
In the Fantasía para un gentilhombre of 1954, written for and dedicated to 
Andrés Segovia, Joaquín Rodrigo turned for inspiration to a fellow Spaniard 
and one of the first great guitar virtuosi, Gaspar Sanz. Not much is known 
about Sanz. He was born somewhere around the middle of the seventeenth 
century and lived into the early eighteenth, and he wrote one of the earliest 
surviving guitar methods (published in 1674). He also composed a fair amount 
of guitar music that reflects the styles of song and dance popular in Spain at 
that time. Rodrigo borrowed several of Sanz's short pieces in crafting his 
Fantasía for guitar and orchestra. The result is a perennially charming work 
that evokes an antique world in a natural way, free of musty airs.

The opening movement is titled "Villano y Ricercare"; the Villano theme is 
heard in the violins at the very beginning of the work, and the Ricercare was 
completed by Rodrigo based on Sanz's sketches. The second movement, 
"Españoleta y Fanfare de la Caballería de Nápoles," is also in two parts. 
After a short woodwind introduction, the Españoleta theme, first heard in the 
strings, is subjected to several variations. The Fanfare makes use of string 
techniques like harmonics and col legno (using the wooden side of the bow); 
the title of the Fanfare reminds one that Spain governed Naples in Sanz's 
time. The guitar moves between solo and accompanist roles in the third 
movement "Danza de las Hachas," or "Hatchet Dance," and the Fantasía 
ends with a rousing "Canario," a folk dance in 6/8 time.

 Stephen Dodgson was born in London in 1924.  After completing a four-year 
tour of duty with the Royal Navy, he entered the Royal College of Music in 
London where he remained for three years, leaving in 1949 on a traveling 
scholarship to Italy.  In addition to orchestral works composed on commission 
from the Royal Philharmonic Society, he has written a piano concerto, a suite 
for brass septet and several operas for children.  Mr. Dodgson has expressed 

a predilection for writing for specific instruments, with the result that his list of 
compositions includes works for bassoon and for viola da gamba, as well as 
the Concerto for Guitar and Chamber Orchestra.  About the Guitar Concerto, 
he has written:

"I have been writing for the guitar on and off for fifteen years.  Like Rodrigo, I 
don't play the instrument.  In fact, a direct confrontation with its formidable 
technique would be far more likely to inhibit than assist my developing sense 
of its resources.  My tutelage began with Julian Bream and has continued 
under John Williams-as fortunate a combination of teachers as any composer 
could wish for.  This concerto was originally suggested by Julian Bream, 
although the premiere as given by John Williams with the Royal Philharmonic 
Orchestra under the late Walter Goehr - a recording for the BBC made on a 
bitter January day in 1959 in the icy wastes of Wembley Town Hall.

"I had written this concerto three years before during an August spent in a 
deserted farmhouse in a steep Wiltshire valley of startling beauty.  The 
farmhouse's reversion from manor to nature extended at the time to a top 
storey full of birds (I was alarmed to meet an owl on the staircase the day I 
arrived), and the house is now declined into irreparable ruin.  During intervals 
of writing the Concerto, I rode the shepherd's Welsh pony, followed the 
straw-baler, collected giant mushrooms and hacked the nettles.  I've never 
written a work the circumstances of whose composition stand out more vividly 
in my mind.  I've since learned that Hippenscombe, as the intensely romantic 
spot is called, had previously inspired another English composer to an 
orchestral tone poem.

"Looking back at the atmospheric environment, I am surprised at the classi-
cism of the Concerto.  I've always believed that the exact placing and timing 
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of the orchestral tutti is the paramount consideration in any concerto's design.  
With the guitar, it is of course vital to avoid confusion in anyone's mind about 
when the soloist should be heard and, conversely, where the orchestra may 
be given its head.  I have tried to make a virtue of this necessity:  The slow 
movement, for example, depends for its architecture
on the span and precise point of arrival of its single passage for the whole 
orchestra. 

"The orchestra contains no oboes, but three clarinets instead; chosen for their 
complete tonal contrast with the guitar (whose ponticello effects do have some 
affinity with the double-reed sound).  The pair of horns also have their 
moments, very simple ones, when they prove their suitability as a tonal foil.

"The first movement (Allegro comodo) has a central episode in place of the 
standard development section, but the principal ideas of the movement, with 
their tendency to irregular accentuation, gradually invade this episode and so 
graft it into the over-all design.  The slow movement (Lento) is a free 
variation on the opening wind music-tune in the flute.  The finale (Molto 
vivace) is a rondo with two very clearly defined episodes, and although the 
argument is closely knit as between soloist and orchestra, the latter is allotted 
definite architectural points when it may speak up boldly.  This movement 
makes considerable use of pizzicato strings as a propulsive partnership for 
the soloist.  

"The musical idiom- which is not consciously of any adherence-is largely 
based on the age-old triads (which, unlike Hippenscombe, will never crumble) 
and this concerto does not quibble about being in D major."
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John Williams Plays Two Guitar Concertos - Sir Charles Groves conducts the English Chamber Orchestra

Rodrigo: Fantasia Para Un Gentilhombre
1 Fantasia Para Un Gentilhombre 21:44
Dodgson: Concerto For Guitar And Chamber Orchestra
2 Concerto For Guitar And Chamber Orchestra I. Allegro Comodo 6:40
3 Concerto For Guitar And Chamber Orchestr II. Lento 6:17
3 Concerto For Guitar And Chamber Orchestra III. Molto Vivace 6:12
Total Time: 40:53

John Williams
plays

Two Guitar Concertos
Sir Charles Groves conducts the English Chamber Orchestra

Recorded by Columbia Records 1968




