Les =
Editions §

The Guitar Case-Files

presented by
Erik Pierre Hofmann

Iss. no.2:
“T'ur GUITARS OF
THE T'YROLESE MINSTRELS”

Stefan Hackl



= EDITORSHIP

Erik Pierre Hofmann

Stefan Hackl

m WRITING

Stefan Hackl

m RESEARCH

Stefan Hackl

m LAYOUT, ARTWORK AND PicTURE EDITING

Erik Pierre Hofmann

m PROOFREADING

Simon Palmer
Erik Pierre Hofmann

© 2023 for all contents, except where otherwise indicated:

Les Eprrions peEs RoBINS

All rights of translation, adaptation and reproduction reserved for all
countries. The representation or reproduction of all or parts of this
publication by any means and without permission of publisher and

author is unlawful and constitutes a forgery.

Erik PIERRE HOFMANN

Les Eprrions pes RoBINs
9 ROUTE DES CHARRIERES
71520 TRAMBLY (FRANCE)

www.fine-antique-and-classical-guitars.com



The Guitar Case-Files

Iss. no.2:
“T'HE GUITARS OF
THE T'YROLESE MINSTRELS”

Stefan Hackl



FOREWORD

Early this year, when I presented the Guitar Case
Files and published the series’ first issue on my web-
site and via social media, my long-time accomplice
and friend Stefan Hackl was in the midst of writing
an article for the year book “Jahrbuch des Osterreich-
ischen Volksliedwerkes”. Incidentally or not, the sub-
ject was one we both had already approached in the
past:' the yodelling singers from Tyrol, the so-called

“Nationalsinger”.?

As a matter of fact, both Stauffer & Co. and The
Renewed Guitar comprise pictures of such ensem-
bles — for the good and simple reason that they
mostly accompanied themselves on the guitar (or on
guitars even, plural).

Whereas they toured the western world during the
19% Century, those “Nationalsinger” made a per-
fect example of not just one, but several aspects that
made the guitar so immensely popular. First, there
is the instrument’s transportability; it is an unde-
manding travel companion, in addition to being
well suited for outdoor performances — quite an ob-
vious choice of instrument for early globe-trotters
familiar to singing under the big blue sky. But then,
there is also the guitar’s capacity to lay out a discrete
harmonic foundation for the human voice. Again,
one highly useful characteristic in a musical setting
largely based on multi part singing. And, last but not
least, there is the simple fact that the guitar was one
of the rare instruments considered suitable for the
beau sexe. While things in this respect have luckily
changed for the better since, it is undeniable that the
skimpy morals of the 19™ century have done a lot
to promote the guitar. While said morals effectively
banned women from operating woodwind instru-
ments or, god forbid, embracing a violoncello with
their thighs, playing the guitar was deemed accept-
able. A fact that certainly played a part as to why

some of the female members of the “Nationalsinger”
played the guitar, too.

So, while Stefan, a born and bred Tyrolean
himself, dug into the depths of his home region’s ex-
port phenomenon, it soon became obvious that the
material at hand would easily make for a longer ar-
ticle than the one that was originally planed. I must
admit that even though the subject was not total news
to me, I still was surprised by the scale of it — and the
sheer number of documents bearing witness to it.
Also, it seemed evident to the both of us that the
article would benefit from colour-reproductions of
the historical pictures at hand, and, for the sake of
a larger public’s comprehension, its translation into

English.

This is why this second issue of the Guitar Case
Files offers a revised and heavily augmented English
version of the article originally published in print.
While we do not necessarily seek to convert you,
dear reader, to the yodelling genre, we hope that you
will find the following documentation of some of the
guitar’s many journeys — which in this case is to be
taken quite literally — amusing and interesting.

Erik Pierre Hofmann

1. It should be noted that Stefan Hackl has devoted much of his
time to the folk music of his home region not only as a researcher
and author, but also as a music editor and musician himself. See
multimedia CD 200 Jahre Volksmusikalisches Gitarrenspiel in Tirol,
Tiroler Volksliedwerk TVW 011, Innsbruck 2005 (https://www.
volkslied.at/200-jahre-volksmusikalisches-gitarrenspiel-in-tirol/).
2. See p.6.

3. “Die Gitarren der Tiroler Nationalsinger”, Jahrbuch des Oster-
reichischen Volksliedwerkes, vol.72, Vienna 2023, pp. 99-112.



Entry ticket to a concert of Ludwig Rainer, St-Petersburg, c.1860.
Museum in der Widumspfiste Fiigen.



INTRODUCTION

A lot of research and writing has already been
done about the Tyrolese minstrels who travelled the
world in the 19" century and spread Tyrolean songs.
Publications by Martin Reiter' and most recently by
Sandra Hupfauf? paint a highly colourful and very
detailed picture of a cultural phenomenon, that, in its
balancing act between tradition and commerce, still
has some significance in the present day.

An exhibition in the Tiroler Volkskunstmu-
seum (Tyrolean Folk Art Museum) in Innsbruck
under the motto “Wir Tiroler sind lustig — Die Rolle
der Volksmusik fiir den Tourismus” (“We Tyroleans
are Merry — The Relevance of Folk Music for
Tourism”) illustrates this in an exemplary manner.
According to Karl C. Berger in his foreword to the
catalogue,’ the initial idea for the exhibition was a gift
to the Volkskunstmuseum — a guitar that belonged to
the Geschwister Buchberger, a singer group from the
Zillertal that was highly popular during the 1930s.
Nothing fancy, just a simple manufactured instru-
ment from the Viennese music shop Stanberg, but
paired with a couple of original “Lautenbinder” (lute
straps) from the time, it makes for a nice emblem of
the cultural phenomenon. [Fig.1]

For me, the exhibition was an impulse to take a closer
look at the guitars of the Tyrolese minstrels, which are
displayed in numerous illustrations.

At the beginning of the 19* century, two trends
relevant to this topic came together — on the one hand,
the awakening interest of the educated classes in folk
culture and thus the enthusiasm for folk songs, and
on the other hand, the establishment of the guitar as a
new instrument of fashion. Vienna was an important
centre in both areas: for the collection of folk songs
(Sonnleithner collection, Zischka-Schottky) and per-
formances by “Salon Tyroleans” such as the “Tyroler
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Wastl” (a character from the homonymous Singspiel
by Emanuel Schikaneder and Jakob Haibel, Vienna
1796) and as a metropolis the guitar with personali-
ties such as Mauro Giuliani (virtuoso and composer),
Anton Diabelli (composer, arranger and publisher)
and Johann Georg Stauffer (guitar maker). This means
there are numerous points of contact: the songs pop-
ularized by the national singers appear in all sorts of
arrangements and variation sets for the guitar.



OrpPOSITE PAGE: Guitar from the estate of Martin
Buchberger.  Tiroler ~Landesmuseen/Volkskunst-
museum, inv. no. 33638 (photo: Johannes Plattner).
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First page of the song “Auf d’Alm”, excerpted from the song collec-
tion Zjroler Alpengesiinge, published by Anton Diabelli & Comp.,

Vienna 1830. Private collection of the author.
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Diabelli in particular took advantage of the
seemingly genuine down-to-earth appeal, e.g. with
three different arrangements of the songs by Zischka/
Schottky (24 original Lindler based on the most
popular folk tunes for singing, csakan and flute, each
with guitar accompaniment, published in Vienna
in 1820 by A. Diabelli & Comp.)* or the Tyroler
Alpengesinge by Paul Scho[n]er (a court opera singer
coming from Wildschénau who became known as
the actor “Tyroler Wastl”).> [Fig.2] Carl Eulenstein
then published Tyrolese Melodies for guitar solo in
England® — probably on the occasion of the perform-
ances by Tyrolese minstrels — based on the arrange-
ments by Ignaz Moscheles” and Schoner/Diabelli.
One of these songs, “Wann i in der Frith aufsteh
(“When I get up in the morning”), is one of the most
frequently varied themes in classical guitar litera-
ture — all important guitarists of the 19" century had
an air tirolien in their repertoire.

THE “NATIONALSANGER” PHENOMENON

Since the late 18" century, various ensem-
bles of travelling folk musicians have performed
under the names “Nationalsinger”, “Alpensinger”
or “Natursinger” and embodied down-to-earth folk
culture with their music and dance performances. In
the 19* century there were mainly groups from the
Zillertal such as the families Rainer, Holaus, Hauser,
Strasser and Leo, but also Styrian singing societies
such as those led by Carl Fischer. Originally created
as a sales-promoting activity by travelling traders, the
musical performances became extensive concert tours
to, among other places, England, Russia and America.
The Rainer family had such great success there that
numerous ensembles appeared in their wake as
“Tyrolese Minstrels”, who were by no means Tyrolean.
The repertoire soon went beyond folk songs and the
salon and theatre songs written in this style (such as

“Wann i in der Friith aufsteh”) and also included music
from musical plays and operas.

While the “Nationalsinger” fashion in the
19" century was still an expression of national
romanticism or longing for home (for emigrants in
America), in the 20" century it was exploited for
tourism. In the post-war period, the Engel family and
the “Kitzbitheler Trachtensinger” were important
brand ambassadors, and clichés of down-to-earth folk
culture were entertained in so-called “Tyrolean eve-
nings”. In addition to typical folk instruments such
as the zither, harp or “Hélzernes G'lachter” (a kind
of xylophone), the guitar was an essential part of the
accompanying instruments in most ensembles.

THE GuUITAR IN TYROL?

There is only little evidence from the early
19" century for the guitar being present in Tyrol. In
1809, composer Joseph Alois Holzmann from Hall
saw and heard a guitar for the first time, played by his
fellow composer Johann Baptist Ginsbacher (born
1778 in Sterzing, died 1844 in Vienna).’
Around 1820, Johann Fritz (born 1783 in Pfaffen-
hofen, died after 1825 in Innsbruck) created a
personal guitar model with a pear-shaped body, which
was often copied and became quite popular (up until
the early 20™ century), thanks to model variants by
prominent makers such as Victorin Drassegg, Bernard
Enzensperger and Ludwig Reisinger.
The “Innsbrucker Lauten” built in Mittenwald after
Fritzs model were particularly appreciated by folk
singers in the early 1900s. Other Tyrolean guitar
makers were Josef Gschwenter (born 1838 in Mals,
died 1894 in Innsbruck), Josef Ennemoser (1875-
1953, Merano) and Otto Body (born 1857 in
Debrecen, died 1936 in Innsbruck).

A pioneer of the guitar in Tyrol was Leonhard von



B Die Ur- Rainer |
® &- inhermelinbesetstem ShantasieRostim, indem sie  *
vor Ronig Seorg V. v.England in London singen mussten.

SIMON

HOLAUS, VEIT RAHM, LUDWIG RAINER,
KLIER, and Madlle. MARGREITER,

TYROLESE WALTZING AND SINGING. ¥

HE TYROLESE MINSTRELS (the RAINER family) very

respectfully inform the Public, that at the desire of many distinguished per-
sonages, they purpose giving on MONDAY, July 2, and every succeeding day,
at three o'clock precisely,in the CONCERT ROOM of the EGYPTIAN HALL,
PICCADILLY, in addition to their present popuiar Vocal Performances, n cha-
racteristic specimen of the WALTZ, as danced in their native country, dressed
in full costume; which dance they had lately the honour to perform hefore the
Court at Windsor on two succeeding days, and to be sanctioned by the most
flattering marks of the Royal approbation, Tickets 3s. may be had of Mr.
‘Willis, Reyal Musical Repository, Egyplian Hall. o
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The Rainer family on the occasion
of a performance at the Royal Court
in London in 1827, hand-coloured
engraving of unknown origin, Hei-
matmuseum Kufstein, inv. no. PS2
(photo: Johannes Plattner © TLM/
Volkskunstmuseum).
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“The Tyrolese Minstrels”, advertise-
ment for a concert of the Rainer
Family at the Egyptian Hall (Lon-
don) in 1827. Davenport Collec-
tion, N1998 Ep.EH52 (www.daven-

portcollection.co.uk).
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“Tyrolese Minstrels”, engraving group portrait by Sewell, New
York & Baltimore, 1831. This portrait of an unidentified ensem-
ble is quite remarkable, as the level of detail allows us to identify
very clearly the two guitars in use. These are so-called “Molino-
models” (named after Francisco Molino), which were built in three
different Mirecourt-based workshops — Mauchant Fréres (as the
guitar opposite), Cabasse-Visnaire and Coffe — during the 1820s.
While the guitar on the right is mostly hidden by the player turn-
ing his back to the viewer, as he appears to be conducting the
group, the specific shape of the head leaves no room for doubt:
he is certainly playing the same model as his colleague on the left.
Digital archive Hofmann.

A so-called “Molino-model” guitar, posthu-
mously named after the model promoted by
Francesco Molino; Mauchant Fréres, Mirecourt,
c.1822. Private collection Erik Pierre Hofmann.
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The Rainer Family, engraving by Ben-
jamin W. Thayer, Boston, c.1840.
While this and the following group
portrait (see below) where made at
virtually the same time at the same
place, the guitar (which is unidenti-
fiable in both pictures) changes from
one that has no overlaying fretboard
to one that has. Private collection
Erik Pierre Hofmann.

rl.\‘l{”l ?
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Engraving from the title page of 7he Cel-
ebrated Melodies of the Rainer Family
Adapted for the Piano Forte, published by
Oliver Ditson, Boston, c.1841. Private

collection Erik Pierre Hofmann.
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Call (1767-1815), who came from Eppan in South
Tyrol. He worked in Vienna as a tax officer since 1796
and composed over 150 works for guitar. His chamber
music in particular was highly appreciated in his days
and frequently reprinted in Germany and in France.
It was probably him who first introduced the above
mentioned Ginsbacher to the guitar.

The instrument also played an important part in the
musical life of the noble family von Tannenberg. Count
Alois von Tannenberg took lessons with Ginsbacher,
Kreszenz met Mauro Giuliani in Vienna and became
dedicatee of his Variations op.103. Anna Prantl, before
joining the famous Rainer singers, worked as a cook for
the Tannenberg family."® Considering that the family
owned a harp by Franz Brunner, this might explain
how the Rainers got hold of a guitar by Brunner.

THE ROLE OF THE GUITAR IN
“NATIONALSANGER ENSEMBLES

A key factor for the guitar's popularity in the
early 19" century was its suitability as an accompa-
nying instrument. It was easily accessible from a finan-
cial, musical and technical point of view ' and was used
in both folk songs and art songs (in the latter particu-
larly as an attribute for the folk tone). August Swoboda
in the foreword of his guitar method for ladies says:

“The guitar never touches the senses so much as it
does at night, particularly a deep night, when the
player is almost invisible. It is then that its sweet,
melancholic sounds drop in the night; an irresist-
ible, sweet complaint that even in relatively untu-
tored hands exerts a force which is almost magnetic.
Combined with a sonorous and trained mascu-
line voice, it forms a delightful, harmonious whole
which fulfils all expectations. Such is the vocation
of this amiable instrument which, despite all the
augurs of its imminent and definite decline, has

plenty enough admirers and players to ensure its
existence for eternity.”!?

At the turn of the 20" century, guitar playing
experienced another heyday (after a crisis of several
decades). It was, especially in southern Germany, sup-
ported by the “Wandervogel””> movement, whose
members used to perform songs outdoors, accompa-
nying themselves on guitars (or lutes in guitar tuning),
and by "Lautensidnger” (lute singers) who gave con-
certs revisiting old song material and created new
songs in the spirit of the old. Hence, there were count-
less points of contact with traditional folk music and
also classical guitar music.

Prominent guitarists such as Luise Walker and Karl
Scheit in Vienna or Heinrich Albert and Heinrich
Scherrer in Munich were rooted in the “Wandervogel”
movement.

In Tyrol, this movement was particularly embodied by
Emil Winkler, Franz Moll and Josef Poll; the tradi-
tion extended through Josef Weingartner, Karl Blum,
Robert Berchtold and Hermann Heinrich still into
the late 20™ century.

The role of the guitar for the national singers
of the 19" century was, of course, primarily that of
an accompanying instrument, both for singing and
in instrumental performances. But individual concert
programs and reviews also show solo performances of
guitar duets, some requiring technical skills that go far
beyond the skills of average amateur accompanists.
However, this primarily concerns those “Tyrolese
Minstrels made in USA”, who appeared in America
before the Rainer family and especially in their wake
and performed their own compositions such as “The
French Revolution, a Characteristic Fantasy for
Guitar”." Even if the Rainers themselves were not vir-
tuosos, their influence on the development of guitar
playing in America is insignificant, as described by
David Bradford:
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ARRANCED FOR THE
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Aot fo7 gold or precious stones. ‘ The Nighlengale.
The Hauser folia song. Better thar gald
Tyroltiarn Fatherlond. Wiat sard 76, o7 lhe sweetheart
Tlee SLyrian Exile,or longing for home. The Alpine Horze.
The Happy Mountaineer:
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Published by OLIVER DITSON N5 Washington St.
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Title page of 7he Melodies of the Hauser Family, Arranged for the Piano
Forte, published by Oliver Ditson, Boston, c.1848. While the depic-
tion of the guitar does not reveal a sufficient amount of details to ascer-
tain its origin, the dark side paired with a black neck could hint at an
American-made guitar, which the Hausers would have borrowed or

acquired on tour. Private collection David Kyger.
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BRINLEY HALL!

CONCERT

—OF THE——

ASER_EAMILY,

1]

L O

TYROLESE MINSTRELS,

Who beg leave to jafurm the citizens of Worcester that they will hare the honor of appear
. o Thin o vha abeve sl pince i

ON MONDAY AND TUESDAY EVENINGS,
DHOEMEBER 11 and 13,

SOLOS, DUETS, QUARTETS,

AND MELODIES OF THE ALPS,

IN THEIR NATIONAL COSTUME.

‘THE FAMILY CONSISTS OF

Miss TERESA HAUSER, - - Boprano.
Mrs. MARIA HAUSHR, - o Oontralto.
M. FRANZ HAUSHR, - - = Tenor.
Mr. SEFPA HAUSER, = - Baritone.
Mr. Geo. HAUSEHR, - = = Bass,
PART IX.

SOLO—*The Wild Hunter of Tyrol” the whole Fomily, « +  Havsens,
wer'n_-m.i:gsup'a:m- s.n:':,‘i'l_r;... wd Mi, Fraoa, with

Zi Guitar e e e e
BASS SOLO AND CHORUS—Tho Nightiagale,” + = =+ = . Hupsms
QUINTET—'The Hanser Polka,” =+ - - - =~ - - - Hisms
GRAND POT POURRI—For the Zither and Guitar, from different Airs and

Songe. Ammged by - - - - - - - - Havszas.

PART II.
QUINTET—The AlpneHors = - - o - - - - Rumm.
SOLO AND CHORUS—" What does be say?” Comie. - - . Havsms
SOLO—* Not for Gold nor Precious Stone.” z.ﬁ’.".' il T e
L EhpiESEERL | hesanens
T teal il Mghetse. There wouid Lomeva sy,
e i AT
e v plesrura pwells To wake & engeis sc.

DUET—"The Drunken Man" with Lagghing Choras, - - - -  Hivesss,
THE GRAND HAUSER per [ Ao
PART IIL
QUINTET—* The German Flag of Liberty,” in English. -« . . Havemas.

“When cuce the black, the red and gold, No more stazd in mock and scorm,
hal v gt e wid, Bt wimd in 1gh, thayl dse £a urn
Oer all the Uerman -r-
Disgrace and sbazx + thall pass sway; Then ruise the ! et ouch fold
‘S Dermm bl b viiog day, Bk e bty s, sed goid,
With freedon's promise crowned.
3 "—*The Lavers Quarrel,” with Choras. Havazas
TERZET—The Rhine Echo. 5 Havszas
‘THE MUSICAL MARGARETTA—Comic. « = Havsses

& TICKETS TWENTY-FIVE CENTS, &
OHILDREN, sceompanied by their Parents, HALF PRICE. Tickets 1o be obuined at the
principal Hotals, Book Btores, and the Door.

Doors open at 6 1-2——To commence at 7 1-3 o’clock, precisely.
TCORAING & GEERINN, Friniers, No. 10 Contral Eichangs, Wessesier,

Advertisment for a concert of the Hauser
Family at Brinley Hall, Worcester (Massa-
chusetts) on 1 January 1848. Private collec-

tion David Kyger.
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THE TYROLESE MINSTRELS,—FROM A PHOTOGRAPH TAKEN BY BEARD, BY DESIRE OF H. R. H. THE DUCHESS OF KENT,

THE TYROLESE MINSTRELS.

THE company of artisies who sing the music of the Tyrol comprise
Mdlle. Margreiter, Simon, Holans, Veit, Ludwig Rainer, jand Kleir.
Their performances commenced on the 28th ult. at the St. James’s
Theatre, under the patronage of the Duchess of Somerset. The Tyro-
lese Minstrels have sung at Windsor Castle and Frogmore House, in the
presence of her Majesty, Prince Albert, and the Duchess of Kent ; and
recently at the Pavilion, Brighton, before the Duchess of Gloucester,
Testimonials of the Master and Comptroller of the Royal Households,
expressive of the gratification of the Queen, Prince Albert, and the
Duchess of Kent, have been granted to the singers, and
they are also bearers of testimonials from the Emperors of
Russia and Austria, the Kings of Bavaria, Saxeny, and Wir-

temberg, the Duke of Saxe-Coburg, &c¢. Nothing can be more picturesque
than the costumes of the Tyrolese Minstrels, and nothing can be more
curious and original than the harmonised melodies which they interpret.
amateurs who are curious in studying musical nationalities, will find
suggestive matter in listening to the music of the Tyrol.

This singing troupe are natives of the valley of Tullerthal ; they came
to England to see the Great Exhibition. Two of this company belong
to the Rifleman corps of the Tyrol, and are decorated with silver medals
from the Emperor of Austria. The bass singer, Herr Holaus, has tra-
velled with the celebrated Rainer family through the United States of
America, where they have met with the greatest success. M. Rainer,
the son of the celebrated Rainer family, is in possession of a Tyrolean
belt presented from George IV. to his father. The belt has in front the
Royal arms, and is of the most handsome workmanship.

“The Tyrolese Minstrels”, newspaper article in the “Illustrated
London News” of 6 December 1851, reporting of the group’s
recent performances, in particular those “at Windsor Castle and
Frogmore House, in the presence of her Majesty”. Davenport
Collection, N1998 Ep.EH52 (www.davenportcollection.co.uk).
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Tyrolese Singers, daguerotype by Richard Beard, London 1851/52.
The Royal Collection Trust, London.

Floral mother-of-pearl inlay
in the fretboard of a guitar
by Glaesel. Private collection
and photo Christof Hanusch.
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“Broadly speaking, all subsequent singing groups
using the guitar as the principal accompaniment
instrument, including modern rock & roll and
country bands, owe a debt to these European
groups.” "

A name that appears often in the national singers'
concert programs is that of Johann Decker-Schenk
(1826-1899), son of the Viennese guitar maker Fried-
rich Schenk and a travelling guitar virtuoso, singer
and composer. As the director of an opera ensemble,
he travelled through Russia in the 1860s and mar-
ried in St. Petersburg, where (after an intermezzo of
several years in Tiflis) he worked as a theatre director
and guitar teacher until the end of his life. The Rainer
family worked with him during their stay in Russia,'®
and we can also find guitar duets and other composi-
tions by Decker-Schenk in the programs of American
vocal ensembles in Tyrolean costumes.

THE INSTRUMENTS

Two guitars from the 19 century that belonged
to Tyrolese Minstrel groups still remain:

1) Theres Prantl's guitar [Fig. 16-19]. Theres Prantl
(1839-1932) was the main attraction of the Rainer
Singers (known as the “Iyrolean Nightingale”)
since the 1850s and an excellent guitarist who also
performed Lindler of her own composition.'” Her
instrument is a Viennese guitar by Franz Brunner
(1786-1840), probably from around 1822. This
is an extremely rare model with the label “Nach
Angaben von Franz Gr. Seegner” (Seegner, 1795-
1876, was a prominent Viennese composer and
guitarist who published a guitar method and
other works for guitar in the 1820s and 30s).
Brunner was mainly known for his harps, but the
few guitars from his workshop known today are

also of high quality. In contrast to the design of
Brunner's standard model as shown in the label
below [Fig.14], the “Seegner model” is based on
the "Legnani model" by Johann Georg Stauffer'®
(also see the guitar in the engraved portrait of the
Rainers, made in London in 1827 in London)
[Fig. 3]. The bridge was changed later: the enhance-
ment of the Rainer family’s photographic carte de
visite reveals the original one. [Fig.17]
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2) The guitar of the Leo family (Museum in der
Widumspfiste Fiigen, on loan from the Leo family
in Zellberg). It is not signed, but the shape of the
body, inlays and head are features that strongly
remind of the Placht brothers' production from
around 1850. They originated from Schénbach in
Bohemia and had departments in Vienna and Pesth.

It is again a “Legnani model” with a floating finger-
board, but bears only 21 frets. [Fig. 20,21]

No other guitars from the first generation of national
singers are known. Written sources and documents
with informations pertaining to such instruments
have not yet been found, which is why iconog-
raphy remains the most important source. There are
numerous images of Tyrolese minstrels — lithographs,
daguerreotypes, photographs, postcards. Most of



“Die Tiroler Familie Rainer in
St. Petersburg”, photograph of
unknown origin,  St. Peters-
burg, c.1860. Tiroler Landes-
museen/Volkskunstmuseum.

B

Photographic carte de visite of
the “Singergesellschaft Ludwig
Rainer”, Hermann Blum, Stutt-
gart, ¢.1885. Tiroler Landes-
museen/Volkskunstmuseum
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Guitar by Franz Brunner (Vienna, prob-
ably around 1822) from the estate of
Theres Prantl. Heimatmuseum Kufstein,
inv. no. 8.25 (photos: Stefan Hackl).




Anonymous guitar, probably made in Schén-
bach around 1850, owned by the Leo family,
on loan in Museum in der Widumspfiste Fiigen

(photos: Stefan Hackl).
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them feature at least one guitar, some even two. Many
of the guitars can be assigned to a specific model or
type, and some of them can be identified with a cer-
tain degree of accuracy. In many cases those are plain
instruments, predominantly providing from larger
manufactures located in the Vogtland or in Mitten-
wald. [Fig.40]

But some guitars stand out: One of the most iconic
images of the Rainer family dates back from their first
tour in England (1827). [Fig. 3] They are wearing fan-
tasy costumes made by a London tailor, and the guitar
in Maria Rainer's hands reminds the work of the Vien-
nese master Johann Georg Stauffer (1778-1853) —
again a “Legnani model”. In cooperation with the
Italian virtuoso Luigi Legnani (1790-1877), Stauffer
had developed a model that featured some innovation
innovations, such as the raised fingerboard with 22
frets, which were patented in 1822. Another trade-
mark of the most expensive Stauffer guitars was the
volute-shaped head with lateral tuning machines — a
design that became the emblem of American electric
guitars almost a century and a half later."”

On the lithographed frontispieces of sheet
music editions of the Rainer family in Boston, around
1840, respectively Margarethe Sprenger and Simon
Holaus are shown playing the guitar, yet unidentifi-
able plain models with wooden pegs. [Fig.7, 8]
Photographs from Rainer’s trip to Russia (1858-1868)
show Isabella Prantl (Theres and Anna Prantl’s sister,
see above) with a seven-string guitar. [Fig.22,24]
Since ¢. 1800, an idiosyncratic guitar playing tradi-
tion had developed in Russia, based on a 7 strings
configuration tuned in open G major (D, G, B, d, g,
b, d’).° The guitar in her portraits displays another
noteworthy detail, which is a right hand rest — a highly
specific device which is also depicted in a painting
by Konstantin Makovsky (1839-1915) from 1856,
[Fig. 23] featuring what is certainly a guitar by Ivan
Krasnoschekov (1798-1875).
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OprrosITE PAGE (TOP): Isabella Prantl
with a Russian guitar, hand-coloured
photograph, St-Petersburg, c.1865.
Private collection Martin Reiter.

OPrPOSITE PAGE (BOTTOM): Portrait of
Yegor Makovsky, oil painting by Kon-
stantin Makovsky (1839-1915), Russia
1856. Tretyakov Gallery Moscow, inv.
no.9210.

Isabella Prantl with a Russian guitar, hand-
coloured photograph, St-Petersburg, c.1865.
Private collection Martin Reiter.
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“Chanteurs tyroliens”, engraved group portrait of the Oettl fam-
ily, published in the magazine LTllustration, journal universel
(Paris) on 11 April 1846. Although the depiction of the guitar
is not detailed and accurate enough to clearly identify the instru-
ment, it appears to be of French making. The accompanying cap-
tion reports that the ensemble composed by Franz, Josef, Ludwig
and Katherina Oettl recently toured through parts of France and
just arrived in Paris. They are hailed for their vocal performances,
which described as follows: “They utter those guttural sounds and
lines (jodlen) that are part of nearly all refrains of their airs tyro-
liens with such surprising ease and audacity, that they seem to re-
create the singing of their native mountains’ birds. One of the
group members accompanies the songs by playing chords on a
guitar.” Private collection Erik Pierre Hofmann.

Guitar by Jean-Francois Lavigne, Paris, ¢.1810. The general out-
line and proportions of this model seem to match the instru-

ment represented above. Courtesy of Erik Pierre Hofmann.
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'The Holaus family, cabinet card portrait by Cyrus Voss Bark, Clifton/
Bristol 1868. The guitar in the picture is evidently an English guitar
in the style of Louis Panormo. Interestingly, another photographic
portrait of the Holaus family from roughly the same time period
shows them with a French guitar. Private collection James Westbrook.

Guitar by Louis Panormo, London 1838. While chances are slim
that this could be the exact instrument from the picture above,
it is the very same model. Courtesy of Erik Pierre Hofmann.
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Thevariousguitars played by Simon Holaus (sev-
eral pictures show him with a guitar) probably come
from the Vogtland, as ornaments and structural
details suggest. Since local instrument makers were
not permitted to sign their instruments — for this was
a dealer’s privilege — they can rarely be attributed to a
specific workshop with absolute certainty. Vogtland-
made instruments were inexpensive and distributed
basically everywhere where there was demand in
sturdy, inexpensive guitars; they were distributed in
numbers by Johann Grof§ in Innsbruck.

In the guitar in the English daguerreotype from 1850,
an inlaid flower motif in the fingerboard on the top
is noticeable. [Fig.12] This was a trademark of the
Klingenthal guitar makers (as for example Christian
Friedrich Bauer) around the middle of the 19" cen-
tury, and occasionally also used by makers from
Markneukirchen. [Fig.13] In this case, some stylistic
elements and ornaments point to a member of the
Glaesel family.

In another picture from the Holaus family's trip to
England, the guitar is clearly identifiable as an Eng-
lish product. [Fig.27] The head and bridge recall the
work of the Panormo family [Fig.28], well-known
for their guitars “in the Spanish style” (as an inscrip-
tion on the engraved labels claimed).

Around the turn of the century, the Rainers
used a contra guitar as accompanying instrument.
Franz Rainer is shown in several photographs with
a 15-string contra guitar. [Fig. 39] It appears to be a
Bavarian school instrument, built around 1900, pos-
sibly by Ignaz Roider or Hans Raab.

In general, from 1900 onwards guitars with addi-
tional bass strings (contra guitars) were often used,
[Fig.31-34,37,39] as well as (bass) lutes in guitar
tuning. One bass lute for example can be seen in a
postcard of the Tyrolese ensemble “D’Echten Fern-
stoaner”. [Fig. 38] And a particularly rare bass guitar
model is displayed on the cover of a collection of songs

by the singing duo Dr. Mahrenberger-Cutic [Fig. 32]:
it is a 10-string “Bogenguitarre” with an extended res-
onance body, based on the model by Friedrich Schenk
(Vienna 1844), as it was copied at the beginning of
the 20 century by southern German guitar makers
such as Hans Raab, Paul Kochendérfer or the Unico-
Hensel company in Munich. [Fig. 33]

Finally, let us have a look at two personalities
from the 20™ century who are closely linked (but
not to be reduced) to the “Nationalsinger” fashion:
Jakob Ortner (born 1879 in Innsbruck, died 1959
in Payerbach),”! accompanied the “Nationalsinger
Egger-Rieser” for almost two decades and owned his
place in history as the world's first professor for guitar
playing. Song accompaniment played an important
role in his teaching at the Vienna Academy and in the
“Osterreichische Gitarre-Zeitschrift” (Austrian guitar
magazine) he edited, as the academic curriculum
issued in 1924 shows. His wife Hermine Ortner-
Lener performed as a lute singer and made the songs
of Josef Poll and Franz Moll known beyond Tyrol.
The photograph shows Ortner with a contra guitar
by Ludwig Reisinger. [Fig.34] In addition to this he
owned a guitar in the Innsbruck shape [Fig. 29, 30],*
various Viennese guitars and even a Tieffenbrucker
lute. Since 1930 he mostly played a guitar by Alfred
Vidoudez (Geneva 1929).

Fritz Engel (born 1904 in Berlin, died 2004
in Reutte) and his family” became the most pro-
minent representatives of Tyrolean folk music in the
post-war period and travelled the world, holding
high the tradition of the Tyrolese minstrels. [Fig. 35]
Fritz Engel was originally a concert guitarist, and as
such played a guitar by Francisco Simplicio (Barce-
lona 1929). His daughter Helga Engel (born 1939)
also studied classical guitar. As a child she played a
terz guitar by Richard Jacob “Weissgerber” (Mark-
neukirchen 1926). [Fig. 36]



Cabinet card portrait of the “Erlacher Trio”, Tyrol or southern Bavaria,
1880. Maria Erlacher plays a guitar from Mittenwald in the distinctive
style of the instruments made in the 1820s by Johann Fritz (see guitar
opposite) and Victorin Drassegg. Private collection Erik Pierre Hofmann.

Guitar by Johann Fritz, Innsbruck,
c. 1820. Private collection of the author.
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Postcard of the ensemble “Altmiithlthaler W. Bittl-Truppe”, Bavaria 1911. This col-
ourful ensemble originated from Regensburg in Bavaria, but maintained the tradition

of the Tyrolese “Nationalsinger”. They played songs and dance music (“Schrammel-
musik”) from Bavaria, Tyrol, Styria and Vienna. Their instrumentarium was accord-
ingly abundant: violin, bandoneon, upright bass, three different types of citherns,
two so-called ““Hoélzerne Glachter” (xylophones from the Zillertal), a true arsenal
of cow bells and chimes and, last but not least, not less than three guitars! Two of
these being contra guitars (with respectively 13 and 15 strings), the third a Vien-
nese-style six-string guitar with adjustable neck. While the contra guitar on the left
could be one made in Mittenwald, the one on the right could be by Hans Raab.
Private collection Erik Pierre Hofmann.
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Title page of “Vertraute Alpenklinge” (“Familiar sounds from the Alps”),
a collection of songs from the repertoire of the duo Dr. Mahrenberger-
Cutic, Innsbruck 1957. Private collection of the author.

Bogenguitarre by Hans Raab (based
on a model built by Friedrich
Schenk in 1844), Munich 1904.

Private collection of the author.
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Further illustrations of “Nationalsinger” with

guitars can be found in the above mentioned publi-
cations by Reiter and Hupfauf, the exhibition cata-
logue “Wir Tiroler sind lustig”?* and in  7he Renewed
Guitar — The Instrument's Evolution Seen Through
Period Pictures 1775-1925.%
The websites http://www.78erPlatten.at/tirol%20
nationalsaenger.html and http://www.tirol-schellack.
at/Sammlung.html are excellent sources for photos
and sound recordings, while https://www.sagen.at/
doku/Tiroler_Nationalsaenger/Geschichte_Tiroler
Nationalsaengertum.html features a lot of additional
informations and material on the subject.

CONCLUSION

When interest in folk music and the first heyday
of the guitar came together in the early 19% century,

ECGGER: RIESER-BIERWASTL- JNNSBRUK,

the guitar became the most important accompanying
instrument for travelling folk singers. The songs made
famous by the Rainer and Holaus families and other
ensembles appeared in numerous arrangements and
variations for the guitar, and the spread of the guitar
was particularly stimulated in America by “Tyrolese
Minstrels”.

The guitar is represented in a large number of his-
torical images of national singing groups, and some
of the instruments depicted are still preserved. The
majority of those guitars on display are plain instru-
ments that perfectly serve the purpose of simple
song accompaniment. However, economic success
may have made it possible for some players to pur-
chase quality instruments. The guitars of the Rainer
and Holaus families were all of good quality, some
were even master instruments. On their travels, some
brought their own instruments, while others either
bought or borrowed (a) guitar(s) locally.

Postcard of the “Egger-Rieser” ensemble, featuring Jakob Ortner playing a contra
guitar by Ludwig Reisinger (Vienna, c.1900), Innsbruck, c.1910. Courtesy of

Edmund Palfinger.



120 verschiedene Instrumente spielt die sieben-
kopfige Familie Engel in der Tiroler Ortschaft
Reutte. Alle Arten von Soiten-, Blosinstrumenten
und Sdllugzwg uﬁﬂeﬂ mit jhren Tonen
das Haus des N h darunter so selt

wie der ,,Schwedusthe Holzschuh”, eine Art
Mandoline in Form eme! geschnitzten Holz-
chuhes, wie ihn in den die Bavern §
tragen. AberuuchMuullmmmal Raffele, Sd\wege! §
pfeifen und Glodkenspiele hért man im House.
Die sieben begabten Kinder — Maxl, Hansl, Fritzl,
Pauli, Kosl, Resl, Liesl] — werden Gberall die Engel
von Reutte genannt. Sie sind schon oft im Rampen-
licht gestonden und waren ouch fir deufsche
Fernsehsender - titig. Nun hoben sie sogor
eine Einladung nach Amerika in der Tasche. _
PHOTOS: WIENER KURIER IIIIIADMER

Excerpt of an article on the Engel family from Reutte (Tirol) in
the Wiener Kurier (1954). Trained by their parents, the seven chil-
dren play over 120 different instruments. The youngest is por-
trayed holding a terz guitar by Richard Jacob “Weissgerber”
(Markneukirchen 1926), who is also the maker of the lute in the
foreground. Fritz Engel holds his guitar by Francisco Simplicio (Bar-
celona 1929). The maker of the guitar on the right is unknown, but
it appears to be yet another instrument from the Vogtland region.
Private archive of the Engel family.

lérz guitar by Richard Jacob “Weiss-
gerber”, Markneukirchen 1926. This
is the very same guitar as in the picture
above. Private collection of the author.
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Gesang-, Musik- und Tanzer-Truppe

A. Scheiring.

Dir.:

D’echten Fernstoaner aus Tirol.

Postcard of the ensemble
“Tobias Wilhelms Tiroler
Gruppe”, Tyrol, ¢.1920.
The special shape of the
double-neck guitars sug-
gests that it is of Ger-
man make. Private collec-

tion Edmund Palfinger.
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Postcard of the ensemble
“D’echten Fernstoaner”,
Zirl, c.1925. Private col-
lection Edmund Palfinger.
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Postcard of the “Tyroler

Concertsinger- und
Tinzer-Gesellschaft
Franz Rainer”, Dort-

mund 1902. Private col-
lection of the author.

Fi.40

Postcard of the ensemble
“Forgs echte Tyroler-Ge-
sellschaft”, Silz, c. 1930. This
one features a simple six-
string guitar, probably made
in Mittenwald. Private col-
lection Edmund Palfinger.

Forg’s echte Tyroler-Gesellschaft aus Silz Oberinnthal, Tyrol.
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Tue RENEWED GUITAR —
THE INSTRUMENT,S EVOLUTION
SEEN THROUGH PERIOD PICTURES
(1775-1925)

,
La GUITARE RENOUVELEE —
L’EVOLUTION DE L'INSTRUMENT VUE
A TRAVERS LES IMAGES D EPOQUE

(1775-1925)

» Hardcover and sleeve

> 392 pages (297x270 mm)

» Weight c. 3,25 kg

» Over 550 colour illustrations
» ISBN 978-2953886832

» 150,00 €

In English. En francais.

FrRANZ SCHUBERT —
39 LIEDER MIT
(GITARRENBEGLEITUNG
39 SONGS WITH (GUITAR
ACCOMPANIMENT

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

Auf Deutsch. In English.

StAUFFER & 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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