is worth reaching for due to the fact that bringing it
back to life — by generating interest in the works in question, circulating, study-
ing and, finally, including them in the current concert repertoire as well as aca-
demic and school curricula — will not only help to explore the design and per-
forming capabilities of the now unknown guittar (and its unique playing tech-
nique, fingering and articulation) and learn more about the works written for
the instrument (and their characteristics) but, most importantly, give a full pic-
ture of the evolving aesthetics of the entire 18th century. These compositions
fill the existing gap in the guitar repertoire of the second half of the 18th cen-
tury, offering broad prospects for their performance in the future, as a conse-
guence of which it will be possible to preserve the continuity of guitar literature
from the Renaissance to the present day.
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Gitara angielska i zapomniany repertuar gitarowy
Il potowy XVIII wieku

Streszczenie

Przeddzien jednego z najwazniejszych okreséw w historii gitarystyki — ,ztotego wieku gitary”
przypadajacego na | potowe XIX wieku — to czas najwiekszego rozkwitu miast europejskich, jak
Londyn, Paryz, Wieden czy Drezno. Wtedy to muzyka byta gtéwna rozrywka na dworach i salonach,
powstawaty liczne wydawnictwa, publikacje nutowe i szkoty gry, a manufaktury przescigaty sie
w innowacjach konstrukcyjnych, udoskonalaty i patentowaty coraz to ciekawsze instrumenty. Jed-
nym z nich byta niezwykle popularna w catej Europie gitara angielska (guittar), odbiegajaca bu-
dowa i strojem od instrumentu dzisiejszego.

Obecnie prézno szukaé na estradach koncertowych i w programach akademickich literatury
gitarowej Il potowy XVIII wieku (poza nielicznymi wyjatkami, jak kwintety Luigiego Boccheriniego
czy partity Giuseppe Antonia Brescianella), a muzyka angielska nie pojawia sie prawie wcale. Jest
ona w duzym stopniu nieodkryta i wtasciwie zapomniana. Przywrdcenie jej do zycia nie tylko po-
moze zgtebi¢ budowe i mozliwosci wykonawcze nieznanej dzi$ guittar (i charakterystycznej dla
niej techniki gry, aplikatury i artykulacji) oraz pozna¢ twérczosé (i jej cechy), ale przede wszystkim
uzupetni niekompletny obraz zmieniajacej sie estetyki catego XVIII stulecia. Kompozycje te dosko-
nale wypetnig takze istniejgcg luke repertuarowa w tworczosci gitarowej Il potowy XVIII wieku,
otwierajac szeroka perspektywe ich wykonywania, czego najwazniejszg konsekwencjg jest zacho-
wanie ciagtosci literatury gitarowej od czasdw renesansu az do dzis, a co za tym idzie — mozliwos¢
dotkniecia Swiata opisanego w traktatach Leopolda Mozarta czy Carla Philippa Emanuela Bacha.

Stowa kluczowe: gitara angielska, guittar, repertuar gitarowy Il potowy XVIII wieku, budowa
gitary angielskiej, lutnicy gitarowi.
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Wprowadzenie

Celem niniejszego opracowania jest przedstawienie literatury gitarowej po-
chodzacej z Il potowy XVIII wieku, dzi$ w duzym stopniu nieodkrytej, wtasciwie
zapomnianej i nieznanej. Obecnie na estradach koncertowych oraz w progra-
mach akademickich pojawiajg sie tylko nieliczne kompozycje z tego okresu, pi-
sane oryginalnie na wspomniany instrument. Do najwazniejszych nalezg kwin-
tety gitarowe Luigiego Boccheriniego (1743-1805), partity Giuseppe Antonia
Brescianella (1690-1758) czy twoérczosé Giacoma Merchiego (1730-1789). Po-
nadto sporadycznie wykonywane sg pojedyncze drobne utwory mniej popular-
nych kompozytoréw, jak Jan Krtitel Vanhal (1739-1813). Na rynku istnieje zale-
dwie kilka publikacji ptytowych dziet na gitare angielska, s to nagrania prezen-
tujgce twdrczosé Johanna Christiana Bacha (1735-1782), Francesca Geminia-
niego (1687-1762), Rudolfa Straubego (1717-1785), Tommasa Giordaniego (ca.
1730-1806) czy Jamesa Oswalda (1710-1769).

Luka w repertuarze gitarowym Il potowy XVIII wieku zapetniana jest przez
gitarzystow klasycznych literaturg przeznaczong na inne instrumenty, najcze-
Sciej smyczkowe lub klawiszowe, czego przyktadem mogg by¢ sonaty klawesy-
nowe Domenica Scarlattiego (1685-1757) czy sonaty na klawesyn lub pianoforte
Domenica Cimarosy (1749-1801). Sieganie po takg twdrczos¢ stawia kazdego
gitarzyste-wykonawce przed problemem przettumaczenia idiomatycznego je-
zyka tych instrumentdéw na gitare. Transkrypcje te, z jednej strony, sg bardzo
cenne, gdyz pozwalajg wykonywaé muzyke dawng oraz poznawac jej architek-
tonike, zaleznosci harmoniczne czy sama estetyke, z drugiej zas strony — takie
kompozycje nie zaspokajajg potrzeby obcowania z dawng aplikaturg gitarowa,
artykulacjg, ornamentacjg czy barwa dzwieku.

Twérczosé gitarowa omawianego okresu nie funkcjonuje dzisiaj w obiegu.
By¢ moze ma to zwigzek z faktem nieswiadomosci jej istnienia, jako ze instru-
ment ten nie wystepowat wdéwczas jeszcze w obecnej postaci — odmiana hisz-
panska pojawita sie dopiero pod koniec XVIII stulecia, a z kolei lutnia wychodzita
juz z mody. Pamietac nalezy, ze Il potowa XVIII wieku to czas ciggtych ekspery-
mentéw lutniczych — manufaktury przescigaty sie w innowacjach konstrukcyj-
nych, udoskonalaty i patentowaty coraz to ciekawsze instrumenty, a na rynku
istniato réwnolegle wiele typéw szyjkowych chordofondw szarpanych, réznia-
cych sie miedzy sobg budowa czy strojem. Dodatkowo byt to okres najwiekszego
rozkwitu miast europejskich, takich jak Londyn, Paryz, Wieden czy Drezno, gdzie
podstawowgq rozrywka na dworach i salonach byta muzyka. W odpowiedzi na
potrzeby rynku powstawaty liczne wydawnictwa, a wiec i publikacje nutowe,
i szkoty gry. Nie ma watpliwosci, ze literatura muzyczna, w tym gitarowa, musiata
by¢ bogata.
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W latach 50. XVIIl wieku brytyjska prasa, literatura i malarstwo coraz czesciej
obfitowaty we wzmianki i wizerunki nowo powstatego instrumentu — gitary an-
gielskiej (guittar), ktéra szybko zyskata uznanie we wszystkich warstwach spo-
tecznych, a w szczegdlnosci wsrdd dam z arystokratycznych rodzin. Pod koniec
wieku stata sie najpopularniejszym instrumentem juz nie tylko w Wielkiej Bryta-
nii i jej koloniach w Ameryce Pétnocnej i Indiach, ale i w wiekszosci krajow euro-
pejskich, tj. w panstwach niemieckojezycznych, Czechach, Rosji, Skandynawii,
we Witoszech, Francji, Holandii, Portugalii, Hiszpanii, a nawet w Polsce. Gitara ta
w réznych postaciach funkcjonowata az do ok. 1850 roku.

Byt to instrument stosunkowo niewielkich rozmiaréw, o sredniej menzurze
42 cm, zblizony wygladem do cittern, przypominajgcy mandoline. Istniat w wielu
odmianach — najpopularniejsza posiadata 10 metalowych strun, w szesciu cho-
rach, o tzw. stroju otwartym C?, rzadziej wystepowat tez A i G (taki strdj byt za-
zwyczaj stosowany na terenach Polski). Skala obejmowata najczesciej 2,5 ok-
tawy. Na szyjke nabitych byto od 12 do 19 mosieznych progdw, a ptaskie lub
wypukte pudfo rezonansowe mogto przyjmowaé ksztatty nawigzujace do
gruszki, fzy, figi, jajka, chmury lub dzwonu. W szyjce czesto wiercono otwory stu-
z3ce do mocowania kapodastra, co pozwalato wykonawcom w fatwy sposéb
zmienic tonacje utwordéw, chocby podczas akompaniowania do Spiewu. Drozsze
instrumenty posiadaty liczne elementy dekoracyjne w postaci forniréw i inkru-
stacji, ozdabiano je kosztownymi materiatami, jak heban, masa pertowa czy kos¢
stoniowa. Miaty tez bardziej precyzyjne mechanizmy do strojenia, szereg dodat-
kowych akcesoriéw oraz etykiety lub grawerowane znaki firmowe liczacych sie
warsztatow i lutnikéw.

Ryc. 1. Gitara angielska ze zbioréw Victoria & Albert Museum w Londynie. Fot. M. Zeglen-Wtodarczyk
(archiwum wtasne).

1 Kolejne dzwieki pustych strun tworzyty akord C-dur: c e gg clc! elel glgl.
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1. Gitara angielska — historia i funkcja spoteczna

1.1. Londyn Il potowy XVIIl wieku

Kolebka gitary angielskiej byt Londyn. Warto zauwazy¢, ze pod koniec XVIII
wieku — a wiec w przededniu jednego z najwazniejszych okreséw w historii gita-
rystyki, tzw. ztotego wieku gitary — stat sie on najwiekszym miastem Europy
i wielokulturowag metropolia. Byt siedzibg dworu krélewskiego, kosciofa, posia-
dat gtdwny port. Zjezdzali tam turysci, emigranci z catego kontynentu oraz nau-
kowcy i artysci przyciggani przez uczelnie: Royal Society of London for the Pro-
motion of Natural Knowledge czy Royal Academy of Arts. Nie bez znaczenia byta
takze rewolucja przemystowa, prowadzaca do wielkiego rozwoju technologicz-
nego i gospodarczego oraz do przemian spotecznych.

Szybko rozrastajgce sie miasto w krétkim czasie stato sie centrum modnego
towarzystwa — przede wszystkim arystokracji oraz nowo powstatej zamoznej
klasy Sredniej, zwrdconej gtdwnie w kierunku konsumpcjonizmu. Cztonkowie ro-
dziny krélewskiej i szlachta brali udziat w spektaklach teatralnych, koncertach
i odwiedzali piekne, specjalnie zaaranzowane ogrody. Powstawato tez wiele sto-
warzyszen muzycznych. Muzyka towarzyszyta mieszkancom i w sferze publicz-
nej, i w prywatnych salonach. Przez ciggly wzrost liczby wykonawcéw-
-amatordéw, przedsiebiorcy, prébujac nadazyc¢ za potrzebami rynku, sprzedawali
tanie instrumenty i publikacje nutowe. Co wiecej, wszechobecna moda na gitare
angielska byta okazjg do fatwego zarobku. Wytwarzaniem i handlem tymi instru-
mentami oraz muzyka na nie pisang zajmowali sie juz nie tylko lutnicy, ale i wielu
niewyspecjalizowanych producentéw — rzemieslnicy, wynalazcy, wydawcy, sprze-
dawcy, nauczyciele, kompozytorzy czy wykonawcy. Sklepy oferowaty lekcje gry
i komponowania, a nawet mozliwos$¢ publikacji wtasnej muzyki. W lokalnej prasie
nieustannie pojawiaty sie reklamy nauczycieli obiecujgcych szybkie efekty pracy:

MUSIC. The Guittar, Harpsichord, and Singing taught in a most easy and elegant manner,

by an eminent master of undoubted character and abilities, who engages to teach any per-

son unacquainted with music to play ten tunes the first month, and in three months to be
so far accomplished on the guittar as to be able to play any common piece of music at sight-

MUZYKA. Gitara, klawesyn i Spiew nauczane w najtatwiejszy i elegancki sposob przez wy-
bitnego mistrza o niewatpliwej osobowosci i umiejetnosciach, ktéry angazuje sie w nau-
czanie kazdej osoby niezaznajomionej z muzyka do grania dziesieciu melodii w pierw-
szym miesigcu, a za trzy miesigce do osiggniecia takiej biegtosci na gitarze, aby méc wy-
kona¢ a vista dowolny popularny utwér muzyczny?2.

,Gazetteer and New Daily Advertiser”, 9.12.1768, ttum. M. Zeglei-Wtodarczyk, réwniez dalsze
przektady tekstow obcojezycznych sg dzietem Autorki.
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1.2. Longman & Broderip, Frederick Hintz i inni producenci gitar

Jedng z czotowych firm skupiajgcych przez blisko 30 lat zycie muzyczne Lon-
dynu byta Longman & Broderip. Dysponowata ona dwoma, jak pisafta, , krélew-
skimi” sklepami muzycznymi oraz oficyng wydawniczg drukujgcg nuty, szkoty
gry, ksigzki i czasopisma muzyczne. Ponadto zajmowata sie sprzedazg biletow na
koncerty, organizowaniem czasu przyjezdnym muzykom czy wytwarzaniem, re-
nowacjg i dystrybucjg instrumentdw (takich, jak: klawesyn, flet, obdj, fagot, klar-
net, dudy szkockie, skrzypce, gitara angielska, mandolina, harfa, cittern czy wio-
lonczela) oraz akcesoriow (m.in. struny czy smyczki).

Pod koniec XVIIl wieku w produkcje i handel gitarami na Wyspach Brytyjskich
zaangazowanych byto co najmniej 52 budowniczych instrumentéw. Wsrdd nich
znalezli sie czotowi lutnicy, w duzej mierze niemieckiego pochodzenia, jak
Ltworca gitary dla jej Krélewskiej Mosci i Rodziny Krélewskiej”? — Frederick Hintz
(1711-1772), Remerus Liessem (przed 1730-1760), Michael Rauche (przed
1757-1784) czy Christian Claus (przed 1783-1799) i John Preston (1727-1798),
znani z udoskonalania gitar i wprowadzania do nich nowatorskich rozwigzan.

1.3. Moda na gitare angielska a ewolucja instrumentu

Ogromna konkurencja na rynku oraz ciggta potrzeba zaspokajania konsump-
cyjnie nastawionego spofeczenstwa sprawity, ze konstrukcja guittar ulegata dy-
namicznym zmianom. Stosowano wiele udogodnien i innowacji, jak skompliko-
wane mechanizmy do strojenia, a nawet... klawisze! To ostatnie rozwigzanie wy-
wotywato powszechny entuzjazm ws$réd dam z arystokratycznych rodzin, gdyz
klawisze nie tylko chronity paznokcie przed uszkodzeniem przez metalowe
struny, ale tez dawaty nieco mocniejszy dzwiek, zblizony barwowo do zyskuja-
cego coraz wieksze zainteresowanie pianoforte.

Ryc. 2. Gitara angielska z mechanizmem klawiszowym keybox, zbiory Victoria & Albert Museum
w Londynie. Fot. M. ZegleA-Wtodarczyk (archiwum wtasne).

3 J.Kloss, Frederick Hintz — Guittar-maker to her Majesty and the Royal Family, [w:] The ,,Guittar”
In Britain 1753-1800, http://www.justanothertune.com [stan z 25.06. 2018].
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Popularnosé gitary angielskiej — propagowanej jako instrument niedrogi, ele-
gancki i dajgcy mozliwos$é szybkiego opanowania prostych utworéw — byta ok.
1765 roku tak wielka, ze zaczeta zagrazac bytowi budowniczych klawesynéw. Po-
noc¢ sytuacje tg miat uratowad jeden z nich — Jacob Kirckmann (1710-1792) —
poprzez rozdawanie tanich gitar prostym rzemieslnikom i $piewakom ulicznym,
co miato doprowadzi¢ do zawstydzenia bogatych dam i sktonic¢ je do powrotu do
gry na klawesynie®.

1.4. Edukacja muzyczna jako niezbedny element interakcji spotecznych -
muzykowanie amatorskie

Panujaca moda oraz zamitowanie do muzyki sprawity, ze posiadanie instru-
mentéw oraz edukacja muzyczna staty sie niezbednym i jednym z najwazniej-
szych elementéw interakcji spotecznych. Klawesyn czy gitara, petnigce czesto
funkcje modnych, ozdobnych dodatkéw w salonach, imponowaty gosciom i po-
zwalaty na wspdlne muzykowanie. Dla rodzin z nizszych i sSrednich klas stanowity
dobry sposéb na podniesienie statusu spotecznego, a przede wszystkim dawaty
pannom mozliwos¢ przedstawienia swoich umiejetnosci muzycznych potencjal-
nym, dobrze sytuowanym mezom. Dziewczeta posiadaty odpowiednie maniery
i wszechstronne wyksztatcenie, w sktad ktérego wchodzita gra na instrumen-
tach, $piew i taniec. Wzmianki na ten temat pojawiajg sie w wielu podrecznikach
dobrego wychowania dla mtodych kobiet. W The polite lady (1779) znaleié
mozna stowa matki pochodzace z listdw do uczace;j sie corki:

As most young ladies are taught to play on the harpsichord and guitar, | expect you will
learn to perform on both these instruments [...]. But still | would have you to apply your
chief attention to vocal music [...].

Jak wiekszos¢ mtodych kobiet uczy sie gry na klawesynie i gitarze, spodziewam sig, ze
nauczysz sie gra¢ na obu tych instrumentach [...]. Ale nadal chciatabym, abys skupita
swojg uwage gtéwnie na muzyce wokalnej [...]>.

lub:

| had the pleasure of hearing of [...] great improvement you make in dancing. This is one
of the most genteel and polite accomplishments which a young lady can possess.

Miatam przyjemnos¢ ustysze¢ o [...] wielkiej poprawie, jakiej dokonujesz w tancu. To
jedna z najbardziej wytwornych i eleganckich umiejetnosci, jakie moze posiadaé¢ mtoda
dama®.

4 R.Spencer, |I. Harwood, hasto: English guitar, [w:] The New Grove Dictionary of Music and Mu-
sicians, [https://doi.org/10.1093/gmo/9781561592630.article.08823], [stan z 13.06. 2018].

5 Ch. Allen, The polite lady, or, A course of female education: in a series of letters, from a mother
to her daughter, wyd. 4, J. Exshaw, Dublin 1779, s. 18.

6 |bidem, s. 12.
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1.5. Gitara angielska — profesjonalny instrument koncertowy

Pamietac nalezy, ze poza ruchem amatorskim i domowym muzykowaniem
gitara angielska cieszyta sie takze zainteresowaniem uznanych, profesjonalnych
i aktywnie koncertujgcych wykonawcow, jak Ann Ford (1737-1824), Giovanni
Battista Marella (ok. 1745—ok. 1778) czy R. Straube.

1.6. Gitara angielska w Polsce

Réwniez na terenach Polski gitara angielska byta niezwykle popularna. Miato
to miejsce gtdwnie na przetomie XVIII i XIX stulecia. Jej obecnos¢ zaznacza sie
w zZrédfach historycznych, sztuce i literaturze. Wzmianki na temat tego instru-
mentu pojawiajg sie m.in. w Zemscie (napisanej na poczatku lat 30. XIX wieku)
Aleksandra Fredry (1793-1876):

Klarze Raptusiewiczownie, starosciance zakroczymskiej, daruje angielska gitare i rzadka

kolekcyjg motyli [...]7.

Gitarra lub gittarra, jak nazywajg jg polskie zrédta, konkurowata wtedy
0 miano najwazniejszego instrumentu z klawesynem, klawikordem, a nawet for-
tepianem?, i doczekata sie uznania wszystkich grup spotecznych. Okoto 1808 roku
pojawita sie w kraju wieksza gitara — hiszpanska (na poczatku petnigca tylko
funkcje akompaniujgcg), na ktérej z racji gabarytu zaczeli graé gtdwnie mez-
czyzni. Kobiety pozostaty zas przy eleganckiej, mniejszej i |zejszej gittarze.

W Polsce gitara, w obu odmianach, uchodzita za jeden ze ,,zreformowanych”
i ,najuzyteczniejszych” instrumentdw mogacych ,exekwowac melodyg, obok
wtasnego towarzyszenia, lub towarzyszy¢ $piéwowi”®.

2. Repertuar i szkoty gry na gitare angielska

W muzyce Il potowy XVIII wieku dominowaty style przejsciowe miedzy baro-
kowym a klasycznym, w tym galant. W takiej tez estetyce komponowana byta
literatura na guittar. Dodatkowo uwarunkowania spoteczne wymusity niejako
uprawianie gatunkdéw gtéwnie swieckich, odnajdujacych sie doskonale na salo-
nach i bedacych jednoczesnie podstawowg rozrywka miejskiej publicznosci
z klasy Sredniej.

Ogromna popularnosé¢ i sukces gitary angielskiej w catym brytyjskim spote-
czenstwie, a w konsekwencji mozliwos¢ tatwego zarobku, staty sie ,,wystarczajaca

7 A. Fredro, Zemsta. Komedya w czterech aktach, wierszem, Ztoczéw 1893, s. 87.

8 H. Goldberg, Music in Chopin’s Warsaw, Oxford University Press, Nowy Jork 2008, s. 30.

9 K.W. Wojcicki, Warszawa, jej zycie umystowe i ruch literacki w ciqgu lat trzydziestu (od 1800-
1830r.), Gebethner i Wolff, Warszawa 1880, s. 236.
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rekomendacjg”*° do pisania utworéw nie tylko przez kompozytoréw-amatoréw,
ale i przez uznanych twdércéw. Cenit jg m.in. F. Geminiani, piszgc na pierwszej stro-
nie swojej szkoty gry The Art of Playing the Guitar or Cittra (1760):

the Guitar [...] is [...] deserving of regard, even from good Judges of Music [...], For the
disposition and number of its Strings, render it capable of a very full and compleat Har-
mony [...].

Gitara [...] zastuguje na [...] szacunek, nawet cenionych sedziéw muzycznych, [...] ponie-
waz jej dyspozycja i liczba strun czyni jg zdolng do (wytworzenia) petnej i kompletnej
Harmonii [...]11.

2.1. Repertuar na gitare angielska

Bogaty repertuar na guittar obejmowat dzieta instrumentalne oraz wokalno-
instrumentalne witasciwie na kazdym poziomie zaawansowania. Dostosowany
byt zaréwno do osdb, ktére dopiero siegaty po instrument, jak i majacych juz
praktyke wykonawcza.

Do 1800 roku opublikowano w Londynie, Dublinie, Edynburgu i Yorku dzieta
ponad 60 twércéw, w tym J.Ch. Bacha, J. Oswalda — nadwornego kompozytora
kréla Jerzego lll, ponadto znakomitego lutnisty R. Straubego, skrzypka Felice
Giardiniego (1716-1796), gitarzystki A. Ford oraz G.B. Marelli, F. Geminianiego
czy Roberta Bremnera (ok. 1713-1789).

2.1.1.TWORCZOSC SOLOWA
2.1.1.1. KOMPOZYCJE PISANE ORYGINALNIE NA GUITTAR

Tworczos¢ solowa na gitare angielska obejmowata wiele gatunkéw. Nalezaty
do nich sonaty (réwniez te pisane jeszcze w ,starym” stylu — z towarzyszeniem
basso continuo), wariacje, ronda, serenady, divertimenti, rézne tarnce, marsze
i wiele innych. Przyktadami mogg by¢: Sonata in two movements ).Ch. Bacha,
Three Sonatas for the Guittar (1768) R. Straubego, Six solos for a Guitar with
a thorough Bass for the Harpsicord Tommasa Giordaniego (ok. 1730-1806)
i Twelve Divertimentis (1758-1760) J. Oswalda. Z pozostatych gatunkéw wymienié¢
mozna: Xll Serenatas (ok. 1760) Antdnia Pereiry da Costy (?-ok. 1770), A Collection
of Songs, Rondeaus, Waltzes, Marches and Dances, for the guitar, pianoforte gui-
tar, or the new invented Spanish guitar (ok. 1800) Thomasa Boltona (?-?).

Co istotne, pianoforte guitar nie miata osobnego repertuaru. Nalezato jed-
nak liczy¢ sie z niemozliwoscig wykonania bardziej skomplikowanych kompozycji
na wolniejszych klawiszowych instrumentach.

10 G.B. Marella, Sixty-six Lessons for the Cetra or Guittar, in every key, both flat and sharp,
G.B. Marella, Londyn 1758.
11 F. Geminiani, The Art of Playing the Guitar or Cittra, Harp & Hautboy, Edynburg 1760, s. 1.
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2.1.1.2. OPRACOWANIA | TRANSKRYPCJE

Wielkie zainteresowanie brytyjskiego towarzystwa zdobyly opracowania
powszechnie znanych utwordw. Ze wzgledu na stréj guittar najczesciej transpo-
nowano je do tonacji C-dur. Wyréznié tu mozna przede wszystkim piesni i tance,
rowniez pochodzace z dziet kompozytoréw barokowych czy klasycznych, jak
Georg Friedrich Handel (1685-1759), Wolfgang Amadeus Mozart (1756-1791)
czy Joseph Haydn (1732-1809), oraz arie i uwertury z aktualnie granych w tea-
trach przedstawien operowych. Wedtug Roberta Bruce’a Armstronga , prawie
nie byto piesni ani ballady, ktdrej transkrypcja na ten instrument nie zostataby
opublikowana”*2. Do tego typu literatury nalezg zbiory: Collection of the most
celebrated Songs set to Music by Several Eminent Authors, adapted for the
Guittar (1774) Davida Rutherforda (ur. przed 1750—ok. 1820), The Songs in the
Gentle Shepherd, Adapted for the Guitar (1760) R. Bremnera, A Book of Airs and
Songs, principally adapted for the Guittar (1756) Thomasa Calla (?), Six Favourite
Songs and Six Rondos by Sigr. Pleyel, And a Select Collection of Lessons, Airs,
Minuets, Allemandes &c. To which are added Some French & Italian Songs
Adapted for the Piano Forte Guittar (ok. 1795) Felixa Chabrana (1756—1829),
A Choice Collection of Airs, Minuets, Marches, Songs and Country Dances &c.,
By several eminent authors, Adapted for the guittar (ca. 1765) Fredericka Hintza
(1711-1772), Compositions for the Cetra or Guittar, with an Accompanyment,
consisting of a Variety of Pieces in every Stile of Music (1762) G.B. Marelli oraz
opracowania oper: All the Tunes in the Beggar’s Opera, transposed into easy and
proper Keys for the Guittar (1759) i Love In A Village (1763)%.

2.1.2.KAMERALISTYKA
2.1.2.1. MUZYKA INSTRUMENTALNA

Gitara angielska doskonale sprawdzata sie takze w muzyce kameralnej. Po-
wszechne byty duety gitarowe (pisane na guittar o takich samych, ale tezi o réz-
nych strojach, np. Ci G), tria czy utwory o wiekszych, réznorodnych sktadach —
np. z instrumentami smyczkowymi, detymi i klawiszowymi. Zaliczy¢ tu mozna:
Eighteen Divertimentis or Duetts, properly adapted for the Guittar, or Mandolin
(1757), Forty Airs for two Violins, German Flutes, or Guittars, Twelve Divertimen-
tis (1758-1760) J. Oswalda, Sonata for the Guittar with an accompaniment for
the violin (1775) J.Ch. Bacha, Six Trios for the Guittar, Violin and Pianoforte (ok.
1775) F. Giardiniego czy Twenty-four Duets for two French Horns, two Guittars,
or two German Flutes (?) Josepha Reala (?-7?).

12 R.B. Armstrong, Musical instruments. English and Irish instruments, t. 2, T.A. Constable, Edyn-
burg 1908, s. 5.

13 M. Wtodarczyk, Bach i co dalej? Rzecz o zapomnianej literaturze gitarowej Il potowy XVIll wieku
i o gitarze angielskiej, ,MusiQs” 2018, nr 6, s. 3.
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2.1.2.2. MUZYKA WOKALNO-INSTRUMENTALNA

Kompozytorzy stosowali gitare w twdrczosci wokalno-instrumentalne;j,
m.in. w Swieckich pie$niach, ariach, kantatach oraz utworach o tematyce sakral-
nej i powaznej, jak psalmy i hymny: Twelve Italian Airs for the Voice, accompa-
nied by the Guitar or Harpsichord (1757) Santo Lapisa (?-?), Twelve of the most
Celebrated English Songs which are now in Vogue Neatly adapted for the Guittar
and Voice (ok. 1770) D. Rutherforda, A Collection of Moral Songs or Hymns for
a Voice, Harpsichord and Guittar (1762) autorstwa organisty i klawesynisty Williama
Yatesa (?—?) czy A fifth sett of Psalms and hymns, used at the Magdalen chapel:
Adapted for the organ, harpsichord, voice, violin, German flute & guittar (?).

2.2. Szkotly gry na gitare angielska

Wraz z powstaniem i rosngcg moda na gitare angielskg na rynku pojawity sie
szkoty gry. | tak w 1756 roku ukazaty sie drukiem pierwsze podreczniki, napisane —
w duzej mierze z myslg o damach — przez T. Calla, samozwarczego nauczyciela
tego ,nowego instrumentu”, oraz D. Rutherforda — The Ladies’ Pocket Guide or
The Compleat Tutor for the Guittar. Stopniowo, az do korica XVIII wieku, po-
wstaty kolejne pozycje, autorstwa: R. Bremnera (1758), G.B. Marelli Sixty-six Les-
sons for the Cetra or Guittar, in every key, both flat and Sharp (1758), F. Gemi-
nianiego The Art of Playing the Guitar or Cittra (1760), J. Oswalda Compleat Tu-
tor for the Guittar: With two Scales Shewing the Method of Playing in the Keys
of C & G (ok. 1760), A. Ford (ok. 1761), R. Straube Lessons for two Guittars, with
a thorough Bass (1763) oraz wielu innych kompozytoréw, wykonawcow, a na-
wet konstruktoréw gitar, jak chocby Ch. Claggeta (1760). Jedng z ostatnich szkot
byta New and Compleat Instructions for the GUITTAR Henry’ego Thompsona (?-?),
pochodzaca z ok. 1799 roku.

Instrukcje gry na gitarze zawieraty zwykle opis instrumentu oraz wyjasnienie, jak
poprawnie go nastroic. R. Bremner radzit, aby robity to osoby juz doswiadczone:

Tuning [...] is to be done only by an adjusted Ear, and therefore is not to be attempted
by those who are unaquainted with Music.

Strojenie [...] powinno by¢ wykonywane tylko przez dostosowane ucho, a zatem niech

nie probuja go ci, ktdrzy nie s zaznajomieni z muzyka4.

W podrecznikach znalez¢ mozna tez wskazowki dotyczgce podstawowej wie-
dzy teoretycznej, jak wartosci rytmiczne nut, metrum, znaki chromatyczne,
oznaczenia muzyczne i gitarowe, ponadto opisy sposobu trzymania instrumentu
oraz technik gry prawg i lewa reka. Autorzy szkét nie stronili tez od udzielania
rad — skierowanych i do profesjonalnych wykonawcéw, i do amatoréw — na

14 R. Bremner, Instructions For The Guitar, R. Bremner, Edynburg 1758.
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temat doboru instrumentu, ptynnosci gry, akompaniowania do $piewu lub cier-
pliwosci i postepdw w opanowaniu techniki gry i repertuaru:

[...]if the Learner would have a Little Patience, and first endeavour to have a good Notion
of the first Principles, together with a tolerable command of the Fingers, his Progress
would be sure and speedy. Which, if otherwise, seldom fails of being slow and uncertain,
attended with Aukwardness

[...] jesli uczen miatby troche cierpliwosci i najpierw postara sie zaznajomi¢ z podstawo-
wymi zasadami [gry], wraz z wystarczajagcym poziomem panowania nad palcami, jego
postep bedzie pewny i szybki. Ktory, jesli jest inaczej, nierzadko jest powolny i niepewny,
towarzyszy mu niezdarnosc®.

Wtasciwie prawie wszystkie szkoty zapewniaty mozliwosé praktycznego za-
stosowania wiedzy, gdyz zawieraty éwiczenia techniczne lub repertuar solowy
i kameralny, réwniez z towarzyszeniem basso continuo. Utwory zapisywane byty
gtdwnie za pomoca nut, poza The Art of Playing... F. Geminianiego, gdzie kom-
pozytor zastosowat tabulatury.
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Ryc. 3. A Pocket Book for the Guitar With Directions Whereby ev'ry Lady & Gentleman may be-
come their own Tuner..., Longman, Lukey & Broderip ok. 1775 — karta tytutowa

2.3. Repertuar na gitare angielska w Wielkiej Brytanii — podsumowanie

Po 1799 roku gitare angielskg zaczeta wypieraé szesciostrunowa gitara hisz-
panska, stopniowo zyskujgca uznanie na Wyspach Brytyjskich. Naturalnym tego
nastepstwem byto coraz mniejsze zainteresowanie twdércoéw pisaniem na instru-
ment wychodzgcy powoli z mody.

15 |bidem.
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Wyobrazenie na temat ilosci oraz réznorodnosci publikowanej w Wielkiej
Brytanii literatury na gitare angielskg mogg dac¢ zachowane katalogi wydaw-
nictw, producentéw i sprzedawcow tych instrumentéw. Przyktadowo — tylko na
lisScie umieszonej na pierwszej stronie jednego ze zbioréw, wydanego przez
Longman & Broderip w 1780 roku, znajduje sie okoto 60 pozycji repertuarowych.
Odnalez¢ tam mozna podreczniki do nauki gry na guittar oraz muzyke solowg
i kameralng, w tym wokalno-instrumentalng, reprezentujgcy rézne gatunki. Co
ciekawe, pojedyncze tytuty oznaczajg z reguty nie jedng, lecz szes¢ piesni czy so-
nat, kilka fragmentéw oper lub wiele kompozycji zawartych w danej szkole gry.
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Ryc. 4. Lista utworow gitarowych opublikowana na pierwszej stronie jednego ze zbioréw wyda-
nych przez Longman & Broderip, Londyn 178016

16 T, Giordani, Six solos for a Guitar with a thorough Bass for the Harpsicord and one Trio for
a Guitar, Violin and Bass, Longman & Broderip, Londyn 1780, s. 1.



Gitara angielska i... 133

2.4. Tworczo$€ na gittarre w Polsce

W Polsce wydawaniem twdrczosci na gitare angielskg zajmowat sie m.in. J6-
zef Elsner (1769-1854) w latach 1803—-1805. Utwory zamieszczat w Dodatkach
na gitare angielskq dotgczanych do stynnego miesiecznika ,, Wybdér Pieknych
Dziet Muzycznych i Piesni Polskich”.

Pierwszy druk z 1803 roku pochodzacy ze sztycharni ). Elsnera — 5 arij z opery
,Przerwana offiara” z muzykq pana Winter|[a), przektadane na gittare angielskq
przez P.F.W. —zawiera piec¢ fragmentdow opery Przerwana ofiara Petera von Win-
tera (1754-1825) w opracowaniu na gitare angielska i gtos. Kolejne pozycje, opu-
blikowane w 1805 roku w Dodatkach..., ukazaty sie w numerach 1, 3,5i 11 wspo-
mnianego czasopisma. Znajdujg sie tam opracowania na gittare solo lub ze $pie-
wem: Duetto, Quartetto i March, Polonez z Opery Lodoiska, Allegretto z Kome-
dio-Opery Siedem razy ieden oraz Andantino z Komedio-Opery Stary Trzpiot.

Dodateck

Ryc. 5. Fragment wokalno-instrumentalnego Poloneza z opery Lodoiska wydanego w Dodatku na
gitare angielskq do 3. numeru ,Wybordw Pieknych Dziet Muzycznych i Piesni Polskich” J. Elsnera
z 1805 roku.

Kompozycje te zapisane sg w tonacjach C-dur lub G-dur, co moze swiadczy¢
o ich przeznaczeniu na instrumenty o takich wtasnie strojach.

Sporo rekopisow, a takze wzmianek na temat niezachowanych obecnie dziet,
gtéwnie anonimowych autordow, znalez¢é mozna w katalogach polskich bibliotek —
Biblioteki Jagielloniskiej w Krakowie oraz Biblioteki Seminarium Duchownego
w Sandomierzu. Jak podaje Wojciech Gurgul w artykule pt. Gitara angielska
w polskiej kulturze muzycznej— sg to 83 kompozycje lub opracowania na gittare,
pochodzace z osiemnastu istniejgcych obecnie Zrddet. NajczeSciej wystepuja
drobne utwory, pisane oryginalnie na gittarre solo, jak andante, presto, modne
tance salonowe (kadryl, anglez, kozak, mazurek, krakowiak, allemande, walc),
marsze oraz formy klasyczne —wariacje i ronda. Podobnie jak w Wielkiej Brytanii,
duzym zainteresowaniem cieszyly sie opracowania fragmentéw znanych oper,
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poza tym piesni z akompaniamentem gitary angielskiej i utwory kameralne,
w tym — co ciekawe — duety z gitarg hiszpanskga, przeznaczone w duzej mierze
do muzykowania domowego.

Gittara znalazta rowniez zastosowanie w dzietach scenicznych, m.in. towa-
rzyszac piosenkom ze sztuk dramatycznych wystawianych w Teatrze Narodo-
wym. Jej partie uwzglednit tez J. Elsner w swojej operze komicznej pt. Leszek
Biaty, czyli Czarownica z tysej Gory (1809), skomponowanej do libretta Ludwika
Adama Dmuszewskiego?’.

Na uwage zastuguje jeszcze polska szkota gry pt. Poczqtki na gitarze angiel-
skiej. Zawiera ona podstawy teorii muzyki oraz szesnascie lekcji na gitare o typo-
wym dla instrumentdw naszego kraju stroju otwartym G.

2.5. Twérczos¢ na gitare angielska — cechy dominujace, estetyka, techniki
idiomatyczne

Muzyka przeznaczona na gitare angielskg, pomimo swojej réznorodnosci,
posiada pewne wspdlne, dominujgce cechy. Przede wszystkim, ze wzgledu na
tatwosé wykonania, utwory pisane lub opracowywane byty w tonacjach odpo-
wiednich dla kazdego typu guittar — najczesciej C-dur, ale tez G-dur lub A-dur.
W ten sposdb kompozytorzy wykorzystywali naturalny rezonans instrumentdw,
a to pozwalato najpetniej wyeksponowaé ich walory brzmieniowe. Jednak
w przypadku bardziej skomplikowane;j literatury pojawiaty sie inne tonacje —
a-moll czy c-moll, wymagajace juz od gitarzysty zaawansowanej techniki wykonaw-
czej. | cho¢ pamietac nalezy o retorycznym znaczeniu tonacji w XVIII wieku, nie ma
watpliwosci, ze stosowanie takich, ktére byty bezposrednio zwigzane ze strojem gi-
tary angielskiej, to bardzo popularna praktyka éwczesnych kompozytoréw.

Kolejnym wspdlnym elementem sg podobienstwa fakturalne. W wielu utwo-
rach wystepujg tatwe do wykonania rownolegte tercje (czesto prowadzone nie-
konsekwentnie poprzez przechodzenie dwudiwiekdw w pojedynczy glos,
w miejscach o wiekszych trudnosciach technicznych) czy wielodzwieki w charak-
terystycznych uktadach akordow.

Kompozycje byty pisane tak, aby ich wykonanie nie niosto ze sobg wiekszych
problemdw. Na gitarze angielskiej aplikatura z reguty jest intuicyjna, ,domysina”
i nieskomplikowana. Wystepuje tylko jedno prawidtowe palcowanie lewej reki,
zaktadajgce stosowanie mozliwie najtatwiejszych uktaddw palcéw, gtdwnie pu-
stych strun oraz poczatkowych pozycji, najczesciej I i Il.

W repertuarze tym zauwazalne s tez rézne techniki wtasciwe dla guittar,
jak chocby arpeggio wykonywane za pomocg jednego palca prawej reki badz

17 W. Gurgul, Gitara angielska w polskiej kulturze muzycznej, ,Muzyka” 2022/I, s. 65-95,
[https://doi.org/10.36744/m.1147].



https://doi.org/10.36744/m.1147

Gitara angielska i... 135

idiomatyczne ozdobniki w dwudzwiekach — niemajgce swoich odpowiednikéw
w grze na gitarze klasycznej.

Nuty opatrzone s3 proponowanymi przez kompozytoréw ornamentami
oraz oznaczeniami agogicznymi, dynamicznymi i artykulacyjnymi. Sg one
dos¢ istotne, pozwalajg bowiem wspdtczesnemu wykonawcy lepiej poznaé
estetyke epoki.

Zakonczenie

Literatura na guittar — gitare angielskg — stanowi cenny i bardzo interesujacy
materiat badawczy, zaréwno dla teoretykdw muzyki i muzykologdw, jak i prak-
tykédw-wykonawcéw.

Na przestrzeni blisko 100 lat gitara angielska cieszyta sie zainteresowaniem
wielu kompozytoréw. Ich olbrzymia, zréznicowana tworczos$é wypetniata prze-
strze muzyczng wszystkich warstw spotecznych na wielu polach — od muzyko-
wania w domach, salonach i na dworach, przez udziat gitary w spektaklach ope-
rowych, przedstawieniach teatralnych i uroczystosciach, po koncerty profesjo-
nalnych gitarzystek i gitarzystow na dwczesnych estradach.

Repertuar ten ma duze znaczenie i wartos$¢, gdyz stwarza wspodtczesnemu
gitarzyscie okazje do kontaktu z utworami pisanymi w Il potowie XVIII wieku®
oryginalnie na gitare. To z kolei pozwala na zgtebienie zawartej w aplikaturze
techniki gry oraz naturalnej artykulacji, ktdre w znacznym stopniu da sie odwzo-
rowac na gitarze klasycznej. Mimo to nie nalezy oczekiwac, iz utwory pisane na
historyczny instrument zabrzmig tak samo na dzisiejszym. Ze wzgledu na rdéznice
w budowie, brzmieniu, stroju i technice gry, a przez to i w mozliwosciach wyko-
nawczych pomiedzy instrumentami, kompozycje bedg wymagaty opracowania
(gtownie pod katem faktury, aplikatury i ornamentacji). Umiejetna transkrypcja —
uwzgledniajgca cechy wspdlne obu gitar, zachowujgca, gdzie to tylko mozliwe,
idiom gitary angielskiej i estetyke epoki oraz wykorzystujgca bogate mozliwosci
wykonawcze i techniki charakterystyczne dla gitary klasycznej — pozwoli w petni
ukazaé charakter, ekspresje i intencje dziet, a przede wszystkim odda te muzyke
naszym czasom.

Takiego wtasnie opracowania szesciu sonat solowych?® Tommasa Giorda-
niego, pochodzacych ze zbioru Six Solos for a Guitar with a thorough Bass for the

18 Tematem niniejszego opracowania jest zapomniana muzyka gitarowa Il potowy XVIII wieku.
Pamieta¢ jednak nalezy, ze repertuar na gitare angielskg byt pisany takze na poczatku XIX
wieku, jednak okres ten, nazywany ,ztotym wiekiem gitary”, obfitowat juz w bardzo bogata
literature komponowang na najbardziej wéwczas popularng gitare hiszpariska.

19 W rozumieniu barokowych sonat da camera, czyli napisanych na instrument solowy — tu gitare
angielskg — oraz basso continuo.
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Harpsicord and one Trio for a Guitar, Violin and Bass, wydanego w Londynie
w 1780 roku przez Longman & Broderip, dokonata autorka niniejszego artykutu
we wspbtpracy z klawesynistka — dr Pauling Tkaczyk-Cichon?. Proces transkryp-
cji na gitare klasyczng zostat szczegétowo opisany w dysertacji doktorskiej
pt. ,Szes¢ sonat solowych na gitare angielskq” Tommaso Giordaniego w per-
spektywie wykonawstwa historycznego i wspdtczesnego (2020)%, a dzieto arty-
styczne zarejestrowane (w catosci — po raz pierwszy w historii fonografii) na do-
taczonej do pracy ptycie CD. Obecnie sonaty te, w wykonaniu autorki, prezento-
wane sg podczas festiwali, cykli koncertowych, a takze wielu konferencji o za-
siegu krajowym i miedzynarodowym. W sieci dostepne sg tez nagrania video.

Warto siega¢ po literature na gitare angielska, gdyz przywrdcenie jej do
zycia — poprzez zainteresowanie omawianymi dzietami, wprowadzenie ich
w obieg, badanie czy wreszcie wigczenie do aktualnego repertuaru koncerto-
wego, kanonu akademickiego i szkolnego — pomoze nie tylko zgtebi¢ budowe
i mozliwosci wykonawcze nieznanej dzi$ guittar (i wtasciwej dla niej techniki gry,
aplikatury i artykulacji) oraz poznac twdrczosc (i jej cechy), ale przede wszystkim
uzupetni¢ obraz zmieniajacej sie estetyki catego XVIII stulecia. Kompozycje te
doskonale wypetniajg istniejgcg luke repertuarowg w twdrczosci gitarowej
Il potowy XVIIl wieku, otwierajgc szerokg perspektywe ich wykonywania, czego
najwazniejszg konsekwencjg jest zachowanie ciggtosci literatury gitarowej od
czasOw renesansu — az do dzis.
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The English guitar and the forgotten guitar repertoire of
the second half of the 18th century

Abstract

The time leading up to one of the most important periods in the history of guitar music — “the
golden age of the guitar” in the first half of the 19th century — was the heyday of European cities
such as London, Paris, Vienna or Dresden. Music was the main source of entertainment for royalty
and high society, and numerous music publications, sheet music editions and instrument handbooks
were being created. Manufactures tried to outdo each other in structural innovations, refining and
patenting increasingly interesting instruments. One such instrument was the immensely popular
English guitar (guittar), which differed in design and tuning from the instrument we know today.

At present, it would be futile to look for the guitar repertoire of the second half of the 18th
century on concert stages or in academic curricula (with a few exceptions, such as Luigi Boccheri-
ni's quintets or Giuseppe Antonio Brescianello's partitas), and English music is almost nowhere to
be found. It is, to a large extent, undiscovered and nearly forgotten. Bringing it back to life will not
only provide insight into the design and performing capabilities of the now unknown guittar (as
well as its distinctive playing technique, fingering and articulation) and allow us to learn more
about the works composed for the instrument (and their characteristic features), but — above all —
give a full picture of the evolving aesthetics of the 18th century. These compositions will also fill
the existing gap in the guitar repertoire of the second half of the 18th century, offering broad
prospects for their performance in the future. The most important consequence of that is the
preservation of the continuity of guitar literature from the Renaissance to the present day, and
the resulting possibility to make the world described in Leopold Mozart’s or Carl Philipp Emanuel
Bach'’s treatises tangible.

Keywords: English guitar, guittar, guitar repertoire of the second half of the 18th century, Eng-
lish guitar design, guitar makers.
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