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ABSTRACT

During the second half of the eighteenth century the Spanish guitar reached a level of popularity in France not
equalled elsewhere. Among the various composers who contributed to the vogue for the instrument in this coun-
try, sources of the period refer to a certainMr Vidal, a guitarist of Spanish origins whowas regarded as one of the
most important masters of the guitar in Europe. Despite multiple references to his musical activities no extensive
study has yet been made, which leaves this figure only partially studied. In order to address this lacuna, this arti-
cle reconstructs the life of this guitarist, placing his music in the environment in which he lived in order to obtain
a clearer picture of the situation of the guitar and the role of Vidal as a composer, guitarist, publisher and teacher.

On  February , just over two weeks after the execution of the King Louis XVI of France in the Place de la
Révolution, and with a city on the verge of the Reign of Terror, the daily Journal Général de France – as if
nothing were amiss – advertised a new publication entitled Concerto pour la guitarre avec accompagnement
de deux violons, alto et basse by a certain Mr Vidal. This work, considered the earliest guitar concerto, was
composed by an obscure musician of Spanish origins whose biographical details are largely unknown.

The vogue for the guitar in France during the second half of the eighteenth century has been little studied.
Even books on guitar history treat this period in a cursorymanner, as if there were nomajor guitar composers
and no repertory worthy of attention. As we shall see, however, the guitar was popular in Paris from the late
s onwards, with peaks that indicate an enormous popularity among amateurs. The instrument under-
went something of a transformation: it moved from five double courses to six single strings, substituted tab-
lature for staff notation and acquired a repertory for voice and guitar which, towards the end of the century,
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began to encompass solo and chamber music. This process was carried out by guitarists mostly overlooked by
musicology, and among them Vidal was probably one of the most prominent figures.

Most of what we know about Vidal derives from a brief entry by Anik Devriès and François Lesure in their
 volume Dictionnaire des éditeurs de musique français. This provides information relating to Vidal’s
activity as a publisher, recording two addresses where he was established between  and  and the
name of the business he ran, Les Soirées Espagnoles, but it provides no other relevant data. However,
some details in this entry, as we shall see, are not altogether accurate. Vidal’s first name is not known,
which makes it difficult to trace him; however, many sources refer to him as ‘B. Vidal’, following
François-Joseph Fétis’s Biographie Universelle des Musiciens (–). Fétis in turn probably drew
from Ernst Ludwig Gerber’s Neues Historisch-biographisches Lexikon der Tonküstler (–).

Although references in several later dictionaries seem to have copied Fétis, no eighteenth-century document
has been found which uses this initial, and in fact Gerber – Fétis’ likely source – had compiled an earlier dic-
tionary in –, the Historisch-biographisches Lexikon der Tonkünstler, in which he included Vidal
without any initial. As regards musicological consideration of Vidal’s works, in  Erik Stenstadvold pro-
vided valuable information about the guitar methods Vidal compiled. At that stage, only two methods were
known, but since that time two further methods have surfaced. There has been no other serious study of
Vidal, and the present article seeks to throw new light on this intriguing character, as well as providing –

for the first time – a checklist of his works (see the Appendix).

‘LE TEMS DE MERCHI ’

In the introduction to his Seconde méthode de guitare (Paris, –) the French guitarist Antoine
Gatayes made a passing reference to the most important guitarists on the Parisian scene in the second
half of the eighteenth century:

C’est à peu près dans le tems de MERCHI, que de grands Professeurs ont paru. VIDAL,
TRILLE-LA-BARRE, SIMON, PATOUARD, BOYER, ont encore développé le charme de la
Guitare; VIDAL, par une exécution savante et hardi.

It was around the time of Merchi that the great masters appeared. Vidal, Trille-la-Barre [Trille
Labarre], Simon, Patouard [Patouart] and Boyer further developed the charm of the guitar –

Vidal, with a learned and bold execution.

‘Le tems deMerchi’, to which Gatayes refers, had begun in with the arrival in Paris of the Italian brothers
Giacomo and Joseph Bernard Merchi (though Gatayes mentions only one brother, whom he praises warmly
but does not identify). There had been a marked decline of interest in the guitar in France after its heyday

 Anik Devriès and François Lesure,Dictionnaire des éditeurs de musique français, volume :Des origines à environ 
(Geneva: Minkoff, ), . In his foreword to B. Vidal: Concerto for Guitar & Strings, ed. Stanley Yates (Heidelberg:
Chanterelle, ), Erik Stenstadvold provides some relevant remarks about Vidal not included by Devriès and Lesure.

 François-Joseph Fétis, Biographie universelle des musiciens et bibliographie générale de la musique, first edition, eight
volumes, volume  (Brussels: Meline, Cans, ), .

 Ernst Ludwig Gerber, Neues Historisch-biographisches Lexikon der Tonkünstler, four volumes, volume  (Leipzig:
Rühnel, ), .

 In fact, he spelled the name of the guitarist as ‘Vida’ and added ‘Sgr’, indicating ‘signor’.
 Stenstadvold, Guitar Methods, –.
 Antoine Gatayes, Seconde méthode de guitare à six cordes, second edition (Paris: Frère, c–), . I am most

thankful to Sophie Terrettaz for her valuable help in translating the French texts in this article.
 In Antonio Fappani included in volume  of his twenty-two volume Enciclopedia Bresciana (Brescia: Fondazione

Opera Diocesana S. Francesco di Sales, –) the birth and death dates of these two brothers without offering his
sources. Joseph Bernard is listed as having been born in Brescia on  November  and dying in Paris on May
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during the reign of Louis XIV (reigned –), and the presence of the Merchi brothers in the metrop-
olis gave a definitive impulse to this new vogue. This was especially the case from  onwards, when they
were granted a privilege for publishing music, although it was not until  that advertisements for guitar
music appeared in the press. This new interest in the guitar was also noted in the Encyclopédie by Denis
Diderot and Jean le Rond d’Alembert, where, under the entry ‘guittare’, we read that ‘some devotees have
caused the guitar to be reborn and have at the same time reawakened our taste for our vaudevilles, pastorales
and brunettes, which have thereby acquired a fresh appeal’ (‘Quelques amateurs l’ont fait renaître, & ont en
même tems réveillé notre goût pour nos vaudevilles, pastorales & brunettes, qui en acquerrent un nouvel
agrément’). Alongside the brothers Merchi, several other individuals began to pay attention to the guitar
in the late s and early s. They included Mr Simon (member of the Académie Royale de
Musique), Jean-Baptiste Dupuits des Bricettes (‘directeur & professeur de l’école publique de musique’),
Pierre Lagarde (‘compositeur de la chambre de S. M.’), the anonymous Don *** (author of the earliest guitar
method so far identified), Louis François Joseph Patouart (‘ordinaire de la chambre du Roi’) and Michel
Corrette. As we can see, several of these names were associated with the Académie Royale de Musique or
the king’s Musiciens de la Chambre, which indicates that the fashion for the guitar was taken up by some
prominent musicians following its lull in popularity after the death of Louis XIV.

The instrument in these early years had not evolved much from the so-called baroque guitar. It had five
double courses, the fifth and fourth, in standard usage, being an octave pair, and was used mainly to accom-
pany songs. The vast majority of publications were recueils or collections of pieces, most of them for voice
with guitar accompaniment, containing chansons, brunettes or ariettes known at that time or recently pre-
miered at the theatres of the city. At least fifty such recueils for guitar and voice were issued in Paris between
 and , a number which would increase dramatically in the two following decades. Merchi, most
probably Giacomo, was clearly the most prominent figure in the s. He began in  with his
Recueil de chansons, a series of collections for guitar and voice (in subsequent publications he would mostly
employ the term livre instead of recueil). By  he had already published twenty of these collections, and
another fourteen appeared in print before the end of his career in .

‘MONSIEUR VIDAL, MAÎTRE DE GUITTARE ’

The first written trace of Vidal dates from  April , when the weekly L’avant-coureur announced his
Recueil de menuets pour guittare avec les Folies d’Espagne variées. This appears to have been a
collection of pieces for solo guitar published by Boüin; Vidal is named on this advertisement as maître de

; Giacomo was apparently born on  August , also in Brescia, and is supposed to have died in Paris c.
See http://www.enciclopediabresciana.it ( September ).

 Devriès and Lesure, Dictionnaire des éditeurs, .
 On the music advertisements in the French press see Anik Devriès-Lesure, L’édition musicale dans la presse parisienne

au XVIIIe siècle: catalogue des annonces (Paris: CNRS, ).
 Denis Diderot and Jean le Rond d’Alembert, Encyclopédie ou Dictionnaire raisonné des sciences, des arts et des métiers,

twenty-eight volumes, volume  (Paris: Diderot, ), . Jean-Jacques Rousseau was in charge of the musical
entries in this colossal work (Diderot and d’Alembert, Encyclopédie, volume , xliii). While other musical entries
state the name of the author, this one does not provide that information.

 Stenstadvold, Guitar Methods, .
 For a detailed account of the organology and tuning of the instrument throughout this period see Sparks, ‘Origins of

the Classical Guitar’.
 It is not clear which of the twoMerchi brothers composed all themusic that appeared in Paris from  to  under

their surname. However, some of the works themselves bear the name Giacomo, which may point to him. Jürgen
Libbert, in his entry on Merchi in Grove Music Online www.oxfordmusiconline.com, gives preference to Joseph
Bernard, while Stenstadvold (Guitar Methods, –) points to Giacomo.
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guittare. Vidal seems to have been an immigrant from Spain seeking his fortune in Paris. He probably
arrived at the latest by the end of  or in early , in time to make contact with the publishers before
the appearance of his first work. Publishing works based on les Folies d’Espagnewould have called attention to
his Spanish identity, since the guitar was considered in France to be a Spanish instrument. Maître clearly
indicated his availability and willingness to give lessons on the guitar. In Paris in the early s, only a hand-
ful of guitarists – including Merchi, Favier and Mignard – can be traced giving guitar lessons; to this small
number Vidal and another important figure in the following decades, Jean François Guichard, are mentioned
in . Vidal also taught singing, for in March  he appeared in the Journal de la Musique as maître de
musique vocale, with his address given as rue des Vieux-Augustins, à l’Hôtel des Quatre Saisons, a central
setting close to La Place de Victoires.

In order to understand the profile of the amateur enthusiast taking guitar lessons at that time, the words by
Philippe Macquer in his Dictionnaire portatif des Arts et Métiers () may be illuminating: ‘the guitar,
instrument of fantasy, suitable for accompanying a single voice, has become fashionable in Paris, especially
among the ladies’ (‘La Guitarre, instrument de fantaisie, propre à accompagner une voix seule, a pris une
vogue à Paris, sur-tout parmi les Dames’).Women seem to have been a significant majority of the amateurs
learning to play this instrument. Guitar was among the instruments – besides the harpsichord, piano, harp
and lute – considered to have ‘befitted the respectable bourgeois woman’. Fashionable ladies were expected
to sing, and it became common for women to take singing lessons. Since the guitar and the voice were inti-
mately related, as Macquer states, several guitar teachers began to advertise themselves – like Vidal – as
‘maître de chant’ or ‘maître de goût de chant’ as an extra way of earning a living.

Vidal arrived in Paris at a fortunate moment for a guitarist, for the volume of music being produced for the
instrument was from  increasing at a great rate. This interest may have had something to do with Marie
Antoinette, who on May married the future Louis XVI. She is known to have been very fond of music,
playing the harpsichord, harp and probably also the guitar. In November  the publisher Nicolas Jolivet
advertised a weekly periodical of airs avec accompagnement de guitare, set by Patouart le fils. This

 ‘Recueil de menuets pour guittare avec les Folies d’Espagne variées, par M. VIDAL, maître de Guittare. Prix  liv. 
s. Chez le Sieur Bouin, marchand de musique & de cordes d’instrumens, rue S. Honoré, au gagne-Petit, près
S. Roch, à côté des écuries de Monseigneur; Mlle Castagny, rue des Prouvaires, & aux adresses ordinaires’,
L’avant-coureur ( April ), . This work has not so far been located.

 In those years the famous violinist and composer Jean-Joseph Cassanéa de Mondonville (–) had his resi-
dence in the same street as Vidal.

 PhilippeMacquer,Dictionnaire portatif des Arts et Métiers, two volumes (Paris: Chez Lacombe, –), volume ,
.

 Erik Stenstadvold, ‘“We Hate the Guitar”: Prejudice and Polemic in the Music Press in Early th-Century Europe’,
Early Music / (), .

 Ursula M. Rempel, ‘Women and Music: Ornament of the Profession?’, in French Women and the Age of
Enlightenment, ed. Samia Spencer (Bloomington: Indiana University Press, ), –.

 Of the twenty-eight names listed as ‘maîtres de chant’ between  and  found in Devriès-Lesure, L’éditionmusi-
cale, nine are not associated with any instrument, seven with the guitar, six with the harp and three with the harpsi-
chord. The Tablettes de Renommée des Musiciens (Paris: Cailleau, ) lists  musicians under the heading
‘Compositeurs Virtuoses, Amateurs et maîtres de Musique Vocale et de gout du chant’ (no pagination), most of
them being singers at the opera or active at different chapels in the city.

 The painting Marie-Antoinette jouant de la harpe dans sa chambre, made in  by Jean-Baptiste Gautier Dagoty
(nowadays in the Musée du château de Versailles et de Trianon), shows the queen playing a harp with a guitar-like
instrument in the background.

 There has been some confusion about the frequency of publication of this journal. However, both the Jolivet  cat-
alogue (mentioned in Devriès and Lesure,Dictionnaire des éditeurs, catalogue No. ) andAlmanachMusical of 
(page ) clearly state that it was published weekly.

 Patouart le fils was the son of Louis François Joseph Patouart ‘ordinaire de la chambre du roi’, who, besides writing
music for cello, also composed some for guitar. Advertisements for Patouart le fils began to appear after .
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publication, La muse lyrique, was dedicated to ‘Madame la Dauphine’: that is, to Marie Antoinette. Jolivet
changed the dedication from ‘Madame la Dauphine’ to ‘La Reine’ when Louis XVI ascended the throne
with Marie Antoinette as queen in May . A weekly publication with such a royal dedicatee may
have had some considerable impact on the fashion for this instrument.

Vidal began towork actively within the recueil genrewith the publisher Boüin, who at that time operated in
one of the most central streets of the city, the rue Saint-Honoré, close to Saint Roch. Between  and 
Vidal published three such collections with this publisher; by  the number had risen to eight, and by
around  he had already produced seventeen. Boüin, seeing the potential in Vidal as early as March
, began to distribute his music in other major towns in France. His ème Recueil d’airs
d’opéra-comiques with guitar accompaniment was advertised as being sold in Lyon, Toulouse, Lille and
Bordeaux in addition to Paris.

To understand the amount of music that Vidal devoted to this genre we need to take a closer look at one of
these recueils. For example, his ème Recueil, advertised in , contains eleven songs for voice and guitar,
with titles such asQuand l’amour,Air de la belle fermière,Quand on est jeune garçon, Loin de toi and so forth;
this was clearly a genre of music targeted at amateurs keen to sing les beautés de l’amour to their male or
female muses. The size of these collections could vary considerably, but would normally consist of twenty
to thirty pages containing mostly songs with guitar accompaniments, and sometimes also pieces for solo gui-
tar, depending on the type of recueil. The title of this kind of collection, Recueil d’airs d’opéra-comiques,
implies that there was a high demand among amateurs for arrangements of airs of comic operas that had
been performed at the various music theatres of the city. The instrument accompanying the voice had tra-
ditionally been the harpsichord, but the harp, and especially the relatively cheap and portable guitar, increas-
ingly entered this new trend.

Around  Vidal made some connections in other French cities, notably Lyon and Nantes. The most
important music publisher in Lyon, Jean Antoine Castaud, published at least two of his recueils. This pub-
lisher was familiar with the guitar since he had already sold the works of other guitarists, mainly Merchi. In
December Castaud published Vidal’s Septième recueil de pièces & d’airs nouveauxwith guitar and violin

 On April  the Maison de ventes spécialisée ALDE in Paris sold an item entitledMuse lyrique, dédiée à la Reine.
Recueils d’Airs avec accompagnement de Guitarre dated  and consisting of  pages.

 Lamuse lyrique lasted until ; this represents a publication period of twenty years for a weekly periodical for guitar,
which is remarkable for the eighteenth century. When Jolivet went out of business in , another important pub-
lisher and also a guitarist, Pierre Joseph Baillon, successeur de Jolivet, took over. After Baillon’s death in  his widow
continued the journal until .

 On Boüin see Devriès and Lesure, Dictionnaire des éditeurs, .
 Annonces, affiches et avis divers ( March ), supplement, .
 Annonces, affiches et avis divers ( October ), .
 A man named Vidal was teaching guitar in the United States in June  (O. G. Sonneck, Early Concert-Life in

America, – (New York:Musurgia, ), ). The complete name of this figurewas Lewis Vidal and he adver-
tised himself as ‘a considerable time first player on the French horn in the Court of Portugal’with a ‘competent knowl-
edge of either the French or Italian languages’ and who ‘teaches to accompany the guitar with the voice after the
method of M. Merchi’ (South Carolina & Amer. Genl. Gazette (– September ), ). Several references to
Lewis Vidal have been found in the United States at least until late October , when an advertisement states
that ‘he proposes [to] teach twice a week such ladies and gentlemen within the compass of twenty miles as will favour
him with their commands to sing or play on the English or French guitar, saltero or mandoline’ (South Carolina &
Amer. Genl. Gazette (– October ), ). It is difficult to believe, given how active he was in France at this
exact time, that the Vidal who is the subject of this article managed to make a trip across the Atlantic and fit in all
that is described above; however, we should not exclude this possibility. I am very thankful to Doc Rossi, Heather
Thomas, Thomas Smith, Peter Danner and Gary Boye for help in connection with my research on this man in the US.

 Devriès and Lesure, Dictionnaire des éditeurs, catalogue No. .
 Castaud published or sold music by Merchi, Albanese, Suin, Guichard, Legat de Furcy, Salivas, Solié and Porro.
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accompaniment ad libitum. The press advertisement promoted Vidal by stating that ‘the reputation of the
composer precedes this collection’. This recueil was dedicated to Mademoiselle Cornabé de
Champvieux, most probably Suzanne, daughter of Daniel Cornabé, négociant et bourgeois from Lyon.

To judge by the dedication, Vidal had been giving her lessons. Vidal is referred here as Vidal l’aîné,
maître de guittare, which seems to indicate that he was the elder of two brothers or of other individuals
with the same surname. Vidal l’aîné is mentioned again in  in an advertisement of his ème
Recueil, but this time it was published by Boüin in Paris and again included the mention of his profession
asmaître de guittare. I have not found any differences in the style of the compositions where Vidal is men-
tioned as l’aîné and those where he is not. In fact if we compare, for example, his seventh Recueilwith Castaud
(Lyon, ) with his Soirées Espagnoles with Boüin (Paris, ) we find that Vidal actually reused, in the
French capital, some of the pieces previously published in Lyon under the name Vidal l’aîné. The fact that no
other pieces by Vidal l’aîné have been found, as well as the high number of this recueil, suggests with a high
degree of certainty that there was only one Vidal composing music for guitar.

LES SOIRÉES ESPAGNOLES

Probably the most remarkable year in the career of Vidal was . The Annonces, affiches et avis divers of 
December  announced a new and important project for him, Les soirées espagnoles, a weekly periodical
for guitar music published by subscription, containing one or two pieces for voice and guitar and one or two
pieces for solo guitar. For this series Vidal wrote music that in some cases must have been quite challenging
for amateurs with not much knowledge of the instrument. In Figure  we can see one of the brief pieces
included in this periodical. It is a minuet in ABA form, in C major moving into C minor, a key especially
difficult for guitar amateurs. This piece requires not only some dexterity playing violinistic scales, but also
a prolonged use of a demanding technique known as ‘barré’ (barring), where the performer must – as
Vidal indicates – ‘barrer le .r doigt de la main gauche à la .e touge jusqu’à la fin du mineur’ (hold the
first finger of the left hand on the thirteenth fret until the end of the minor section).

It is not clear how long this periodical lasted, but advertisements for the years ,  and  have
been found. The Almanach Musical for  also has a reference to it, and this may imply that the journal
continued from  until . The Bibliothèque Nationale de France has a complete copy of the volume
for the year , which comprises no less than  pages of songs with guitar accompaniment and solo
music for guitar. Les soirées espagnoles was printed by Boüin in Paris and distributed in Versailles and
Bordeaux (as the title-page indicates), but it may also have had a wider dissemination. With this publication
Vidal was joining the list of composers producing periodicals for guitar in those years. In fact, in  at least
six periodicals for guitar coexisted in Paris, which indicates the presence of an active guitar scene within the
city.

 ‘Septième Recueil de pièces & d’airs nouveaux, avec accompagnement de guittare & d’un violon, que l’on peut sup-
primer si l’on veut; composé par M. VIDAL l’aîné, Maître de guittare. La réputation de l’auteur fait l’éloge de cet ouvr-
age’, Mercure de France (December ), –.

 On Daniel Cornabé see Jean-Philippe Priotti and Guy Saupin, Le commerce atlantique franco-espagnol (Rennes:
Presses Universitaires de Rennes, ).

 Another musician with the name ‘Vidal’ is mentioned as ‘Haute contre du concert & de la metropole d’Avignon’ (high
tenor of the concert and cathedral of Avignon) in the Lyon area (Affiches de Lyon , No. , ). I am indebted to
Erik Stenstadvold for this information.

 Gazette de France ( July ), .
 Tablettes de Renommée des Musiciens provides a list with almost every minor guitarist or composer for this instrument

in those years, but only one Vidal appears.
 The number ‘’ is most probably a misprint for the number ‘’, a left-hand position on the neck of the instrument

where that passage can be performed properly.
 Almanach Musical (), .
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In March , only a couple of months after Les Soirées Espagnoles had been launched, Vidal’s Nouvelle
méthode de guitarre, Op. , dedicated to Mademoiselle Genty, was advertised. This method was sold, as the
advertisement states, in Paris, Versailles, Lille, Brussels and Bordeaux. The appearance of other guitar tutors
also shows the great interest in the guitar in those years. In January  new methods by both Merchi and
Corbelin appeared, and in the ensuing years composers such as Baillon, Boutard and Guichard followed suit.
The productions of recueils for guitar also increased, especially in the years ,  and . In this last
year alone at least thirteen recueilswere advertised in the Parisian press from composers like Corbelin, Tissier,
Mademoiselle Cherbourg and Dutilly as well as Vidal. Three recueils were by him, his sixth, seventh and
eighth, all of them with Boüin.

As if all this were not enough, in  Vidal played at the Concert Spirituel, as noted by Les Spectacles de
Paris in . With no further information, Vidal is mentioned among ‘the virtuosos that have shone’ (‘les
virtuoses qui ont brillé’) in a list that includes musicians such as Jarnowick, Lefebvre, Loifel, Bezozzi, Lebrun
and others.Vidal is known to be the only guitarist to have played in this prestigious series of public concerts
since its foundation by Anne Danican Philidor in .

In  the Almanach Musical listed a publication of the previous year with the title Recueil d’airs avec
accompagnement de guitare et clavecin, Op. . What is interesting about this work – besides the fact that

Figure  Vidal, ‘Minuet de Fischer’ and ‘Mineur’, from Les Soirées Espagnoles (Paris: Boüin, ), . An amateur would
be required to have a significant level of dexterity to play these passages in semiquavers. Bibliothèque Nationale de France,
Y-. Used by permission

 Journal de Politique et de Littérature ( March ), supplement, . Mademoiselle Genty had composed some
music for guitar almost a decade before Vidal arrived in Paris.

 Les Spectacles de Paris ou Calendrier Historique et Chronologique des Théâtres (), –.
 The Merchi brothers had also played there on  May , but using another plucked instrument, the colascione

(Libbert, ‘Merchi’).
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it also includes pieces for clavecin (either solo or accompanying the voice) – is that the title states that the
collection is available in Nantes at the home of the author (chez l’auteur) as well as from the publisher
Bignon in Paris. As has been shown, Vidal had an important workload in Paris those years, and this
makes difficult to imagine that he would have moved to a city as far away as Nantes. Moreover, in
Almanach Musical ,  and  Vidal is referred as maître de Guitare at the same address in
Paris, at the rue du Petit-Carreau, implying that he maintained a permanent residence in the capital. So
if he did in fact move to Nantes, it would probably have been for a very brief period only, without leaving
his residence in Paris.

Vidal changed his Paris address some time between  and . In February  he was advertised as
maître de guittare at rue Neuve S. Eustache hôtel d’Anjou, an address he still had in . Besides this
change of address, little is known of him between  and . By examining the different catalogues
of the publishers with whom he worked, however, we can infer that he was busy writing music. A Boüin cat-
alogue of  shows five more recueils than that of , while the subsequent catalogue of c–
shows a significant number of new compositions: ten sonatas for solo guitar, ten duos for violin and guitar,
two potpourris for guitar and violin and six new recueils. This implies that Vidal, with all his professional
commitments, remained in Paris during those years teaching, composing and playing in different venues.

‘UN DES PLUS CÉLÈBRES MAÎTRES DE GUITARE DE L ’EUROPE ’

By , the Tablettes de Renommée des Musiciens, a publication listing musicians active in Paris, was refer-
ring to Vidal in these terms:

VIDAL, un des plus célèbres et les plus habiles maîtres de guitare de l’Europe, a fait une Méthode
pour cet instrument, & plusieurs des Œuvres de Duo, Sonates, & Recueils d’Airs, avec des
Variations d’un genre Savant & digne de l’exécution des plus grands Maîtres.

Vidal, one of the most famous and most skilful guitar masters in Europe, has composed a method
for this instrument, and several duos, sonatas and collections of airs, with variations in a learned
style worthy to be performed by the greatest masters.

In the Tablettes a selected number of names – apparently considered the most important musicians – were
emphasized through the use of capital letters. Of the twenty-eight guitarists listed, only four are highlighted in
this way: Baillon, l’abbé Guichard, Merchi and Vidal. An analysis of these four entries shows that among
them Vidal receives the most attention and recognition. Baillon’s entry focuses on his achievements as pub-
lisher of music for guitar, Merchi’s on his compositions (especially his methods for guitar) and Guichard’s
upon his being ‘renommé pour le goût de chant et de guitare’ (renowned for his taste in singing and the gui-
tar). As the quotation above shows, the writer gives credit to Vidal for being one of the most skilful guitarists
in Europe, and praises his compositions in a ‘learned style worthy to be performed by the greatest masters’,
which were probably the highest compliments that could be paid to a guitarist.

Although Vidal continued working with Boüin during these years, a new direction in his business practice can be
seen in . In January that year he started a new periodical with the publishers Jean Gabriel Koliker and
Mademoiselle Le Beau. Entitled Recueil périodique d’ariettes and dedicated to Madame la Presidente de Meslay,

 Almanach Musical (), , (), , (), .
 Annonces, affiches et avis divers ( February ), .
 Almanach Musical (), .
 Devriès and Lesure, Dictionnaire des éditeurs, catalogues Nos –.
 Tablettes de Renommée des Musiciens, no page number.
 Madame la Presidente de Meslay was Laurence-Marie Magon de la Balue, wife of Jérôme-Pélagie Masson de Meslay

(–). DeMeslay gathered a large collection of music and he (or his wife) may have had Vidal as music teacher.
I am indebted to Kenneth Sparr for providing me with this information.
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this periodical was issued in monthly instalments with approximately fifteen pages of music, half of which
was solo music. The fourth instalment, supposedly for the month of April, shows the author at a new
address, rue Feydeau Hotel Daufin no.  (see Figure ). Nonetheless, Vidal seems to have stayed there
only a fewmonths, since in September we find him at yet another address, rue de Richelieu, but with no num-
ber given. In this central street Vidal set up his own publishing business, which from January  was
given the signboard name Soirées Espagnoles. One of the very first works he issued as a publisher was a
Duo concertant pour clavecin ou forte-piano et violoncelle by Le Chevalier Léaumont.

By the end of  Vidal appears to have decided to stop working on the Recueil Périodique with Koliker
and Le Beau in order to launch his own Journal de Guitare, which was announced in these terms:

Le premier cahier de journal de Mr Vidal pour  paroîtra au commencement de janvier. Ce
journal sera composé de  cahiers pour l’année. Les ariettes, outre l’accompagnement de guittare,
auront un accompag.t de violon ad libitum séparé du journal. Le prix de l’abonnement est de tt

franc de port. On souscrit chez l’auteur, aux Soirées Espagnoles Magasin de Musique, Rue de
Richelieu, entre la rue ménar et la rue neuve S.t marc, N°. . A Paris.

The first number of Mr Vidal’s journal for the year  will appear in early January. It will be
composed of twelve parts per year. The ariettes, in addition to the guitar accompaniment, will
have an ad libitum violin accompaniment separate from the journal. The subscription price is
tt [livres tournois] with postage paid. One can take out a subscription with the author at the
music shop Les Soirées Espagnoles, rue de Richelieu, between rue Ménar and rue neuve
St. Marc, N°. . In Paris.

On  September  Vidal received a privilege to publish this journal for ten years. It is not quite clear
exactly how long it lasted, but after March or April  it was discontinued for more than a year and then
resumed some time afterwards, as we shall see.

In  or Vidal published his second method, entitled Nouveaux Principes de Guittare, dedicated to
Mme Rocque de Fournier (see Figure ), a simple method of twenty-one pages written for a five-course guitar
with the fourth and fifth being an octave pair, where he explains in a ‘more lucid way’ the precepts of the
instrument pour les commençants. Vidal could have made a more complicated method, especially after see-
ing the complex Traité des agréments de la musique Op.  that Merchi had devoted to the guitar ten years
before, but somehow Vidal wanted simplicity and something ‘low-priced’. While Merchi’s treatise
(thirty-eight pages) cost nine livres, Baillon’s Nouvelle Méthode (sixty-three pages) published in  cost
twelve livres. Vidal’s method had the exact same price as Francesco Alberti’s Nouvelle Méthode (thirty

 I ammost thankful to Kathryn Adamson for her valuable help with the items by Vidal in the Spencer Collection at the
Royal Academy of Music in London.

 Gazette de France ( September ).
 Journal de la Librairie ( September ). Robert Léaumont (who was born in Saint-Domingue, Haiti, in  and

died in Charleston, South Carolina, in ) was a French pianist, composer and teacher. He fought in the American
RevolutionaryWar and was wounded at the battle of Yorktown in , after which hewas namedChevalier de l’Ordre
Royal et Militaire de Saint-Louis (Chevalier of the Royal andMilitary Order of Saint Louis). He continued his career as
a musician in the United States from c to his death (Nicholas Michael Butler, ‘Leaumont, Robert’, Grove Music
Online www.oxfordmusiconline.com ( October )). Pieces by him were published in France from  to ,
so he most probably was there during that time. Devriès-Lesure, L’édition musicale, .

 Advertisement appearing in the Recueil périodique d’ariettes  (December ), .
 In fact, he had applied for the privilege on  June, six months after the journal was initiated. SeeMichel Brenet (pseu-

donym of Marie Bobillier), ‘La Librairie musicale en France de  à , d’après les registres de privilèges’,
Sammelbände der Internationalen Musikgesellschaft / (), .

 Vidal, Nouveaux principes de guittare (Paris: author, –), i.
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pages) published in  – seven livres and four sous – somethingmore affordable for the mass of amateurs
wanting to learn this instrument and not willing to spend too much on it. Another relevant guitar method at
that time, the Nouvelle méthode pour la guitarre, Op. , by Barthélemy Trille Labarre (c), cost twelve
livres for its eighty-two pages – almost four times the number of Vidal’s second method (twenty-one).
This shows that Vidal had by far the most expensive ratio per page among the guitarists at that time.
Actually, printed music seems to have been an extremely high-priced distraction only reserved for aristocrats
if we compare it with the value of other goods at that time.

From around  a new trend in the production of guitar music can be observed. The published material
shows that amateurs gradually became more interested in instrumental music, while the productions of the
recueils began to decline. The periodical publications seemed to control the market for airs with accompani-
ment, and by  the production of single recueils had fallen dramatically. An overview of the periodicals
for guitar in these years looks like a chess board where someone quits his position and suddenly another
one comes into play. In January , when Vidal started his Journal de Guitare, Corbelin also began his

Figure  Title-page from Recueil périodique d’ariettes avec accompagnement de GuitareNo.  (Paris: Koliker, April ),
which shows the new address of the author and signature at the foot of the page. Musikmuseet arkiv, Stockholm. Used by
permission

 Very little is known about this guitarist. His activity seems to have been restricted to Paris between  and ,
judging from the advertisements for his works that appeared in the city. He was in charge of the Journal de
Guitare published by Camand in . On Camand see Devriès and Lesure, Dictionnaire des éditeurs, –.

 Taking into account that the price of a large loaf of bread (of . kilogrammes, or four pounds) cost nine sous in August
, rising to . in February , and that at that time bread took around fifty per cent of the wage-earner’s expen-
diture (up to eighty-eight per cent in the worst times of the economic crisis), only wealthy persons could afford to buy
printed music in this period. In  the effective daily earnings of a builder’s labourer were eighteen sous, almost a
livre (one livre was twenty sous) (George E. Rudé, ‘Prices, Wages and Popular Movements in Paris during the French
Revolution’, The Economic History Review / (), –). Such a labourer would have had to have worked eight
days exclusively to pay for the cost of Vidal’s method.
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Collection de la musique de Grétry that included accompaniments for guitar as well as for the harpsichord or
fortepiano and the harp. If we add to the equation La muse lyrique that was still being published by Mme
Baillon, with Porro as arranger, it can be seen that three important periodicals were being published concur-
rently early that year. But in  Porro separated from Mme Baillon, which prompted her to hire the
thirty-year-old Trille Labarre to continue La muse lyrique. Subsequently, in , Porro created his own
Journal de Guitare, which would last almost twenty years. Besides all this activity, another publisher interested
in the guitar, Pierre Le Duc, entrusted Trille Labarre around August  with a yet another periodical for the
instrument, Journal d’airs italiens et français, which was apparently to be published daily. Whatever the case
may be, three guitarists in – were occupied in the periodical business: Vidal, Porro and Trille Labarre.

As already mentioned, Vidal initiated a career as a publisher in September  by establishing himself at
rue Richelieu . This activity seems, however, to have lasted only until early , but would be revived

Figure  Title-page from Nouveaux Principes de Guittare (Paris: author, c). Royal Academy of Music, London,
Robert Spencer Collection, .. Used by permission

 The first notice of this journal I have found lists cahiers , ,  and  (Mercure de France ( September )). An
advertisement in Journal de Paris on  December  announces ‘Nouvelles étrennes de guitarre dédiées aux ama-
teurs, suivies d’un journal pour le même instrument par P. PORRO. Chez l’auteur, rue Michelle Comte’, which may
indicate that this journal started in early .

 It seems that this journal was published from late  until mid- (Kenneth Sparr, ‘Barthélemy Trille Labarre:
Professeur de Guitare et Compositeur, Élève d’Haydn’, Soundboard Scholar  (), ). According to the publisher,
a ‘sheet of paper’ (‘feuille’) was released ‘every morning’ (‘tout [recte tous] les matins’). However, only  issues have
been found to have existed, which indicates that this periodical – with an average of six pages per issue – was most
probably published two or three times a week.

 Devriès-Lesure, L’éditionmusicale, , makes a mistake attributing the address rue Saint-Martin to Vidal in . She
refers to theMercure de France ( January ), but the original advertisement does not refer to Vidal, but to a cer-
tain M. Vincent.
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again some years later, in about . Vidal moving to rue Richelieumay not have been a sheer coincidence.

In fact, it was a perfect location to start a business related to music. In  the Comédie Italienne had moved
to the new building designed by Jean-François Heurtier called the Théâtre Favart. Vidal situated his shop less
than a hundred metres away from this building in a very central street that connected the Comédie Italienne
with the Royal Palace, which gives an idea of the kind of environment in which the guitar was present. This
was an ideal place to sell music to music-lovers, perhaps with a bright and colourful shop window to capture
the attention of passers-by on their way to the theatre.

In these three and a half years of publishing activity from  on, Vidal worked either alone or in asso-
ciation with other publishers, mainly the Savigny brothers. Advertisements for just three pieces are found in
which Vidal is associated with other publishers such as Thomassin, Bailleux and Le Duc. Vidal published at
least twenty-two works by other contemporary musicians, mainly minor composers such as Abraham,
Chapelle, Davaux, Ennery, Léaumont and others, although there is also one work by Clementi and another
by Cherubini. In the field of the guitar there is an interesting work by a certain Spaniard, Antonio Ximénez
(–), ‘premier violon de la Collégiale d’Alicante’. His Trois trios pour guitarre, violon et basse, Op. ,
are good examples of quality music for guitar written at that time.

‘AT SWALLOW-STREET ST. JAMES ’S , LONDON ’

On October  the Annonces, affiches et avis divers announced that ‘Mr Koliker, luthier . . . has acquired
works of Mr Vidal, teacher of guitar. He has just published the seventh opus of duos for guitar and violin that
Mr Vidal composed during his last trip to London’ (‘M. Koliker, luthier . . . a fait acquisition des œuvres de
M. VIDAL, Maître de guittarre. ll vient de faire paroître le ème œuvre de Duos pour guittare et violon que
M. Vidal a composé dans son dernier voyage à Londres’). The fact that Vidal had been in London for some
time was confirmed three days later in the Journal Général de France:

M. Vidal, auteur d’un journal de guitarre fort estimé, qu’il a donné pendant plusieurs années avec le
plus grand succès, a été forcé de l’interrompre depuis quinze mois pour un voyage à Londres, où il
étoit désiré. Revenu depuis quelques mois à Paris, il reprend ce travail agréable.

Mr Vidal, author of a highly esteemed guitar journal, which he issued for several years with the
greatest success, has been forced to interrupt it for the last fifteen months because of a trip to
London, where his presence was required. Having returned to Paris a fewmonths ago, he continues
this pleasant work again.

It is not clear why Vidal went to London, but these were turbulent days in Paris, and there is fortunately
some information to be extracted from these two references about his English sojourn. First, if we trust the
second announcement (most probably written by Koliker himself), the Journal de Guitare had been inter-
rupted in mid-, and secondly, it is possible that Vidal had been to London previously, since the first
announcement uses the words ‘his last trip to London’. If we count the fifteen months mentioned by the sec-
ond report, Vidal may have left in July , but the lack of reported activity in the final months before that

 In his press announcements Vidal utilized several ways to address the same place: ‘Rue de Richelieu, entre la rue ménar
et la rue neuve St. marc, N° ’, ‘près du Théâtre italien’ or simply ‘vis-à-vis la rue Feydeau’. Nowadays, Vidal’s ‘Soirées
Espagnoles’ would be located at approximately the current number b of this street.

 Three works in , three in , nine in , six in  and one in .
 Vidal also published one other work by Ximénez, although not for guitar: Trois sonates pour le violon avec accom-

pagnement de basse, Op.  (Paris: Vidal, ).
 Annonces, affiches et avis divers ( October ), –.
 Journal Général de France ( October ), .
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may indicate a slightly earlier date, around May. The fact that Vidal was not at the same address after his
return to Paris may indicate that he closed his business and set off for London with no plans for a speedy
return.

There may have been several causes that prompted him to leave, a worsened economic situation probably
being a vital one. The departure of nobles after the fall of the Bastille in  would have made him lose part
of his earnings, since aristocrats constituted much of his clientele. Vidal had, for example, dedicated works to
la comtesse de Pont de Rennepont (), la marquise de Beuvron (), le comte de Monet () and le
comte Xavier de Schœnberg (), among others, and he surely also performed for such an elite audience.
Around three quarters of the , Frenchmen registered in the official lists of émigrés were aristocrats or
closely related to this social class; that is to say, the most important patrons of and benefactors for musicians
and artists in general left the country in the aftermath of the Revolution.

The music-publishing business was seriously affected by these events. An analysis of the general press
advertisements for new musical publications from  to , as listed in Anik Devriès-Lesure’s
L’édition musicale, reveals a dramatic decrease in advertisements in the years after the Revolution. Apart
from an exceptional peak of nearly eight hundred in , the period – was relatively stable,
with an average of some  advertisements per year. However, this number dropped to about  per
year in the ten-year period beginning with , with the lowest figure, only some , in . This
decay surely reflects the troubled situation in France at the time. Howard G. Gordon describes France in
 as being ‘a country in tatters’, with ‘alarming grain shortages and a collapsing currency’, where
‘crime and suicide soared along with prices’ and an ‘intensive warfare that had already lasted three years’
imposed huge burdens on state and society.

Under such circumstances, London seemed the proper place for a musician to wait for the storm to pass, a
place with a growing French community and an important cultural life. Many French citizens who left the
country were professional people producing fine or even luxury goods and services, such as the makers of
watches, fashion accessories and music. The painter Elizabeth Vigée, the fashion designer Rose Bertin and
the piano maker Sébastien Érard are examples of emigrants who made a fortune among the émigré elite
in London at that time. Other artists aimed for other countries. Such is the case with the aforementioned
guitarist Trille Labarre, who in about  emigrated to North America, never to set foot again on French
soil.

Vidal’s activity in London remainsmostly obscure. Traces of him have not been found in the newspapers of
the capital. However, he had some connection with a certain Mrs de St. Albain, to whom he dedicated a
Collection of Easy Pieces for the Guitar. This publication is the only known work by Vidal issued in
Britain and seems to be one of the very first works for the Spanish guitar ever published there, in late

 The Six Duos pour deux violons, dédiés à M. Le Comte de Charost by Vernier père were advertised in February to be
sold both by Le Duc and Vidal (Annonces, affiches et avis divers ( February ), ). However, in May the same
publication was advertised as being sold only by Le Duc (Journal de Paris ou Poste de Paris (May ), supplement
, iv), which may indicate that Vidal had already left. This is also supported by the fact that the Six Duos were Vidal’s
last known publication before his departure.

 Kirsty Carpenter, ‘Emigration in Politics and Imaginations’, in The Oxford Handbook of the French Revolution, ed.
David Andress (Oxford: Oxford University Press, ), .

 It should be emphasized that these figures concern advertisements, not publications. Many of the publications are
listed in the book with more than one advertisement; on average there seem to be roughly two advertisements per
publication. The actual number of publications can therefore be more or less halved. In reality the numbers were prob-
ably higher owing to the existence of unadvertised or unlisted publications; musical periodicals ( journals) are, for
example, generally not included in the book. The proportion of publications before or after  would, nevertheless,
probably remain much the same.

 Howard G. Gordon, ‘The Politics of Public Order, –’, in The Oxford Handbook of the French Revolution, .
 Kirsty Carpenter, Refugees of the French Revolution. Émigrés in London – (New York: Palgrave, ), .
 Sparr, Barthélemy Trille Labarre, .
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 or early . The title-page states that it was ‘to be had at the author’s At Swallow-Street St. James’s N°
’ (see Figure ), a central road between Piccadilly and Oxford Street.

Mrs de St. Albain was the name given in England to Mme St. Aubin néeMarie-Françoise Henriette Laché,
a Frenchwoman with some skill on the guitar who lived in London permanently after . After being the
mistress of Charles-Pierre Maximilien Radix de Sainte-Foy, with whom she had travelled several times to
London, she became the lover of theMarquis George James Cholmondeley and gave birth to their illegitimate
daughter in August . It is quite possible that Mme St. Aubin, interested in the guitar, had had some
contact with Vidal before she left for London in  and that she introduced him to the high society during
his stay in the English capital. His connections with the London beaumonde are revealed by the dedication in
early  of  Sonates pour la guitarre & violon obligé to the Baron of Coleraine, a work published by Koliker
after Vidal’s return to Paris. George Hanger, Fourth Baron of Coleraine, was an Englishman who served
throughout the American Revolutionary War. After returning to England he became companion to the
Prince of Wales and appointed his equerry in . This dedication places Vidal close to the future King
George IV, since the guitarist was in London during the years when Hanger and the prince were intimates.

The return of Vidal to Paris in  may have been motivated by the rumours of a new constitution in
France, which finally materialized on  September that year, and the promise of an amnesty (finally declared
on  September  by the Constitutional Assembly) to the emigrants who had abandoned their country in
the two previous years. The fact that the ‘Spanish’ guitar was not yet à la mode in England, and thus that no
market for it existed at that time, may also have induced Vidal to return to the French capital where he was so
well considered and had enjoyed so much success. Vidal certainly returned to Paris at the right time. A decree
ordering the emigrants to return before  January  – failing which they would be declared rebels,
deprived of their rights and even sentenced to death – was proclaimed on  November . It may be no
coincidence that the only two references to his return in the newspapers, on  and  October, are very
close to these dates. Although the decree was vetoed by the king two days later and did not take effect,
‘the unbending severity of the universal condemnation sent shock waves through the émigré community’.

It is as if Koliker wanted everybody to know that Vidal was a virtuous patriot by having already returned. But
when exactly was he back in Paris? The aforementioned report in the Journal Général de France on 

October  says that this happened ‘a few months ago’. The best guess is that he returned some time
soon after  July, when a triple tax was proclaimed to be imposed on émigrés ‘if they had not returned within
a month’.

CONCERTO POUR LA GUITARRE

After returning from England in , Vidal began to publish his music with Jean-Gabriel Koliker. He had
already worked with him in  with the Recueil Périodique, but now this publisher was also in charge of
continuing Vidal’s Journal de Guitare, as mentioned above. Vidal also changed his modus operandi after his
return. He now worked again with different publishers, such as Koliker, Durieu, Boyer and Boüin in –

. As we have seen, Koliker had started to publish Vidal’s Journal de Guitare again, issuing ‘two numbers
per week’, which indicates a resumption of intense activity by the composer. Before  he had always

 The title-page also states that the publication can be acquired in Paris, but no address is provided, which supports the
theory that he indeed closed his business in the French capital.

 I am thankful to Christopher Page for providing me with all the information regarding Mrs St. Aubin.
 This could be the piece Koliker claims to have been ‘composed during his last trip to London’. The name of the Baron is

spelled ‘Colleraine’ in Annonces, affiches et avis divers ( February ), .
 In  Hanger wrote his memoirs in a book of two volumes with the presumptuous title The Life, adventures and

opinions of Col. George Hanger (London: J. Debrett, ).
 Carpenter, Emigration in Politics, .
 Carpenter, Refugees of the French Revolution, .
 Journal Général de France ( October ), .
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given the address where he had his business and where he had been teaching, but after his return in ,
there is no trace of his address before . None of the few advertisements for his music contains such infor-
mation, which suggests that he did not continuewith his business in rue Richelieu. However, the music scores
of this period do style him maître de guitare, which suggests that he was active giving guitar lessons.

In this new start Vidal made some connections with the bourgeoisie. In early  there appeared Vidal’s
Six Duos concertants pour guitarre et violon in honour of a certain M. Collot, most probably Jean Marie
Collot d’Herbois (–), deputy for Paris in the Convention Nationale and briefly president of this
institution, a man with an artistic background as an actor and theatre director. Since he was responsible
for the execution of more than two thousand people in Lyon, where he was sent to stifle the revolt of
October  (after having joined the Comité de salut public the previous month), he was a man to be friends
with in the worst times of la Terreur. Vidal also dedicated a work to Don Alfonso de Aguirre (Alfonso de
Aguirre y Yoldi), a Spanish diplomat who spent three years in Paris before returning to Spain in early .

Vidal’s Concerto pour la guitarre, advertised on  February , was probably the last work Boüin pub-
lished before closing his business. In fact, printing the first known guitar concerto, composed by a friend
with whom he had worked for almost twenty-five years, could be seen as a poignant way in which to finish his

Figure  Title-page from Collection of Easy Pieces for the Guitar (London: author, c–). Possibly the first music
printed for the Spanish guitar in England. Národní Muzeum, Prague, XLII-A-. Used by permission

 Annonces, affiches et avis divers ( February ), . This piece may have had some success, since it was published
again later by Imbault some time between  and , as the address suggests (Devriès and Lesure,Dictionnaire des
éditeurs, ).

 On the life of Collot d’Herbois see Michel Biard, Collot d’Herbois: légendes noires et Révolution (Lyon: Presses
Universitaires de Lyon, ).

 Beatriz Badorrey Martín, ‘Aguirre y Yoldi, Alfonso’, in Real Academia de la Historia http://dbe.rah.es ( August
).

 Devriès and Lesure, Dictionnaire des éditeurs, –.
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career as a publisher. It is not clear whether this work was written for a five-string or a five-course guitar. As
we shall see, Vidal himself would specify a five-string instrument in , although he may have still been
using double strings in . This work was a relatively modest composition for a soloist accompanied by
only two violins, a viola and a cello, a formula that worked perfectly as a chamber-music quintet and as a
concerto, depending on the number of performers doubling the string parts. It was composed in two
fast movements, Allegretto and Rondo Allegretto, a structure that apparently derives from the ‘Italian’ two-
movement plan that was relatively common in Paris at that time.

This work was briefly analysed by Stanley Yates in  in the Foreword to the only existing modern edi-
tion for the guitar (published with a piano reduction). The first movement, written in D major, follows a
sonata form with three thematic units (D major, A major and D minor) later developed by the soloist. The
alternation of major and minor sections is somewhat characteristic of Vidal’s language throughout the con-
certo. In the words of Yates, ‘it is tempting to connect this feature with Vidal’s Spanish background and the
Iberian sonata style, where the juxtaposition of major and minor modality is a decided feature’. Figure 
shows the first page of the guitar part of this movement, and this demonstrates some of the techniques
that Vidal employs all over the concerto: running scales typical of violinistic writing, fast ascending arpeggios
in triplets and tremolo passages. The second movement, also in D major, was in fact a rearrangement of a
movement from the duo No.  of Vidal’s Six Duo Concertants, Op. , for guitar and violin (published
c by Boüin). It follows a rondo structure with the tutti always playing the refrain after the soloist in
identical form throughout themovement. The scales and arpeggios in such a rapid tempo are also demanding
in this movement, and the demisemiquavers are of considerable difficulty. Even the briefest of consideration
of the technical skills required for the interpretation of this work demonstrates clearly that this concerto was
not in any way aimed to be performed by amateurs, but by highly skilled guitarists.

Why did a concerto for the guitar appear in early ? The composition of this work coincided with some
important changes in the French music-education system. In early  the École royale de chant et de
déclamation had been founded with the aim of training singers in the service of the king. Even though
the guitar was an instrument frequently used to accompany the voice, no guitarist is known to have entered
this institution during its existence. In the beginning, the teaching staff comprised professors of clavecin,
basse and violin as well as voice, and in  wind instruments were requested, but the guitar was
never even considered as a possible part of such an institution. As might be expected, this situation did
not change with the opening in July  of a military school of music by Bernard Sarrette.

With such transformations taking place, Vidal may have wished to draw attention to the guitar as a serious
musical instrument, not just a simple plaything for amateurs to accompany popular songs. As we shall see, he

 Miguel Ángel Marín, ‘Repertorios orquestales: obertura, sinfonía y concierto’, in Historia de la música en España e
Hispanoamérica, volume : La música en el siglo XVIII, ed. José Máximo Leza (Madrid: Fondo de cultura
económica, ), .

 On the evolution of sonata form throughout this period seeWilliam S. Newman, The Sonata in the Classic Era (Chapel
Hill: University of North Carolina Press, ). In the early guitar-concerto repertory, in addition to Vidal, we can
mention Antoine de Lhoyer’s Op.  () and Ferdinando Carulli’s Op. a () as examples of the two-movement
genre. I am indebted to Stanley Yates for his valuable comments on this matter.

 Yates, B. Vidal: Concerto for Guitar, .
 Yates, B. Vidal: Concerto for Guitar, .
 Yates, B. Vidal: Concerto for Guitar, . Biographical comments by Stenstadvold. The author specifies ‘c’.
 The École royale de chant et de déclamation opened its doors on April with François-Joseph Gossec as director

and included on its staff professors of singing, solfeggio, harpsichord, composition, violoncello, violin, declamation,
French language and theatre, dance and fencing. Constant Pierre, Le Conservatoire national de musique et de
déclamation. Documents historiques et administratifs (Paris: Imprimerie National, ), .

 According to a memoir by the professors of the École royale de chant et de déclamation for the period –, the
school was asked to include teachers of oboe, flute, clarinet, horn and bassoon as part of a thorough reorganization of
the institution. Pierre, Le Conservatoire national, .
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would try to defend the instrument explicitly in  from various critics, just as another prominent guitarist,
François Doisy (–), would do in the early nineteenth century.Whatever his hopes may have been,
the guitar was not admitted either to the École royale de chant et de déclamation or to the Conservatoire

Figure  Extract (‘Concerto de guittare’) from Concerto pour la guitarre avec accompagnement de deux violons, alto et
basse (Paris: Boüin, ), . Conservatoire Royal de Liège, . Used by permission

 Doisy declares himself ‘protecteur et ami sincère de la guitare’ (protector and true friend of the guitar), in
Correspondance des amateur Musiciens ( April ), .
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National de Musique that opened its doors in , only two years after the publication of Vidal’s concerto.
It is not known what sort of impact this work had. However, its sale was advertised until as late as  in the
catalogues of one of the most important publishers of the time, Jean-Jérôme Imbault. Vidal’s concerto
remained unique for a time: it was not until the beginning of the nineteenth century, that other French gui-
tarists such as Doisy, Lhoyer and Porro began to write concertos for this instrument.

RUE FEYDEAU NO. 

In May  a work by Vidal, published by himself, was advertised with a new address at No.  rue
Feydeau. This address is quite puzzling because this street has never had more than thirty-four numbers.

To complicate this strange situation further, one month earlier the publisher Thomas Cochet had advertised
another composition by Vidal with the address Passage du Théâtre Feydeau No. . And as if this were not
enough, one page of a method by Vidal published in  gives the address rue Feydeau No. . The pre-
mises numbered  in this street were probably /, the third shop unit of number , almost in front of
the Théâtre Feydeau at the opposite side of the street; but what about the address rue Feydeau No.  that
appears on only one page of Vidal’sNouvelle méthode de guitare? There are two options: either it is a mistake,
which seems quite unlikely, or Vidal had had his business at that address some time before May . It
seems that several pages at the end of this method were added because they carry their own price, something
done relatively frequently in order to reuse plates from previously issued scores. It could well be that Vidal
had his establishment six numbers away on the same side of the street before moving to the number . If so,
the best guess is that this would have happened around .

Rue Feydeau was indeed an excellent address for a musician, with its location close to several important
theatres and with other significant music businesses flourishing in the area. Between  and  approx-
imately the famous violoncellist Jean Baptiste Bréval had his business at precisely the same number as Vidal,
rue Feydeau . Passage Feydeau, annexed to the main street, had two relevant publishers, the aforemen-
tioned Cochet and Les Fréres Gaveaux, with whom Vidal published his music later on. He only needed to
cross the street and give his manuscripts to either of these two publishers.

 On the creation of the Conservatoire National de Musique see Constant Pierre, Bernard Sarrette et les origines du
Conservatoire National de Musique et de Déclamation (Paris: Delalain frères, ); Jean Mongrédien, French
Music from the Enlightenment to Romanticism, – (Portland: Amadeus, ); Emmanuel Hondré, ed., Le
conservatoire de musique de Paris: regards sur une institution et son histoire (Paris: Association du bureau des
étudiants du Conservatoire National Supérieur de Musique de Paris, ); and Rémy Campos, Le Conservatoire
de Paris et son histoire: une institution en question (Paris: L’Oeil d’Or, ).

 Devriès and Lesure, Dictionnaire des éditeurs, catalogues Nos , . It is not clear if Imbault published a new edi-
tion of this concerto or if he continued to sell Boüin’s editions, since no copy bearing any sign of Imbault has been
found. There is no record of any performance of it at that time.

 On an overview of early guitar concertos see Yates, Three Early Guitar Concertos, –.
 ‘Recueil de pièces et airs variés, nos  et  de la Suite des Premières leçons, nouvellement composées pour la guitare, par

VIDAL. Prix  liv.  chq, l’auteur, rue Feydeau, no ’, Annonces, affiches et avis divers ( May ), .
 Jean de la Tynna, Dictionnaire Topographique, Historique et Étymologique des Rues de Paris (Paris, ), . Even

today this street has thirty-four numbers.
 Annonces, affiches et avis divers ( April ), .
 Vidal, Nouvelle méthode de guitare dédiée aux amateurs (Paris: author, ), . All the other pages bear the address

‘Feydeau No. ’.
 We can find the same situation with other publishers. In  Cochet had his address at number  of rue

Neuve-Saint-Marc, a street that even today has only thirty-nine numbers. Imbault in  had one of his businesses
in rue Favart No. , a street with only twelve numbers, indicating that it was the number , shop unit . The guitarist
and publisher François Doisy established himself from  in the same street as Vidal, at number .

 See Devriès-Lesure, L’édition musicale, –.
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As suggested above, Vidal probably established himself at rue Feydeau  by c. The fact that Boüin
retired in  may have urged him to reopen a magasin de musique to sell and publish his own music.
Vidal never again called this shop Soirées Espagnoles, as the name had been before leaving for London.
France had declared war on Spain in March , so such a name would probably not have been an
option. However, he was surely in rue Feydeau / in May . With the absence of Boüin, Vidal
began a new strategy, this time with one the most important Paris publishers at that time, Jean-Jérôme
Imbault.

The  catalogue of the music gravée et imprimée by Imbault shows a significant number of works by
Vidal published in a relatively short time, since none of this information appears in Imbault’s previous cat-
alogue of . This concerns Vidal’s six pots-pourri for guitar, his Opp. , , , , ,  and , and
the guitar concerto. Perhaps more surprising is that almost all this music had already been published with
Boüin before. It could well be that Imbault bought the plates or the scores from Boüin and added the
music to his catalogue. It is also possible, but less likely, that he printed the music again with new plates.
Either way, it shows that Imbault took a serious interest in Vidal by selling his best instrumental works (there
seems to be no music for voice with guitar accompaniment). However, two examples of Pot-pourri pour
guittare with violin accompaniment published by Imbault have been found with an address where the pub-
lisher was between August  and February , which proves that Imbault printed some of Vidal’s
music.

In about  Vidal began another project with a new publisher, Jacques François Decombe, who had
opened his business L’Accord Parfait in May . Together they started a new Recueil pour guitarre
composé d’ariettes nouvelles – yet another monthly periodical that perhaps lasted only about a year –

which comprised mostly songs with guitar accompaniment and solo pieces, although several duos for guitar
and violin and two guitars are also included. Some time between  and Vidal resumed publishing his
Journal de Guitare himself. Some issues of this journal with the address rue Feydeau  are found at the
Royal Academy of Music in London. It is clear, however, that this new edition of the Journal appeared
later than , since the title-pages bear the text ‘d’après le décret du  Juillet’. The fact that some
pages have the imprint ème année implies that it ran for at least two years (‘ème année’ does not refer
to the republican calendar, which refers to years in roman numerals).

By  a new wave of guitar enthusiasm had arisen, and again a woman may have had something to do
with it. On  September  Napoléon Bonaparte, already commandant en chef de l’armée d’Italie, married
Joséphine de Beauharnais, a woman with a ‘surprising disposition for music’ (‘une disposition surprenante
pour la musique’) who had also learned to play the guitar in her youth. It would not be surprising if the

 Annonces, affiches et avis divers ( May ), .
 See Cari Johansson, French Music Publishers’ Catalogues of the Second Half of the Eighteenth Century, two volumes

(Stockholm: Kungl. Musikaliska Akademiens Bibliotek, ), catalogues – and appendices –.
 Devriès and Lesure, Dictionnaire des éditeurs do not provide any information about it.
 Imbault published relatively little music for guitar, apart from these works by Vidal.
 Det Kongelige Bibliotek in Copenhagen (DK-Kk) owns a copy of the first pot-pourri. The plate of the title-page of this

piece was modified, adding the address rue Favart No. , where Imbault had another business from  on. Luis
Briso de Montiano has informed me that this pot-pourri and a second one were sold some years ago on http://www.
ebay.com, but no more information about them is known.

 The dating of this periodical is based on the low plate number ‘’ and the fact that Decombe does not advertise himself
as a successor to Salomon, something he would do from  on. It probably started in early  with the new year.
Only five issues are known to be preserved, at the Royal Academy of Music, London (GB-Lam).

 Most probably the decree referred to is that of  July  by the Convention Nationale related to authors’ copyright,
the date  July probably being a mistake. Since Vidal worked with Decombe in c with his Recueil périodique
d’ariettes, Vidal probably continued his Journal after the Recueil périodique came to an end in about .

 ‘Elle a une fort belle peau, de beaux yeux, de beaux bras, une disposition surprenante pour la musique. Je lui ai donné
un maître de guitare pendant le temps qu’elle est restée au couvent: elle en a bien profité; elle a une jolie voix’.
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wife of the most important general in France were able to enhance the guitar’s reputation. Vidal may have
felt some such new fervour for the instrument, for in  he published the already mentioned Nouvelle
méthode de guitare dédiée aux amateurs. This method, for the first time in Vidal’s output expressly for
an instrument with five single strings, was advertised in these terms:

Quoique j’aie déjà présenté au public deux méthodes pour la guitare, l’étude continuelle que je fais
de cet instrument m’a déterminé d’en offrir une troisième et dernière. J’ai voulu rendre cet art aussi
facile qu’il est agréable; les amateurs qui m’ont accordé leur confiance, peuvent regarder cette
méthode comme le résultat de toutes les observations, de toutes les lumières que j’ai acquises dep-
uis quarante ans; ils découvriront que j’ai tellement applani les difficultés, qu’il n’en est plus qu’un
écolier ne puisse vaincre, même sans le secours du maître.

Although I have already presented two methods for the guitar to the public, my continuous study
of this instrument has determined me to offer a third and final one. I wanted to make this art as
easy as it is pleasant; the devotees who have afforded me their trust may regard this method as the
result of all the observations, all the insights I have acquired over the past forty years; they will dis-
cover that I have overcome the difficulties, that there is no longer a student who cannot defeat them,
even without the help of the master.

In his Avis aux amateurs at the beginning of the method, Vidal explains that his main object is to ‘spread the
news and convince the incredulous, proving to them that the guitar is susceptible to all the charms of
harmony’ (‘propager les lumieres et de convaincre les incrédules, en leur prouvant que la Guitare est suscep-
tible de tous les charmes de l’harmonie’). He also calls the attention of the student to the need to buy a
guitar that can be tuned in ‘le ton de l’orchestre’ and always have it tuned like that. Vidal was defending
the instrument from criticism by stating that, if made with good proportions and tuned to the correct pitch,
the guitar is ‘neither limited nor unpleasant’ (‘Et vous conviendrez avec moi qu’elle n’est ni bornée, ni
désagréable’).

‘AU MOIS DE FÉVRIER  ’

Although there is no information on Vidal’s precise date of birth, he refers in the announcement of the
Nouvelle méthode of  to ‘all the insights I have acquired over the past forty years’ (‘de toutes les
lumières que j’ai acquises depuis quarante ans’). If it is supposed that he began to study the guitar between
the ages of ten and fifteen, he may have been born some time in the late s or early s. This would

Joseph-Gaspard de Tascher de La Pagerie (father of Joséphine), quoted in Charles Kunstler, La vie privée de
l’Impératrice Joséphine (Paris: Hachette, ), .

 One of the most important guitarists at the end of the century, François Doisy, dedicated his Principes Généraux de la
Guitare (Paris: author, ) to Madame Bonaparte.

 Vidal, Nouvelle méthode de guitare, dédiée aux amateurs, par Vidal, composée de tous les pincés de la main droite, de
tous les coulés de la main gauche, le doigté, les agréments pour connoître toute l’étendue du manche, des leçons, des
préludes dans tous les tons, de tous les accords majeurs et mineurs, de simples romances avec accompagnement de vingt-
sept variations ou folies d’Espagne, tant pour les commençans, que pour les virtuoses, terminée par une grande sonate
(Paris: author, ). I am very thankful to Christophe Bettoli at the Bibliothèque Clignancourt of the Université
Paris-Sorbonne for kindly providing a copy of this item for my research.

 Le Nouvelliste littéraire des sciences et des arts ( September ), .
 Vidal, Nouvelle méthode, .
 ‘Le manche trop long, empêche de monter l’instrument au ton de l’orchestre, et lui ôte son brillant’ (A very long neck

prevents the instrument from being raised to orchestral pitch and takes away its brilliance). Vidal,Nouvelle méthode, .
 Vidal, Nouvelle méthode, . On critical opinion about the guitar see Stenstadvold, ‘We Hate the Guitar’.
 Le Nouvelliste littéraire des sciences et des arts ( September ), .
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make him between twenty-five and thirty in  when he was first mentioned in the Paris press, a quite
probable age for an adventurous move from Spain.

Gerber states that Vidal died in February ; however, newly identified evidence shows that he lived
longer. One of the last works he wrote was a method for the new and fashionable lyre-guitare with the title
Nouvelle méthode de lyre ou guittarre à six cordes. Dedicated to ‘son élève Monsieur Léon de Baykoff
secrétaire d’Ambassade S. M. J. l’Empereur de toutes les Russies’ (to his student, Mr Leon de Baykoff, secre-
tary of the Embassy of His Majesty the Emperor of All Russians), this is the only known work by Vidal
written for the six-string guitar. Figure  shows the front page of this method. At the top of the image
there is a Polish coat-of-arms for the family or clan Lubicz, an emblem probably related to the dedicatee.

The precise dating of this work is uncertain. Léon de Baykoff was the secretary of Arkady Ivanovich Morkov
(–), an ambassador of the Russian empire in Paris named as such on  July . It is not known
if he had also been the secretary of the previous ambassador, Stepan Alexeevich Kolychev, but if that were not
the case, it would imply that this work would date from after July . In any case, the publication date must
be after the creation of the lyre-guitare in early  and sufficiently long enough after his last method pub-
lished in . The fact that he did not publish the work himself probably indicates that he had stopped his
publishing activity for good. The last advertisement found from Vidal’s magasin de musique appeared in
February , when the Premier Pot-Pourri concertant pour deux violons by Bernardo Lorenziti was adver-
tised from rue Feydeau , which corroborates this theory. The publishers of this new method were the
frères Gaveaux, who had their business in Passage Feydeau Nos  and , just a few metres away from
Vidal’s last known location.

Several songs from the Journal de Guitare par Vidal published by Decombe appeared bearing the address
Quai de l’école No. , a location from where this publisher operated from December  on. It is not
clear when Decombe began to publish this Journal. All items I have consulted bear an address postdating
December , which perhaps indicates that it was being published c, although the scarcity of preserved
issues precludes any firm conclusions. Vidal also appears in a catalogue of the publisher Jeanne Elisabeth
Duhan, who opened her business in April . In a catalogue of  she included the text ‘The majority
of these romances have been arranged by Vidal, Phillis and others’.

 Gerber, Neues Historisch-biographisches Lexicon, . This date has been copied by many other sources, including
Fétis in his Biographie universelle.

 On the origin of this instrument see Matanya Ophee, ‘The Story of the Lyre-Guitar’, Soundboard / (–),
–.

 I am grateful to Luis Briso de Montiano for providing me with a copy of this method from his private collection.
 Salvador Castro de Gistau dedicated his Op.  to Baykoff, a work which can be dated –. He was also the ded-

icatee of François Doisy’s Trois grands duos concertants for two guitars in .
 I am most thankful to François R. Velde for this information.
 Walter Keating Kelly, The History of Russia, From the Earliest Period to the Present Time; Compiled from the Most

Authentic Sources, Including the works of Karamsin, Tooke and Ségur, two volumes, volume  (London: Bohn,
–), .

 Le courrier des spectacles, ou journal des théâtres ( February ).
 Devriès and Lesure, Dictionnaire des éditeurs, .
 Some items of this journal published byDecombe have been found in the Royal AcademyofMusic, London (GB-Lam)

and the StatensMusikbibliothek, Stockholm (S-Skma). OnDecombe see Devriès and Lesure,Dictionnaire des éditeurs,
. The printing style suggests that it was a new publication by Decombe and not a modified republication with the
same plates as used in Vidal’s Journal de Guitare (c). I am indebted toMarina Demina, librarian at TheMusic and
Theatre Library of Sweden (Stockholm) for kindly helping me with my research on Vidal’s music in the Daniel
Fryklund collection.

 ‘La plupart de ces romances et Airs sont arrangées pour la guittare par Vidal. Philis et autres’, Devriès and Lesure,
Dictionnaire des éditeurs, catalogue No. .
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Vidal died early in . His obituary appeared in Le courrier des spectacles on  February, reporting that
‘citizen Vidal, known for his talent in the art of playing the guitar, and no less famous a composer, has just
died. He leaves behind a wife to inherit his modesty and talents’ (‘Le citoyen Vidal, connu par ses talens dans
l’art de jouer de la guitarre, et non moins célebre compositeur, vient de mourir. Il laisse après lui une épouse

Figure  Title-page from Nouvelle méthode de lyre ou guittarre à six cordes (Paris: Frères Gaveaux, c). The poor con-
dition of the title page of the only known copy precludes displaying properly the line with the name and title of the ded-
icatee in this reproduction. It reads ‘Monsieur Léon de Baykoff, Secrétaire d’Ambassade de S.M.J. l’Empereur de toutes les
Russies’. Luis Briso de Montiano Collection. Madrid. Used by permission
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héritiere de sa modestie et ses talens’). Le courrier des spectacles was an eight-page periodical published
daily, which suggests that the real date of Vidal’s death was most probably one or two days before the
announcement, perhaps on Thursday  February. Nothing is known so far about the name of his widow
or whether they had any children.

CONCLUSION: ‘LE CÉLÈBRE ARTISTE ESPAGNOL ’

Joseph Anne Adolphe Ledhuy, who learned the guitar from Vidal, left an interesting testimony about his
master and the way he played in his Essais sur la lyre-guitare from c:

Cela me rappelle qu’à la première leçon que je reçus de M. Vidal, je remarquois que ce grand gui-
tariste avoit les ongles de la main droite d’une longueur étonnante. Est-ce au moyen de ces ongles,
lui dis-je, que vous obtenez ces beaux sons argentins ? ‒ Oui. ‒ En ce cas, je ne couperai plus les
miens. – N’imitez pas mon exemple, reprit-il, car pour peu que vous travailliez l’instrument,
vous vous appercevrez que cela coupe les cordes – Mais si l’on peut obtenir ces sons qu’avec de
pareils ongles ? – Vous les obtiendrez sans cela, tout dépend de l’habitude, et il y a long-temps
que j’aurois voulu me défaire de celle-ci. Cet aveu me parut d’autant plus sincère que, dans la
suite, je vis souvent M. Vidal coucher ses doigts autant qu’il le pouvoit sur les cordes pour
empêcher que ses ongles ne les approchassent, et par là obtenir des sons plus moelleux.
Cependant les opinions paroissent se partager sur ces deux manières d’attaquer les cordes; car on
m’assuré qu’un amateur, après la mort de M. Vidal, avoit demandé d’en conserver la main dans
un bocal.Malgré tout, j’ai suivi le conseils demonmaître; et quoique lamanière d’exécuter qu’il cher-
choit à m’enseigner étoit en cela différente de la sienne, je m’en suis toujours bien trouvé.

This remindsme that in the first lesson I received fromMrVidal, I noticed that this great guitarist had
astonishingly long fingernails on his right hand. ‘Is it by means of these nails’, I said to him, ‘that you
get these beautiful silvery sounds?’ [Vidal] ‘Yes.’ [Ledhuy] ‘In this case, I will no longer cut mine.’
[Vidal] ‘Do not imitate my example’, he continued, ‘because no matter how little you practise the
instrument, you will notice that it [the use of nails] cuts the strings.’ [Ledhuy] ‘But if you only
can get these sounds with such nails!’ [Vidal] ‘You will get these sounds without them, everything
depends on habit, and I have already for a long time wished to get rid of it [the habit of playing
with long nails].’ This confession seemed all the more sincere to me because when in the following
years, I often sawMr Vidal leaning his fingers as much as he could on the strings to prevent his nails
from touching them, and by doing that obtaining a more velvety sound. However, opinions seem to
be divided on the twoways of attacking the strings, since I was assured that a devotee, afterMrVidal’s
death, had been told to keep his hand in a jar. Despite everything, I followed mymaster’s advice; and
even though the way he tried to teach me was different from his, I always found it good.

This discussion about fingernails reflects the two different ways of playing the guitar at that time. While
Italian and French masters seem to have advocated plucking the strings with the flesh of the fingertips,
some references in Spanish guitar tutors from the end of the century promote the use of nails.

 Le courrier des spectacles, ou journal des théâtres ( February ), .
 Joseph Anne Adolphe Ledhuy, Essais sur l’amélioration de la lyre-guitare ou description méthodique de la lyre-organisée

(Paris: Savary et Porro, c), . There has been some misunderstanding as to the identity of this man, as he is often
confused with the author of the Encyclopédie Pittoresque (Paris: Delloye, ). However, the author of that work was his
son, Jean-Baptiste-Adolphe Ledhuy, born in . I am very thankful to Viviane Niaux, librarian of the Centre de
Musique Baroque de Versailles, for providing me with valuable information on this matter.

 For further discussion on this matter see Valois, Les guitaristes français, –.
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Figure  Extract from Sonata No.  in Six Sonates pour la guitarre avec accompagnement de violon dédiées à Monsieur

Launay (Paris: Boyer, –), . This sonata is a good example of the complex music for which Vidal was praised.
Bibliothèque Nationale de France, VMA-. Used by permission
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In an advertisement at the end of  for Vidal’s Six duos concertants pour deux guittares the composer
was hailed as ‘particularly distinguished for his rare talent for difficulty’ (‘M. Vidal s’est particulièrement
distingué par son rare talent pour la difficulté). This may connect with the previously quoted statement
in Tablettes de renommée des musiciens about his ‘variations in a learned style worthy of the execution of
the greatest masters’. Figure  shows one of his ‘difficult’ compositions, obviously requiring a high level of
proficiency, where the author combines different techniques such as the use of rapid scales, parallel thirds
and octaves, and rapid arpeggio patterns.

The word célèbre was associated with Vidal in several records, something that points out that he was truly
one of a kind. Paul Cassaignard, one of his students who went to the United States, advertised himself in
Philadelphia in  as ‘pupil of the celebrated Vidal of Paris’. In a document of  July , pertaining
to an amnesty petition concerning the guitarist Antoine de Lhoyer, Vidal was called ‘the famous Spanish art-
ist’ (‘le célèbre artiste espagnol’), which also clearly indicates his Spanish provenance. In a similar vein,
Antoine Marcel Lemoine, in a guitar method of , referred to ‘the famous Vidal, the foremost teacher
we have on this instrument’ (‘Le célèbre Vidal, le premier proffesseur que nous ayons sur cet instrument’).

All of this shows that Vidal was highly valued among his contemporaries. It is not known howmany guitarists
developed their technique and knowledge of the instrument under his guidance, but there is no doubt that he
had an important influence among all sorts of guitar enthusiasts at that time in Paris.

Although it has not been possible to determine the date and place of birth and other personal information
relating to this remarkable guitarist, what is arguably of more importance for musicologists and performers
today is the study of the source materials that survive from his extensive musical activities. Vidal wrote four
methods for the guitar, kept several important guitar periodicals alive for many years, managed to issue
around thirty-five recueils, created an important amount of repertory for solo guitar, two guitars, guitar
and violin, and guitar and violoncello, and produced the very first guitar concerto ever known to have
been composed and published. Vidal contributed in a decisive way to making this instrument truly fashion-
able in Paris in the last part of the eighteenth century, by being at once a leading guitarist, composer and
teacher, thereby developing le charme de la guitare until his very last days at the dawn of the nineteenth
century.

APPENDIX

A preliminary checklist of compositions by Vidal

This checklist is not a detailed inventory of all the works published by this author but a summary of the most
important ones, without discussion of republications, missing opus numbers and other aspects. The list
shows only those works for which definite evidence of publication survives, through the existence of surviv-
ing copies in libraries or private collections, their listing in previous catalogues or their advertisement in
the press. The checklist gives RISM library sigla for extant sources held in institutions, and mentions known
copies held in some private collections; if no copy of a particular work has yet been located, a comment is
made to that effect.

 Annonces, affiches et avis divers ( November ), .
 General Advertiser, Philadelphia ( April ), .
 Stenstadvold, Guitar Methods, .
 Antoine Marcel Lemoine, Nouvelle Méthode de guitare à l’usage des commençans (Paris: author, ), .
 Fétis, Biographie universelle, volume , , states that Antoine Bailleux published Vidal’s Opp. , , ,  and .

However, there is no evidence of that. The catalogues by Bailleux in Devriès and Lesure, Dictionnaire des éditeurs
and Johansson, French Music Publishers do not list any work by Vidal.
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Library sigla

B-Lc Belgium, Liège, Conservatoire Royal de Musique, Bibliothèque
CZ-Pnm Czech Republic, Prague, Národní Muzeum
DK-Kk Denmark, Copenhagen, Kongelige Bibliotek
F-Pn France, Paris, Bibliothèque Nationale de France
F-Ps France, Paris, Bibliothèque de la Sorbonne
GB-Lam Great Britain, London, Royal Academy of Music
GB-Lbl Great Britain, London, British Library
S-Skma Sweden, Stockholm, Statens Musikbibliothek
S-Sm Sweden, Stockholm, Musikmuseet arkiv

Methods
Nouvelle méthode de guitarre, dédiée à Mlle Genty, Op.  (Paris: Boüin, ), not located
Nouveaux principes de guittare pour connaitre l’étendue de l’instrument, dédiés àMadame Rocque de Fournier

(Paris: author, c), GB-Lam and private collection of Tony Bingham, United Kingdom
Nouvelle méthode de guitare, dédiée aux amateurs (Paris: author, ), F-Ps
Nouvelle méthode de lyre ou guittarre à six cordes, dédiée à Monsieur Léon de Baykoff (Paris: Frères Gaveaux,

c), private collection of Luis Briso de Montiano, Spain

Periodicals
Les soirées espagnoles, ou choix d’ariette d’opéra comique & autres rondeaux, menuets & allemandes avec

accompagnements de guittare (Paris: Boüin, –c), weekly, F-Pn (year ), GB-Lam (beginning
of the year )

Recueil périodique d’ariettes avec accompagnement de guitare mêlées d’airs variés dédié à Madame la
Presidente de Meslay (Paris: Koliker and Beau, ), monthly, S-Sm

Journal de guitarre (Paris: author, –) monthly; (Paris: Koliker, –?), twice weekly; (Paris: author,
c–c), fortnightly; (Paris: Decombe, c), frequency unknown. Several separate items preserved
in GB-Lam, S-Skma, F-Pn and private collection of Kenneth Sparr, Sweden

Recueil pour guitarre composé d’ariettes nouvelles, Airs varies, Préludes, Sonates, Duos concertants pour gui-
tarre & violon ou deux guitares & Overture à la portée des Amateurs (Paris: Decombe, c), monthly,
GB-Lam

Works for two guitars
Quatre Duo pour deux guitarres, Op.  (Paris: Boüin, ), not located
Six Duo [sic] concertans pour  guittares, dédiés à M. Vallain (Paris: Durieu, ), not located

Works for guitar and cello
Six Sonates de guittare avec accompagnement de basse, Op.  (Paris: Boüin, ), not located
Quatre Sonates aisées pour la guitare avec accompagnement de basse, Op.  (Paris: Boüin, ), not located

Works for guitar and violin
Six Duos concertants pour guitarre et violon, Op.  (Paris: Boüin and Castagnery, c), DK-Kk
Pot-pourri Nos – for violin and guitar (Paris: Boüin, c–c), not located. Republished – (Paris:

Imbault, c–c), No.  in DK-Kk
Pot-pourri en trio concertant pour guitarre et deux violons dedié àMonsieur le Compte deMonet No.  (Paris:

author, ), F-Pn
Six Sonates pour la guitarre avec accompagnement de violon IV oeuvre de sonates (Paris: author, ), not

located

dam ián mart ín g i l


https://doi.org/10.1017/S1478570620000470 Published online by Cambridge University Press

https://doi.org/10.1017/S1478570620000470


Ouverture d’Iphigénie en Aulide, du Chevalier Gluck, arrangée pour la guitare & un violon obligé (Paris:
author, ), not located

Six Duos concertans, pour guitarre & violon dédiés à M. Collot VIIe œuvre de Duos (Paris: Koliker, ), not
located. Reedition Imbault, c, F-Pn

Six Sonates pour la guitarre & violon obligé, dédiées à M. le Baron de Colleraine (Paris: Koliker, ), not
located

Quatre Sonates en Pot-pourri, pour guittare, avec accomp. de violon, dédiées à Don Alfonso de Aguirre (Paris:
Boüin, ), not located

Six Sonates pour la guitarre avec accompagnement de violon dédiées à Monsieur Launay de l’Academie de
peinture e livre de sonates (Paris: Boyer, –), F-Pn (only the guitar part)

Collections (recueils) of works (non-periodical)*
Recueil d’ariettes d’opéra-comiquesNos – (Paris: Boüin c–), including Opp. –, No.  in B-Bc;

Nos , , ,  and  in GB-Lam; Nos ,  (Lyon: Castaud, c), No.  in F-Pn
Recueil de Minuets et rondos, Opp. , , ,  (Paris: Boüin, c–c), Op.  in F-Pn
Recueil de petits airs variés pour guitare Nos – (Paris: Cousineau, Boüin, author and Decombe, c–

c), including Opp.  and , F-Pn, GB-Lbl (some missing)
Recueil d’airs avec accompagnement de guitare et clavecin, Op.  (Paris: Bignon, ), F-Pn
Recueil d’airs en pot-pourris pour guitare et deux violons obligés Nos – (Paris: Boüin, ), not located
Recueils d’ariettes pour la guitare Nos ,  (Paris: Cousineau, , ), not located
Collection of Easy Pieces for the Guitar Dedicated Mrs. de St. Albain (London: author, –), CZ-Pnm

Concerto
Concerto pour la guitarre avec accompagnement de deux violons, alto et basse (Paris: Boüin, ), B-Lc

Works not involving guitar
Six Duos dialoguées, pour un violon, & un alto viola (Paris: Boüin, ), not located
Six Romances avec accompt. de forte-piano ou de harpe dédiées à notre ami Gérard par Vidal et Tholet (Paris:

author, ), not located

* Several recueils were catalogued with opus numbers while others were not.
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