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ForRewORD TO THE GCF-SERIES

I wrote my first article on a guitar maker at
19, shortly after having passed — with clueless self-
confidence resulting in modest grades — the German
Abitur. A few years prior, I had visited the workshop
of instrument maker Carlos Gonzalez at the siege
of the Société francaise du Luth in Paris. But I really
got acquainted with a guitar maker only a couple of
years later in what was then my home region, the
“Miinsterland”, in the north-east of Germany.
Driven by curiosity rather than true purpose, I visited
Klaus Doll in his little shop in Burgsteinfurt. Doll
was a kind man, with checkered shirts sitting tight
over a small belly and a full beard barely hiding his
cheeky smile. I did not have the means to order a
hand-made instrument — not even from him, who
worked swiftly and for comparatively little money.
But we stayed in touch.

Some years later, although I had meanwhile mus-
tered up a firm intention to become a guitar maker
myself, I applied for an internship at a regional maga-
zine. It was one of those countless activist papers that
disappeared with the rise of the Internet, typical for
the raffish, yet slightly obnoxious spirit that roamed
about the ranks of German youth in the years around
the Mauerfall.

After one or two small pieces published in the news
section, | offered to write a more substantial one for
the double-page portrait section. And so it came that,
against the will of a few staff members rubbing their
noses at the idea of a craftsman (who looked exactly
the part) made centrefold figure, Klaus Doll was in.
And so was 1.

Klaus died far too young. I have a couple of fond
memories of him and, of course, a copy of the maga-
zine’s issue with his portrait in it and my name at the

end of it. Little did I know back then, that I would
indeed become a guitar maker and continue writing. I
certainly owe Klaus Doll on both counts.

Why tell this now? Because some thirty years later,
I have written articles relating to the guitar and its
makers for Les Cabiers de la Guitare (under a pseudo-
nym), I/ Fronimo and Orfeo, signed a few entries in
the second edition of the Grove Dictionary of Musi-
cal Instruments, created a micro-publishing house
(Les Editions des Robins), published three books of
which I co-signed two as author, issued one music
edition and published a good number of articles,
some of which I also signed. Of course, none of this
would have happened without the trust and help of
the persons I have so far collaborated with, includ-
ing (in chronological order) Stefan Hackl, Pascal
Mougin, Simon Palmer, Lena Kokkaliari, Laurence
Libin, Bruno and Catherine Marlat, Jadran Jeié and
Robert Coldwell.

Having gone through the ordeal of manufacture, trans-
portation and distribution of three stubbornly over-
sized books in a row, I see the benefit of nonmaterial
(and free) publications very clearly. But being obsessed
with form and coherency as I am, I lately became
somewhat uncomfortable with what might appear like
aligning random beads...

I was missing a thread. Also, I am a sucker for strong
titles and play of words. And this is how 7he Guitar
Case-Files is born; a series of occasional articles about
some of the many mysteries to be encountered in the
world of the guitar, its makers and its music.

The idea is to expose and possibly (though not likely)
solve some of said mysteries, to open new doors or to
engage some that have been left open for far too long.
While certain topics benefit greatly from the efforts
that come with researching a good book, others are
best treated in a couple of dozen pages. First and fore-



most, they need to get out there, get things rolling
and inspire further research. I have half a dozen top-
ics in stock that fit the profile.

But then, the whole point of
this series is also to invite other

authors and help them publish

m Portrait of Klaus Doll (photograph:
Oliver Falk) in Stadblatt Miinster
Magazin, no.3, March 1992, p.14.

pieces of research that may be
too specific even for the spe-
cialised press. One of the many
advantages of a non-paper
form is that there are no lim-
itations of space, no barrier of
language (if needed, an article
can be translated into English
or be published in both the
original language and English)
and no major financial issues
to deal with.

In the meanwhile, I hope you
will enjoy the first issue of 7he
Guitar Case-Files, titled “In
Another Antonio’s Shadow”.
While there is a very personal
angle to it, I believe it also
raises a fundamental question:
how does the selective mem-
ory of the collective mind
actually work?

While I would not venture
to propose an answer to this
question, I certainly hope that
this paper on the mysterious
Don Antonio will find your
interest and possibly inspire
even more questions.

Erik Pierre Hofmann

D:
Do

Spezies v
Leidensch
haben.
Als jung
zu Schul
ungewohr

Gefallen:
Schon da
Jahre, wa
Musik, v
gleichen |
ziemlich k
heit. Voral
dafiir ben
unseren B
finden, od
Mifdstand,
ken konr
Teppichm
einem Ta
riickte.
Nach d
Jahren sta
besertiicht
in Belgien
Nach vies
einem ku:
chum lan
Muinster. |
Berufswur
er« zwar
doch sein
higkeiten
dafy er fi
Reparatur
»Meine er
meinem /
gebaut, zv

und Tisch.

- PR



INTRODUCTION

A free market needs champion products. Long-
deceased manufacturers are turned into larger-than-
life icons and make for great sales pitches. Spotlights
head in the same direction. While customers fol-
low the light, some of the better artists or craftsmen
wither in the shade.

So it goes that everyone interested in the classical
guitar today knows the name of Antonio de Torres —
and values any of his guitars the price of a family
home. Little does it matter that Torres’ career was
everything but a joyride, and business ever fragile.!
If anything, it helps building the myth.

And yet, true genius is not something that can be
summed up in a catchy headline. It is complicated by
nature and partly eludes us. To speak of Antonio de
Torres as the genius who invented the modern guitar
does neither him nor his contemporaries justice. It
merely serves a purpose.

I will gladly admit though, that I have been fascinated
myself by Torres’ guitars that I have been lucky enough
to encounter. As an experienced maker and restorer
who tries to keep a cool mind, I am well aware that
a guitar is mainly a good number of pieces of wood
glued together. While the specific way in which that
is done may, or may not, encapsulate the ideas of one
particular craftsman, in a nutshell, that is all a gui-
tar is. And yet, every once in a while, an instrument
comes along that seems to have a little extra.

In 2021, a customer and friend brought me a Span-
ish guitar which turned out to have exactly that, this
little extra. While the instrument, as we shall see, is
highly interesting in its own right, the human being
that made it is interesting all the same; for he turns
out to be the perfect example of a very fine craftsman
doomed to wither in the shade.

1. Corrus DEeLICTI

The instrument in question was acquired in
Spain in 2018. There was no further information on
it available, other than that which it provided itself. In
the usual location inside, a small hand-written label —
its delicate hand suggesting an excellent education —
says this:

“Antonio Carracedo | Madrid 1860

At this point, let us hold on for a moment and remem-
ber that a guitar built in 1860 was contemporary with
the early work of Antonio de Torres (the highest opus
number in Romanillos’ catalogue attributed to a guitar
from that year being FE 13).? The Romantic Era had
not been especially propitious for the guitar in Spain;
both the late adoption of single strings and the exile
of some of the instrument's main advocates took their
toll. But during post-romanticism, guitar-making in
Spain knew a creative uplift and even took a stance
opposite to the developments in the rest of Europe.
In this respect, Antonio de Torres was very much a
child of his time. To point that out is by no means
diminishing his talent, or even genius. Yet, a century
and a half later, it is quite odd to believe and propa-
gate, that he may have been the only relevant repre-
sentative of his craft.

As [ first discovered Carracedo's guitar, the original
design and quality of craftsmanship struck me. The
outline resembles no other, and while the overall size
is not yet that of a modern classical guitar, it is a huge
instrument. It features a very deep body, as well as a
considerable vibrating string length (see p.7).

While the overall condition of the
was quite good (with the exception of an unfor-
tunate repair of the heel), the square bridge with
triangular-profiled ends left me puzzled [fig.2,4].

instrument
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= Soundboard and rose details of a guitar made
by Antonio Carracedo, Madrid 1860 [also see
fig. 2-7]. Private collection, France.
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m Three full views and the hand written label of a guitar made by Antonio Car-
racedo, Madrid 1860. The bridge, although it should not be dismissed hastily,
is likely not to be original. The pegs are modern patented pegs, which I put in
place because the original ones were missing, and no model of an original peg as
used by Carrecedo to be found. The back and sides of the instrument are made
of solid Brazilian rosewood (dalbergia nigra). Private collection, France.

SPECIFICATIONS

Total length : 961 mm
Body length : 467 mm
Body width (shoulders) : 229 mm
Body width (waist) : 189 mm
Body width (hips) : 328 mm
Body depths : 96 to 108 mm
Vibrating string length : 662 mm
Width of neck at the head nut : 50,5 mm
String spacing at the bridge  : 57,5 mm

- Weight :1.190 g




On first encounter, I was very far from imagining the
questions this bridge in particular was about to raise
(see chapter 5).

Close examination revealed even more surprises.
First of all, the instrument is X-braced. Of course, it
is posterior to the Roudhloff brothers’ “melophonic
guitar”,’ but it is nonetheless an extraordinary feature
in a Spanish guitar.

And there is more. While the Roudhloff’s design is
likely to have served as an inspiration (see chapter 6),
Carracedo’s take on it differs quite a bit. The junction
of the two main bars lies closer to the sound hole, and
their ends reach less high. At the crossing of the bars,
instead of a small piece of linen securing the junction,
a flat area is arranged, which welcomes the end of a
sound post... come again?

The other end of that sound post sits tightly on the
central traverse bar of the back, which is located
exactly beneath the top braces crossing. This end is
U-shaped and sits on the bar like a rider on horseback.

Two revolutionary concepts in one. And again, there
is more. While I completed the repair work I had to
do, curiosity got the best of me. In general, I very
much favour design and proportions over technical
details — but Carracedo's proposition is simply too
bold to ignore it. So I took the sound post out.

And there was the next surprise: although the func-
tionality of the sound post in a violin can not be
transposed one-to-one to the guitar, in this particular
case, the device works in a surprisingly similar way.
With no string tension, the post comes out easily; and
without it, the soundboard literally caves in. The dif-
ference in height of the soundboard, when comparing
its highest point with the body’s edges on the same
transversal axis is about 3 mm.

Although I can only speculate about whether or not

this was exactly what Carracedo intended, to some
degree the effect must be intentional. My impres-
sion is that while the instrument was conceived to
have a vaulted soundboard, the bracing of the sound-
board was glued on a totally flat resting surface. Those
3 mm of difference between the natural position and
the forced position with the sound post in place cre-
ate the vault, and make the guitar sound as it does.

A sound which is best described as spectacular. It is
not the most refined instrument; some historical and
some contemporary guitars have a richness of timber
and polyphonic clarity that is superior. But an instru-
ment that has tremendous volume, strong presence
and projection, and yet is not lacking the aforemen-
tioned qualities... that is truly extraordinary. Where
most guitars primarily described as “loud” tend to
lapse into vulgarity, this one does not. Certainly a
precursor instrument in its day, seeing eye to eye with
Torres’ guitars of the same period.

Of course, one instrument alone — and even a very
special one — can by no means be considered equiv-
alent to the whole output of a long career. This is
where the comparison with Torres has its limitations.
But still, a guitar this special must raise questions.
And it certainly imposes the idea on us, that there
must be more to its maker than the little we knew.
Which is not saying much, since we knew next to
nothing (see below).

2. PAPER TRAIL, PART ONE: SECONDARY LITERATURE
AND WORLD WIDE WEB

The name Carracedo was new to me, and even
Google had little to offer on this auspicious maker.
While the auction sale in 2015 of another guitar,



= Two x-rays of the guitar made by Antonio Carracedo, Madrid 1860
[fig. 1-5]. The one above shows the characteristic x-bracing, which
is added an additional brace starting at the junction of the x and
covering the junction of the soundboard’s book-matched halves. The
one on the right reveals the guitar’s sound post — or, as it is called
in French, its “soul” (“4me”). Just as in bowed string instruments,
the sound post is not glued, but held in place by the pressure that
acts on it. On one side it is u-shaped to hold in place on the back
brace, on the other side a small metal pin helps to secure its position.

Private archive Erik Pierre Hofmann.
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this one from 1865, left a modest digital trail, a ban-
durrias from 1871 (cf. p.22) popped up thanks to
a music video.* Also, a picture of another guitar by
Antonio Carracedo from 1865 was to be found on
the website of a seller of antique guitars based in the
United States.” Notably, it was described as being fit-
ted “Lacotte [sic] type tuners”. Although this may
come across like a flawed description at first, it might
actually be an accurate mention of an original feature.
For indeed, in a catalogue of the musical instruments
dealer Bernabé Caraffa, Gran Almacen de Musica e
Instrumentos Musicos, from 1857, one can find “extra-
superior” guitars, which are described as bearing
“heads with (newly invented) internal machines” .
Knowing that Pierre René Lacote is explicitly named
as one of the makers whose products Caraffa distrib-
uted, the reference is clear.

To sum things up, it is fair to say that the world wide
web had (and still has) little to offer on Antonio Car-
racedo, other than his name and his craft.

The picture does not get much brighter on consult-
ing the various books that relate to the Spanish gui-
tar. While Domingo Prat had the tremendous merit
of being a forerunner in the field of guitar historiog-
raphy, his Diccionario de Guitarristas is unavoidably
incomplete. But contrary to the dictionaries of musical
instrument makers by René Vannes and Willibald Leo
Freiherr von Liitgendorff, Prat does actually offer an
entry on Antonio Carracedo:

“Carradeco (Hijo) - Acreditado artifice constructor
de guitarras; radicado en Madrid, donde tenia esta-
blecido su taller, durante el ano 1860. El concertista
1omds Damas en so Método recuerda con gran enco-
mio al guitarrero Carracedo.” ©

(“Carracedo (son) - noted guitar maker; he lived
in Madrid where he had set up his workshop in

the year 1860. In his tutorial for the instrument,
Konzertist 'Tomds Damas mentions the guitar
maker Carracedo with great praise.”)

Although this is little to go on, there are some note-
worthy informations here:

¢ while Carracedo’s identity remains shady, he is
identified as another maker's son, which, as we
shall se later, leaves no doubt on the fact that Prat
does refer to Antonio,

o the year 1860 (again),

¢ a link to a notable player: Tomds Damas.

The one publication that stands out in our context is
1he Vihuela de Mano and The Spanish Guitar by José
Luis Romanillos Vega and Marrian Harris Winspear.”
Unfortunately, there is only one, very short entry
under the name Carracedo, which is for one Enrique,
to be found in it. And yet, Romanillos’ and Winspear’s
encyclopedia does actually feature entries for Antonio
and Gregorio Carracedo — but they are filed under the
family name “Alvarez Carracedo”. Since there was no
other trace of Enrique’s existence to be found, other
than a label bearing the name “Enrique Carracedo”,
he, alone, was cautiously filed under C.?

According to Romanillos and Winspear, Antonio was
born on 12 January 1831 in Madrid, where he wed
Marija del Carmen on 11 September 1862. His date
of decease could not be found. The authors provide
much more informations on Gregorio, Antonio’s
father, including his date of birth (15 November
1790) and a lot of biographical data. While his date
of death, too, remains unknown, Madrilene trade
register still mention him in the years 1861 and 62.

So before we work our way any further down the
Carracedo trail, the matter of Enrique must be
addressed. For it is a mystery within a mystery. Still
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= Back and front views of a guitar made by
Antonio Carracedo, Madrid 1865. Although
the model is quite different from that of the
guitar of 1860 [fig. 1-7], one can easily make
out that it comes from the same hand. It is
a more charming guitar, but also a bit more
conventional in appearance, especially because
of the head design that hints at the work of
Antonio de Torres. Unfortunately, the wherea-
bouts of this instrument since its sale by pub-
lic auction on 17 June 2015 are unknown,
which is why I was not able to ascertain if it
x-braced and/or fitted a sound post, or not.
Courtesy of Balclis online on Auctionet.com.
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according to Romanillos and Winspear, Antonio was
Gregorio’s only son. Which leaves quite a few possibil-
ities as to Enrique’s degree of kinship with them. He
could have been a cousin, or even Gregorio’s brother.
To my knowledge, the only evidence so far for the
existence of a guitar maker called Enrique Carracedo
are the labels found inside two guitars, one reported
by Romanillos and Winspear (in a private collection
in Spain), one pointed out to me by a highly astute
reader (in a Museum collection in Italy).” With so lit-
tle to go on, I will not address the case of Enrique
further on in this paper. Considering what appears to
be a very small number of surviving instruments, he
may have passed, or quit the craft too early to leave a
unquestionable mark.

Yet, at this point, [ have to add an observation. Although
I cannot share pictures of the above-mentioned instru-
ments here, | have seen some of the guitar in Italy. I
have been very impressed by it, to say the least, and to
conclude that is a highly interesting instrument would
be an understatement. Although pictures cannot attest
to the musical qualities of an instrument (which also
has been slightly altered at some point and is not at its
very best), they purvey a sense of design and propor-
tions that do not just “follow” Torres’ work, but pre-
figure it. In my opinion, this needs a whole new line
of research to be opened.

This being said, back to Antonio. In his Torres biogra-
phy, José Romanillos shares a personal assessment of

the quality of his work (p.57 of the English edition):

“[...] The Antonio Carracedo guitars of that period
were already following the modern version of the
instrument; that is, wider in the lower bout, fan
strutted, and with a raised fingerboard and mod-
ern bridge.”

Since Romanillos mentions such a specific feature as
fan-strutting, he must have come across at least one

other guitar by Antonio Carracedo than that from
1860. Yet, I disagree with his conclusion, saying that
Antonio was “following the modern version of the
instrument” — I very much believe that Antonio Car-
racedo, most probably Enrique (see above), and pos-
sibly Gregorio, were among those who shaped it.

Other books on the Spanish guitar at least mention
Antonio Carracedo. In 7he Art and Craft of Making
Classical Guitars the author, guitar maker Manuel
Rodriguez, writes:

“Antonio Carracedo. A resident of Madrid, circa
1860, Carracedo crafted guitars that are com-
mended in Toma’s [sic] Damas’s method.”!°

In the collective work Guitares - Chefs-d eeuvre des col-
lections de France (under the direction of Michel Fous-
sard), which presents some of the more prestigious
guitars retained in French public collections, Antonio
Carracedo’s name pops up in an inventory entry:

« Guitare, anonyme, Espagne xvir® siecle.
E.2088

Etiquette manuscrite : Compuesta por Antonio /
Carracedo en Madrid / calle del olivar n°45 /
Afno 1867» !

This is followed by a short description of the instru-
ment, some technical data and a single observation,
stating that the “enormous ebony bridge may be Car-
racedo’s work”. The instrument’s inventory number
has remained unchanged since, it is therefore easy
to find on the Philharmonie de Paris’ website. It is a
spectacular guitar, and indeed from the 17" century,
but I believe it to be rather Italian than Spanish.

While the idea that it was fitted a fake label might be
tempting, putting the label of an unknown maker of
the 19" century inside a luxurious Italian instrument
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= Front view of an anonymous baroque
guitar, probably Italy, mid-17® century.
This instrument belonged to the Queen of
Spain and in 1934, after a couple of succes-
sive donations, found its way into the col-
lection of musical instruments of the Paris
Conservatory. A collection which has since
evolved into the Musical Instruments Mu-

seum of the Paris Philharmonic. Musée dela

musique - Philharmonie de Paris (E.2088).
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of the 17" century, means to heavily downgrade it in
terms of market value. From a counterfeiter’s point
of view, it makes no sense. Also, the instrument orig-
inal rose limited access to its inside.

And then, there is the strange choice of words:
“compuesta por” — which, literally, means “composed
by”. While this indeed suggests that the instrument
was made by Carracedo, there is another possible
interpretation: “composed” can also be understood
as a synonym for “assembled” or “reassembled”, in
this case in reference to an extensive repair job. The
context of an important repair job, i.e. one for which
the instrument was opened, would also explain how a
non-original label ended up inside it.

There are a couple of mentions of (one or the other)
Carracedo in other books, but the general picture is
that only very few specialists have come across the
name and care to mention it. Only Romanillos and
Winspear were able to provide precious biographical
data, but so far, nobody had any insight on the man’s
work and influence to offer.

Bearing all this in mind, let us go further down the
paper trail. As we will see, contemporary papers, or
such that were issued shortly after his passing, were in
fact quite loquacious on the Carracedos, and Antonio
in particular.

3. PAPER TRAIL, PART TWO: PERIOD PAPERS

The first to mention Antonio Carracedo or, at
least, one guitar-making member of the Carracedo
family, are Madrilene papers in the year 1847. The
oldest one I found provides some precious informa-
tions, but also raises more questions, in particular on
Gregorio Carracedo’s identity.

On 11 September 1847, an article in £/ Heraldo gave

some news on the renowned virtuoso Trinidad Huerta:

“El célebre guitarrista Huerta nos ruega que anun-
ciarnos a sus amigos, a los aficionados y a los maestros
de guitarra que D. Gregorio Carracedo, fabricante de
guitarras en la calle de la Cruz, ha construido dos de
palo-santo de un metro extraordinario, pudiendo ase-
gurar que no las ha visto mas sonoras, y que sus exce-
lentes voces reiinen todas las condiciones que exijo tan
dificil instrumento. Varios aficionados las han visto
también y han asegurado la misiono, quedando muy
complacidos de ver tan buenas obras debidas a la apli-
cacion y al talento de un artista espanol.. Y para que
pueda juzgar el publico en general, el senior Huerta en
el concierto de despedida que tendrd el honor de dar
en el liceo antes de su salida para el extranjero, tocara
en dichas guitarras, que verdaderamente merecen el
nombre de arpas.”

(“The famous guitarist Huerta wishes to announce
to his friends, aficionados and fellow guitar teach-
ers that Mr. Gregorio Carracedo, a guitar maker
on calle de la Cruz, has built two rosewood guitars
of extraordinary size, assuring that the public has
never heard instruments any louder, and that their
excellent sound still has all the qualities that this
difficult instrument can have. Several aficionados
have also seen them and confirmed all of the above,
very much pleased to see such good work, the fruit
of the endeavour and talent of a Spanish artist. And
so that the general public can appreciate this, too,
Mr. Huerta on the occasion of the farewell concert
he will have the honour of giving at the high school
before his departure abroad, will play these guitars,
which truly deserve the name of harps.”)

The same article appeared twice more on the next day,
in the papers E/ Espariol and El Espectador.
While this first article establishes a strong connection
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= Back and front views of a guitar bearing the
label of José Toribio Campo Castro, Madrid,
c.1875. Unfortunately, the whereabouts of
this instrument since its sale by public auc-
tion on 20 February 2015 are unknown. But
it was described as “small” in the sale’s item
description and thus could be an quint or
children’s guitar (which technically does not
make much difference). But it was certainly
not considered as a toy, given that it came in
an exquisite, hand-crafted coffin case. There
are several links to Carracedo here: not only
were Campo (who later in his career acted
rather as editor and merchant, than as a gui-
tar maker) and him associated at some point
(see p.18), but also there is some resemblance
in design with the guitar from 1865, and an-
other one between the pieces of “flaky” rose-
wood used for the backs of this guitar and
the one by Carracedo from 1860 [cf. fig. 3].
Courtesy of Appolium.fr.
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between Huerta and the Carracedo family, a second
one, that will prove even more interesting in our con-
text, appeared some ten weeks later, now featuring

Antonio instead of Gregorio. On 28 November 1847,
El Eco del comercio (again from Madrid) published the

following account in its miscellanea section:

“El jueves por la noche tuvimos el gusto de oir tocar la
guitarra al profesor don Francisco Huerta, cuya habi-
lidad ha sido tan aplaudida en el extranjero, cuyos
paises ha recorrido. [...] Antes de concluir debemos
manifestar al publico las dos linddsemos guitarras en
que toco el senor Huerta dicha noche, han sido cons-
truidas con esmerado gusto por don Antonio Carra-
cedo, joven de 16 anos, que vive en la calle de la Cruz
donde tiene su padre el establecimiento; mucho debe-
mos prometernos de la aplicacion de este joven, cuyos
adelantos son cada dia mas satisfactorios.”

(“On Thursday night we had the pleasure to
hear the guitar played by Professor Don Fran-
cisco Huerta, whose talent has been very much
applauded abroad, as he toured many countries.
[...] Before we conclude we must draw the pub-
lic’s attention to those two very beautiful guitars
that Mr. Huerta played that night, and which have
been built with painstaking effort by Mr. Antonio
Carracedo, a 16-year-old boy who lives on calle de
la Cruz where his father keeps his shop; we very
much applaud the dedication of this young man,
whose daily progress is ever more satisfactory.”)

This is indeed a tremendously informative and impor-
tant account. Contrary to the first article, this one
emphasizes on the young maker’s age (which is con-
sistent with the date of birth found by Romanillos and
Winspear, see above). The indicated business address
is that of his father’s, as it stands to reason that they
shared a workshop for some time, especially since
Antonio was certainly trained under his father’s direc-

tion. But there must have been some movement in
this very year 1847, because the address differs from
the one indicated on Antonio’s label from the same
year inside the baroque guitar from the collection of
the Philharmonie de Paris (see above).

The next publications again relate to Gregorio. The
following entry in the commerce directory Reperto-
rio general: indice alfabetico de los principales vecinos de
Madyid of the year 1852, for example, deserves special

attention:
“Alvarez Carracedo, D. Gregorio: Cruz, 42”

This is one of the very few documents related to the
business activity of one out of the three Carracedos to
mention the full family name, which is indeed Alvarez
Carracedo.

In the Diario oficial de avisos de Madyid of 29 July
1853, Gregorio Carracedo appears in an enrolment
list, but there are no informations on his occupation,
home or relatives. Roughly a decade later, traces of
him can be found in the Anuario general del comercio,
del comercio, de la industria y de la profesiones of the
years 1861 and 1862. In the first one, an entry on p. 9

reads as follows:

“Cruz, 42. D. Gregorio Carracedo [filed under “gui-
tars and bandurrias”]”

So far, all of the Carracedo’s addresses were in the vicin-
ity of the Church of San Sebastian. It is the same part
of town in which also lived the family of composer
Francisco Asenjo Barbieri, a prominent neighbour,
who would later become Antonio’s customer.

= OrrosiTe: Hand coloured city map of Madrid (excerpt), engraved
by Josiah Henshall and published by Edward Stanford, London,
c.1855. The yellow lines mark those addresses pertinent to Antonio
Carracedo’s business activity (cf. p. 18). Private collection Hofmann.



- i £
English o 100 200 Soo vo0 F Goo ~ oo 8o yards-fomile
o TS O CT— — e
I feet | Soo dooo 2000 Jooo, Spanish |
French oo Joo Soo looo Metres

-

MADRID

under the Soperi of the Society for the
Diffasion of Useful Knowledge

Palacio Real |
Royal Palace i

Observatorio

")
&
S
he
g .
G . S (e
Y @" 280 Calle del Olivar @ Raten SRR
3 . g (G SO
LR et Sk Congmiri— b
“ ’Q} : 2 Calle de la Cruz wh r——d
(% o P
- t{y : Calle de las Urosas (today: Calle de Luis Vélez de Guevara) PR
L& ? N Ch. Curch
VA Calle de Toledo Calle de la Montera
[ SO “

¥ ; Fic.13

*
Yuke of Berwicks Palace

&gﬂm'rmm
2L iT it}

Custom Honse

PTrreTr— T s
Faglish Joer oo oo doo  boo Goo feet

Fagraved by JBenshall

London Edward Stantord 6 Charing Cross. 188



18
19

Butin 1861/62, Gregorio moves his business to another
part of town, as is announced in the commerce direc-

tory Anuario general del comercio of 1862 (p.185):

“Urosas, 12, Carracedo, constructor de guitarras y
demds instrumentos. - Jaulas. - Cuerdas y bordones.
D. Gregorio Carracedo.”

In 1862, Antonio reappeared in a local paper, again
in association with Huerta (La Discusién, issue of 17

May 1862):

“Concierto. El concierto que debia dar el 18 del actual
el célebre guitarrista Sr. Huerta en el salon de des-
canso del Teatro real, se ha trasladado al jueves 22,
por indisposicion de une de las personas que debian
tomar parte en ei. Tlomaran parte en este concierto la
senorita Albini y los Sres. Caselia, Carrera, Sos, Ber-
donces, Losada, Huerta y otros que se expresardn en el
programa que se repartird oportunamente. El profesor
Huerta tocara en una magnifica guitarra de nuevo
modelo, de sonidos delicados y buenas cualidades,
construida por el acreditado D. Antonio Carracedo.
Entre otras varias piezas, una obertura dedicada a

su amigo Rossini, y el Bolero compuesto por Huerta y
dedicado a Lola Mentes.”

(“Concert. The concert that the famous guitarist
Mr. Huerta was about to give on the 18" of this
month in the lounge of the Royal Theatre has been
moved to Thursday the 22", due to the indisposi-
tion of one of the persons who were to take part in
it. Miss Albini and Messrs. Caselia, Carrera, Sos,
Berdonces, Losada, Huerta and others will take
part in this concert and perform a programme
which shall be distributed in due course. Professor
Huerta will play on a magnificent guitar of a new
model, featuring an exquisite sound and some
fine qualities, built by the reputable Mr. Antonio
Carracedo. Among several other pieces, there shall

be an overture dedicated to his friend Rossini, and

a Bolero composed by Huerta and dedicated to
Lola Mentes.”)

(Please note the proximity of dates and perfect chro-
nology between the X-braced guitar from 1860 and
the mention less than two years later of a “magnifi-
cent guitar of a new model”.)

Still in 1862, an announcement with the headline “A
los Bandurristas” introduced the joint business ven-
ture of Mssrs. Campo, Carracedo & Melendez at the
address calle de Toledo (La Iberia, issue of 14 May
1862).

And finally, there is this rather curious article, which
may be unrelated to ‘our’ Antonio, since it speaks
of a “young man”, whereas Antonio was over 40 at
the time of the incident descibred, but it could also
be the only document known so far to hint at the
existence of one Antonio junior (La Iberia, issue of

15 April 1873):

“Hace pocos dias pudo ocurrir un grave conflicto en el
vecino pueblo del pardo, con motivo de una disputa
que en la plaza de dicho punto se suscito entre un
Joven vecino del mismo y el celador del monte. Parece,
segiin hemos oido, que disputando dichos individuos,
uno de los contendientes amenazo o dio un bofeton al
otro, lo cual hizo que se agriara la cuestion hasta el
punto de resultar herido el celador de arma blanca,
y el joven de revélver, pero ambos de gravedad. El
teniente de la Guardia civil don Luis pulgar acudid
inmediatamente con algunos guardias, y gracias a las
acertariamos medidas adoptadas por dicho militar,
el lance no tomo mayores proporciones, pues en tanto
que el administrador del Sitio pretendia que el cela-
dor del monte, republicano federal, fuera trasladado
a su casa, y el vecino herido, Antonio Carracedo, fuese
a la cdrcel, el vecindario del pueblo se oponia a ello,
faltando poco para que el tumulto tomara serias pro-
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= Title page of the guitar tutorial Método completo y progresivo de guitarra by Tomds Damas,
published by Eslava, Madrid 1867. It features what may well be a portrait of the author
with a guitar by Antonio Carracedo. Biblioteca Nacional de Espafia, Madrid (M_1309).
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porciones, evitdndose, como hemos dicho, el conflicto
por la intervencion del teniente de la Guardia. El
Juzgado de primera instancia del distrito instruye la
correspondiente causa.”

(“A few days ago, a serious conflict occurred in the
town sector next to the Pardo, as a dispute arose
on the district’s town square between a local youth
and a mounted guard. From what we have heard,
it seems that during the dispute between these
two people, one of the contenders threatened or
slapped the other, which turned the matter sour
to the point of the guard being wounded with a
knife, and the young man from a gun shot, both
seriously. The lieutenant of the Civil Guard, Don
Luis Pulgar, rapidly intervened with some police-
men and thanks to the astute measures adopted by
said soldier, the worst could be avoided, for the dis-
trict administrator since stated that the mounted
policeman, a federal republican, was transferred
to his house, and the injured local, Antonio Car-

1819 C/ pE LA CRUZ N°21
1829 C/ pE LA CRUZ N°21
1844 C/ pE 1A Cruz N°42
184(2) C/ DE LA MONTERA N°22
1845 C/ pE MONTERO N°22
1847 C/ pE LA CRUZ (“FRENTE AL TEATRO )
1847 C/ pE LA Cruz

1851 C/ pE LA CRUZ N°42
1852 C/ pE LA CRUZ N°42
1857 C/ pE LA CRUZ N°42
1858 C/ pE LA CRUZ N°42
1861 C/ pE LA CRUZ N°42
1862 C/ pE LAs UROSAS N°12
1862 C/ pe ToLEDO

1861-66 C/ pE Las UROSAS N°12
1867 C/ pEL OLIVAR N°45
1869 C/ pEL OLIVAR N°45

1871 C/ peL OLIVAR N°45

racedo, went to jail, despite of the town commu-
nity’s opposition, missing little for the tumult to
take serious proportions, avoiding, as we have said,
the conflict for the intervention of the Lieutenant
of the Guard. The district court of first instance
now investigates the matter.”)

In any case, Antonio exhibited his work at the 1874
National Exposition in Madrid and was awarded a
medal of honour for a bandurrias, as mentioned by
the Guaceta de los Caminos de Hierro (issue of 17 May
1874). So far, the last trace of Antonio’s activity dates
from 1876: In Memoria presentada por la Escuela de
Misica y Declamacion en la Exposicion internacio-
nal de Filadelfia, his name appears amongst a short
list of active guitar makers, together with Francisco
Gonzélez and the above-mentioned Campo.

All of the above leaves us with the following known
shop addresses for the three makers of the Carracedo
family:

GREGORIO [ROMANILLOS & WINSPEAR]

GREGORIO [ROMANILLOS & WINSPEAR]

GREGORIO [ROMANILLOS & WINSPEAR]

ENRIQUE [LABEL]

ENRIQUE [LABEL/ROMANILLOS & WINSPEAR]
(GREGORIO [PERIOD PAPER]

GREGORIO & ANTONIO [PERIOD PAPER]
GREGORIO [ROMANILLOS & WINSPEAR]
(GREGORIO [COMMERCE DIRECTORY]

GREGORIO [ROMANILLOS & WINSPEAR]
GREGORIO & ANTONIO [ROMANILLOS & WINSPEAR]
(GREGORIO [COMMERCE DIRECTORY]

(GREGORIO [COMMERCE DIRECTORY]

Camro, CARRACEDO & MELENDEZ [PERIOD PAPER]
ANTONIO [ROMANILLOS & WINSPEAR]

ANTONIO [PERIOD PAPER]

ANTONIO [LABEL]

ANTONIO [ROMANILLOS & WINSPEAR]
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= A bandurrias by Antonio Carracedo, Madrid 1869. This
rather exquisite instrument confims Antonio’s fine crafts-
manship and artistic boldness. Private collection, Spain.
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In 1867, Carracedo comes first— followed by
Gonzilez, Campos, Llorente, Torres and y Royo —
in a list of guitar makers given by Tomds Damas in
the foreword of his guitar tutorial Método completo
y progresivo de guitarra. One can only speculate on
whether Damas refers specifically to Antonio, or, in
a more general sense, to the production of the small
Carracedo dynasty. The guitar he is depicted with
[fig. 14] could be one made by Carracedo; the body
outline, the shape of the head and the dot pattern
around the sound hole seem to match the little that
is known of his work.

In the early 20" century, Antonio Carracedo was
not yet forgotten, at least not in his homeland. In an
article on guitar-making in Spain titled “Las Guitar-

ras”, published in Alrededor del Mundo, issue of 12

December 1901, one can read the following:

“Los que las perfeccionaron y construyéndolas se
hicieron famosos, especialmente fueron Antonio
Torres, Julian Lidrente, D. Antonio Carracedo y el
sevillano Cdrdenas; y anteriormente, el hermano de
Pages, Josef, que se establecid en la Habana y alcanzo
hasta el ano 40.”

(“Among those who perfected and built [guitars],
those who became most famous were Antonio
Torres, Julian Llérente, D. Antonio Carracedo
and the Sevillian Cirdenas; and, previously, Pages’
brother Josef, who settled in La Havana and lived
until the 40s.”)

Even in between world wars, Carracedo was still a
familiar name in guitaristic circles, as shows an arti-
cle titled “E/ Guitarrero” [fig. 17, 18], published in £/
Liberal, issue of 23 January 1930:

“Y llegamos a la edad de oro de la guitarra: al sigle
IXI. En él florecen los ilustres guitarreros Francisco

Ortega, de Grenada ; Antonio Torres, de Almeria ;
José Jimenez, de Madrid ; Carracedo, Zoryano,
Vicente Arias... [...].”

(“And thus we reach the golden age of the guitar:
the 19" century. At that time, some famous guitar
makers prospered, like Francisco Ortega from Gre-
nada; Antonio Torres from Almeria; José Jimenez
from Madrid; Carracedo, Zoryano, Vicente Arias...

[...]7)

One can only wonder: what happened to the repu-
tation of the Carracedos, and to that of Antonio in
particular, since?

Despite of a paper trail that seems quite important
for a (nearly) complete unknown, many questions
remain. Enrique’s baptismal record, for example,
would be paramount to a better understanding of
the family dynamics and his influence on Antonio.
Still, all of the above reveals precious informations,
which I'd like to summarise as follows:

+ one member of the Carracedo family in particu-
lar, Antonio, was well-known and highly esteemed
by his contemporaries, as shows the fact the he
is sometimes quoted in one breath together with
Torres, Gonzalez and other much more famous
makers,

¢ the Carracedos had the favours of two of the
most eminent protagonists of the guitar in post-
romantic Spain, namely Trinidad Huerta and
Tomds Damas,

¢ Antonio was born in 1831, active under his own
name at the age of 16, and still in business around
1870,

¢ while his father Gregorio and close relative
Enrique (possibly his uncle) were guitar makers,
too, Antonio was probably the only one active at
roughly the same time as Antonio de Torres.



Fic.18

= An excerpt from the journal £/
Liberal (issue of 23 January 1930),
featuring the article “E/ Guitarrero”
by Pedro Massa. The enlargement
above shows the part of the article
that names Carracedo in one breath
with Torres, Ariasand others. Biblio-
teca Nacional de Espana, Madrid.
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4. AN APoLOGY LETTER TO BARBIERI

'The National Library of Spain hosts a short let-
ter [fig. 19,20] by Antonio Carracedo, written on 14
April 1870 and addressed to the composer Francisco
Asenjo Barbieri (1823-1894), who lived close to him
(see above).
It is essentially an apology letter, aiming to explain
why Carracedo had not been able to deliver on time
a bandurrias [cf. fig. 15, 16] ordered by Barbieri. It is
an interesting piece of correspondence on multiple
counts, for it contains not only informations on the
craftsman’s family situation, but also on his state of
mind. The recent loss of his wife Josefa is forwarded
as the main reason for the unforeseen delay. While he
expresses great sadness about the loss of his wife, he
also mentions the “many expenses due to her illness”
and concludes with the idea that he might be dogged
by bad luck. A notion which was/is certainly familiar
to many guitar makers, including Torres.

Interestingly, the bandurrias from 1871 mentioned
above appears to be the one made for Barbieri. It is
still in the composer’s family today.'?

5. BACK TO THE BRIDGE

With all of the above in mind, two specific fea-
tures of the guitar from 1860 deserve to be addressed
again, from a different perspective.

First, there is the bridge: a square bridge featuring
Martin-like triangularly-profiled ends is a highly
uncommon feature in a mid-century Spanish guitar.
When I repaired this guitar, the question came up
whether or not to change it, given how easily it can
be dismissed as being non-original (wrongly or not).

As a restorer, when facing this kind of dilemma, I
generally try to answer the following questions:

¢ Am I the right person to ascertain the original-
ity of a given artefact and its parts?
¢ If I dismiss one part for being non-original, is
there a historically correct model to be found,
which can be reproduced in such a way as to per-
fectly blend in with the ensemble?

When the answer to at least one of these questions
is “no”, the best course of action is: no action. In
this particular case, I was in doubt concerning the
bridge from the start. Again, in the given context, it
is a highly uncommon feature, not to say an unlikely
one. But then, we are talking about a guitar that fea-
tures X-bracing and a sound post! It does not get
more unlikely than that. Also, the workmanship is
fine, the base of the bridge is nicely arched and there
is no trace on the soundboard that might reveal the
former presence of another bridge (an argument
which is admittedly a weak one, because an older
bridge might have been smaller, and its mark on the
soundboard been fully covered by the new one).
And then, there is also the fact that the guitar from
1865 — the one sold in public auction in 2015
[fig. 8,9] — has a square bridge of similar proportions
(without triangularly-profiled ends, though).

Considering that my answer to both of the above ques-
tions had to be “no”, I left things in their current state.
But it did rub me the wrong way.

When I repaired this guitar in the spring of 2022, our
new book 7he Renewed Guitar had just come out.
After five years of work, the final version that went to
print featured two pictures of Trinidad Huerta: one
etched portrait of him as a young man, and one much
later photograph [fig.21]. While it was quite exhila-
rating to try to identify a good number of the gui-
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tars depicted in the historical images at hand, this one
caused some headache. For Sefior Huerta is holding a
very distinctive guitar that is clearly of Spanish make,
but didn’t look like anything we had yet encountered.
To keep a painful moment short: Huerta’s guitar is
most likely to be one made by (one or the other)
Carracedo, and the bridge is again a square one with
triangularly-profiled ends — which, for reasons indi-
cated earlier, I dismissed as being “non-original”.

Although this assertion may still be right, it turned
out to be bolder than I would have thought at the
time. To my excuse: there are visible traces of a repair-
man’s intervention around the bridge [cf. fig. 21].

Here are four possible scenarios of what might have

happened:

¢ The bridges on both guitars are the original
ones (even though, beyond their commonalities
of being square and having similar ends, they are
quite different).

¢ The bridge on Huerta’s guitar was changed. Con-
sidering that Huerta travelled the world, it is not
impossible that it was made by a craftsman familiar
with the work of C. E Martin and other American
makers, who naturally went for this type of design.
¢ The bridge on the guitar from 1860 is original,
that on Huerta’s guitar was changed by Antonio
Carracedo (hence the similarity).

¢ A former repairman of the guitar from 1860 was
aware of the connection between Carracedo and
Huerta and knew the later’s photographic portrait.
For that, he simply would have had to know the book
A. T Huerta Life and Works"* by Robert Coldwell and
Javier Sudrez-Pajares (which came out in 20006).
He could have taken the guitar in the picture as
model, assuming that it was probably an instru-
ment made by Carracedo, and manufacture a new
bridge inspired by the one in the picture. A bold

move, but not an illogical one.

6. THE X-FILE

While I have described the various features
of the guitar from 1860 above, the presence of an
X-bracing in this guitar deserves more attention, now
that Trinidad Huerta has been properly introduced.
For I strongly believe that /e is the link between the
Roudhloff brothers’ X-braced “melophonic guitar”,
and the presence of this particular feature in a Span-
ish guitar of the time (which is quite extraordinary in
its own right).

The matter goes back to the account of an unhappy
marriage, one that was first given by Philip Bone in
his book 7he Guitar and Mandolin. He states that
“Huerta married his pupil, Miss Angiolina Panormo,
one of the ‘roguish dark-eyed daughters’ of the cel-
ebrated guitar maker, Louis Panormo”. While this
alone makes for an excellent piece of guitar trivia, the
matter was more thoroughly researched by Coldwell
and Sudrez-Pajares. Their findings confirmed that
Angiolina and Trinidad had indeed married on 27
September 1828 in Lambeth, Surrey, but also that
they had left abroad shortly afterwards. Their daugh-
ter Angelina was born in Paris, in 1834. By the time
of the year 1841, the marriage had collapsed, and
while Trinidad was travelling the world (as we know
from countless concert accounts, including those
quoted above), it is the whereabouts of Angiolina
and her daughter that are paramount to the story.

The 1841 census reveals that mother and daugh-
ter were living with the family of... Dominique
Roudhloff, the older of the two Roudhloff broth-
ers. Later on, Angelina would even go into the
Roudhloff’s employment as domestic servant. One
might argue that this is only circumstantial evidence,
but it does make it very likely, that Trinidad, too, was
familiar with the Roudhloffs and their work. Going
from there, it is only a very small step to the conclu-
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= Photographic portrait of
Trinidad Huerta (1800-
1874) by Félix Tournachon
(alias Nadar, 1820-1910),
Paris, probably 1859 0r 1860.
This portrait shows a guitar which could very well be one of the early works of
Antonio Carracedo. Bibliothéque nationale de France, Paris (btv1b53100936¢).
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sion that it was Trinidad Huerta who introduced the
young Madrilene maker Antonio Carracedo to the

Roudhloff’s extraordinary “melophonic guitar” and
the X-braced soundboard.

CONCLUSION

I hope that this paper shows that a highly
important member of a particular craft can be totally
forgotten by posterity. And I hope it a strong case
in favour of Antonio Carracedo, as well as his gui-
tar-making relatives Enrique and Gregorio. Clearly,
the work of Torres’ contemporaries, especially early
competitors and colleagues, has been kept very much
in the shadow — first by researchers, then by dealers,
and lastly by players and collectors.

For the time being, the scarcity of biographical data
on the Carracedos leaves many questions, includ-
ing that of a possible link to the Carracedos active
in Buenos-Aires in the 20™ century.” To reassess the
Carracedo’s importance, we also need more surviving
instruments, which I hope will resurface with time.
Enrique’s birth certificate, which I mentioned ear-
lier, as well as his and Antonio’s death certificates for
example would be paramount to this whole line of
research.

Lastly, I hope that through this paper alone, the reader
will — like me — get a sense of Antonio Carracedo’s
personality. That, the bold concept of the guitar from
1860 (which, I hope, may not be the only one of its
kind) and the high esteem in which his work was
held by his contemporaries should be enough to con-
clude that it is about time to drag Antonio Carracedo
out of another Antonio’s shadow.
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You can also hear Antonio Carracedo’s guitar from 1860,
thanks to Benoit Albert’s brilliant recordings of

a selection of compositions by
Julidn Arcas (1832-1882):

https://youtu.be/ CwWUUjH0iM
(Andante)
https://youtu.be/ kEGMMNaQhyM
(Preludio parra guitarra)
https://youtu.be/jvJxLzNI8_Y
(Coleccion de Tangos)
https://youtu.be/6vjzBwJUdGA
(Bolero)
https://youtu.be/8evCxBBkwNO
(El Postillon de la Rioja)
https://youtu.be/sgkwbvhuKgY

(La Saltarina)
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39 LIEDER MIT
(GITARRENBEGLEITUNG
39 SONGS WITH (GUITAR
ACCOMPANIMENT

» Hardcover, 192 pages
» ISBN 978-2953886818
» 80,00 €

Auf Deutsch. In English.

StAaUurrer & Co. —

LA GUITARE VIENNOISE AU
XIx* SIECLE

Die WiENER GITARRE DES
19.JAHRHUNDERTS

Tae VIENNESE GUITAR OF
THE 19™ CENTURY

» Hardcover, 320 pages
» ISBN 978-2953886801
» 195,00 €

Auf Deutsch.
In English.
En francais.

The Renewed Guitar retraces a high period in the history of the
guitar — exclusively through period pictures. A period which starts
in the late 18% century with a revolutionary idea: the mere switch
from double to single strings, which, incidental as it may appear,
renewed the guitar and propelled it into modernity. It ends in
the early 20" century, when the appearance of electromagnetic
transducers opened completely new possibilities in the making of
musical instruments. The renewed guitar had just reached matu-
rity, and a cycle of 150 years come to completion. This abundant
iconographic material is divided in eight chapters, each treating a
specific topic, including the portrait genre, the feminine and the
masculine guitar, satire and caricature, playing technique or the
guitar-related business.

A book by Erik Pierre Hofmann and Stefan Hackl.

Schubert’s friend Franz von Schlechta (1796-1875) put down in
writing the present collection of songs: some feature previously
unknown guitar accompaniments, some are based on versions
which had already been printed in Schubert’s lifetime, but have not
been republished since, while others are hard-to-find arrangements
by the composer’s contemporaries. These 39 songs are reproduced
here in facsimile form, enhanced with reference texts and docu-
ments.

Introduced and commented by Stefan Hackl.

Stauffer & Co. retraces the history of the Viennese school, which
has been neglected for a long time. While a selection of sixty
period instruments, displayed in individual portraits, illustrates
the rich diversity of the Viennese production, the book also revives
the musical and cultural context of the “guitaromanie”, that not
only made the instrument an emblem of the romantic era, but
paved the way for the modern guitar.

A book by Erik Pierre Hofmann, Pascal Mougin and Stefan
Hackl.

Info & order on:
WWW.FINE-ANTIQUE-AND-CLASSICAL-GUITARS.COM
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DICTIONNAIRE DES FACTEURS  For two centuries, from the mid-17th to the mid-19th, France was at the forefront
DE GUITARE FRANCAIS — of everything related to the guitar. It was here that the instrument, along with all the
1625-1875 associated cultural and economic activities, developed with the greatest consistency.
It was also here that the it underwent, at the same time as it did in Naples, its first
major revolution: the transition to single strings. Nowhere else was this much music
for the guitar written, published and played, nowhere else were this many pedagog-
ical works for it published, and nowhere else — possibly with the exception of Spain —
were this many crafismen and inventors devoted to it. That is one of the lessons to be
drawn from the approximately 300 individual stories of instrument makers, inven-
tors, and specialised merchants gathered in this book.

DicrioNnaRry oF FRENCH
GUITAR MAKERS —
1625-1875

» Hardcover, 384 pages
» ISBN 978-2953886849
» 120,00 €

En frangais. In English. A book by Catherine Marlat and Erik Pierre Hofmann.






