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THIS DISC PLAYS ON ALL CD PLAYERS 

^ This Mercury Living Presence SACD of Rodrigo and Vivaldi guitar concertos presents, for the first time, these 

5 unique interpretations from the Romeros family in their original 3-channel (left, right & centre) versions. In addition 

£ to this direct-to-DSD 3-channel stereo, the disc includes a new DSD stereo, plus the original CD transfer. 
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THE ROMEROS 
Celedonio, Celin, Pepe and Angel 
San Antonio Symphony Orchestra 
Victor Alessandro, Conductor 

JOAQUtN RODRIGO (1901-1999) 

Concierto de Aranjuez for Guitar 
and Orchestra 

m 1. Allegro con spirito 5.29 

0 2. Adagio 10.47 

a 3. Allegro gentile 

ANGEL ROMERO, guitar 

4,25 

Concierto Andaluz for Four Guitars 
and Orchestra 

0 1. Tiempo de Bolero 9.05 

0 2. Adagio 9.01 

0 3. Allegretto 6.51 

CELEDONIO, CEUN, PEPE and 

ANGEL ROMERO, guitars 

ANTONIO VIVALDI (1678-1741) 

Concerto in B Minor for Four Guitars and 
Orchestra (Transcribed from the Concerto 
for Four Violins and Orchestra, 
Op. 3, No. 10 (“L’Estro Armonico”) 

0 1. Allegro 3.56 

0 2. Largo-Larghetto 2.06 

0 3. Allegro 

ANGEL, CELEDONIO, PEPE and 

CEUN ROMERO, guitars 

3.21 

Concerto in C for Guitar and Orchestra 
(Transcribed from the Concerto in C for 
Mandolin and Orchestra) 

0 1. Allegro 5.17 

11 2. Largo 2.08 

m 3. Allegro 

CELEDONIO ROMERO, guitar 

2.23 

Concerto in G for Two Guitars and Orchestra 
(Transcribed from the Concerto in G for Two 
Mandolins and Orchestra) 

m 1. Allegro 3.52 

2. Andante 3.22 

m 3. Allegro 

PEPE and CEUN ROMERO, guitars 

3.37 
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1 SACD 3-Channel Stereo requires multi-channel SACD player & compatible surround sound system 
SACD Stereo requires SACD player. CD Audio can be played on standard CD players 

A 3-channel direct-to-DSD transfer from original analogue masters ■ 

Super- Audio CD. SACD, DSD and their logos ;re rv ncompact 

D^D GOOSE) SACD 3-Channel Stereo SACD Stereo CD Audio 
Direct Stream Digital 

RODRIGO & VIVALDI: GUITAR CONCERTOS • THE ROMEROS ^ SUPER AUDIO CD 
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CONCIERTO DE ARANJUEZ 
AND CONCIERTO ANDALUZ 

VIVALDI GUITAR CONCERTOS 

“the’f^omeK'os 
SAN ANTONIO SYMPHONY 

VICTOR ALESSANDRO 



THE ROMEROS 
Celedonio, Celin, Pepe and Angel 
San Antonio Symphony Orchestra 
Victor Alessandro, Conductor 

JOAQUIN RODRIGO (1901-1999) 

Concierto de Aranjuez for 

Guitar and Orchestra 

E 1. Allegro con spirito 5:29 
B 2. Adagio 10:47 
E 3. Allegro gentile 4:25 

ANGEL ROMERO, guitar 

Concierto Andaluz for Four 

Guitars and Orchestra 

E 1. Tiempo de Bolero 9:05 
E 2. Adagio 9:01 
E 3. Allegretto 6:51 

CELEDONIO, CELIN, PEPE and 
ANGEL ROMERO, guitars 

ANTONIO VIVALDI (1678-1741) 

Concerto in B Minor for Four 

Guitars and Orchestra 

(Transcribed from the Concerto 

for Four Violins and Orchestra, 

Op. 3, No. 10 

(“L'Estro Armonico”) 

m 1. Allegro 3:56 

E 2. Largo-Larghetto 2:06 

S 3. Allegro 3:21 
ANGEL, CELEDONIO, PEPE and 
CELIN ROMERO, guitars 

Concerto in C for Guitar and 

Orchestra (Transcribed from 

the Concerto in C for Mandolin 

and Orchestra) 

EE 1. Allegro 5:17 
EE 2. Largo 2:08 
EE 3. Allegro 2:23 

CELEDONIO ROMERO, guitar 

Concerto in G for Two Guitars 

and Orchestra (Transcribed 

from the Concerto in G for Two 

Mandolins and Orchestra) 

EE 1. Allegro 3:52 
EE 2. Andante 3:22 
EE 3. Allegro 3:37 

PEPE and CELIN ROMERO, 
guitars 
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Recorded: Municipal Auditorium, San Antonio, Texas, November 1967 
Recording equipment: 3-track, half-inch tape/three Telefunken 201 microphones, plus a 
fourth for minimal augmentation of the centre stereo channel 
Original releases: SR90488 (Rodrigo), SR90487 (Vivaldi) 
Recording director: Harold Lawrence 
Chief engineer & Technical supervisor: Robert Eberenz 
DSD transfer & 2-channel conversion: Andrew Wedman, 
assisted by Andreas B riming & Claudia Pohl —"s 
DSD transfer & 2-channel conversion at Emil Berliner Studios EMIL BERLINER STUDIOS 

Original CD transfer: produced, musically supervised & 2-channel conversion by 
Wilma Cozart Fine 
Original CD mastering engineer: Andrew Nicholas 
Original liner note editor: Sedgwick Clark 

We would like to thank Wilma Cozart Fine and Bob Eberenz for their advice in the 
preparation of these SACD transfers. 



JOAQUIN RODRIGO 
CONCIERTO DE ARANJUEZ 
CONCIERTO ANDALUZ FOR FOUR GUITARS AND ORCHESTRA 

VIVALDI 
GUITAR CONCERTOS IN B MINOR, C, and G 

One of the most distinguished of 

contemporary Spanish composers, 

Joaquin Rodrigo was born at 

Sagunto, in the province of Valencia, 

November 22, 1901. At the age of 

three he was stricken with blindness. 

Following tutelage from local musi¬ 

cians, including the well-known folk¬ 

lore expert and composer Eduardo 

Lopez, Rodrigo traveled to Paris, 

where, beginning in 1927, he studied 

composition with Paul Dukas. In the 

French capital the young man was 

exposed to the exciting crosscurrents 

of European musical development; 

there he counted among his associ¬ 

ates noted Spanish expatriates, 

including Manuel de Falla, whose 

advice and interest in his welfare 

stimulated him. 

Perhaps the single most important 

influence in the young musician’s ear¬ 

ly life was his master, Dukas. This 

fastidious composer, whose reverence 

toward formal perfection and clarity 

of expression Rodrigo absorbed, 

instilled in the talented, eager 

Spaniard the highest musical stan¬ 

dards. By virtue of being Valencian, 

Rodrigo already possessed a cos¬ 

mopolitan outlook and an indepen¬ 

dent view; through his work with 

Dukas he forged these traits into a 

finely controlled art, with an enviable 

command of every aspect of his craft. 

It may be said that during his Paris 

years Rodrigo was enabled to release 

his creative energies in a purposeful 

manner, crystallizing his viewpoint 

and focusing his talents toward the 

end that he had only dimly perceived 

prior to his period of study in France. 

Rodrigo remained under Dukas's 

watchful eye until 1932. 

In 1933 he returned to his home¬ 

land, whete he was awarded an 
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important scholarship by unanimous 

acclamation. This stroke of fortune 

allowed him to settle in Paris once 

more; he subsequently undertook 

advanced study in music history and 

allied subjects with Andre Pirro and 

Maurice Emmanuel. A scholarship 

extension made his material position 

more secure, enabling him to travel 

widely in Austria, Switzerland, and 

Germany. 

The advent of the Spanish Civil 

War betokened a complete break with 

the comfortable and leisurely past. 

Rodrigo returned to Spain in 1936— 

this time to remain. Despite political 

upheaval, it was a period of consider¬ 

able activity for him: in addition to 

extensive composition Rodrigo direct¬ 

ed a series of radio concerts. By 1939 

the composer had moved to Madrid. 

It was during this period that he 

wrote Concierto de Aranjuez, which 

was recognized immediately as a 

score of prime importance. 

Joaquin Rodrigo's later career has 

amply justified the promise of his 

early years. As Professor of the 

History of Music, University of 

Madrid, he exerted enormous influ¬ 

ence over his country's youth, and 

his work as a critic has been of con¬ 

siderable importance. Among his 

chief compositions are: Heroic 

Concerto (1936-39), Ausencias de 

Dulcinea (1947-48), Concerto galante 

for violoncello and orchestra (1949), 

Fantasia para un gentilhombre 

(1954), and Concert-Serenade for harp 

and orchestra (1954). 

Notes by James Ringo 

The composer provided the following 

notes for his two concertos: 

The Concierto de Aranjuez was 

composed in Paris during the winter 

of 1939, and finally finished a short 

time later in Madrid. Premiered the 

following year, it was an unprece¬ 

dented success in the annals of 

Spanish music. The critics received 

the work with unstinting enthusiasm. 

The date of its first performance has 

come to be an important landmark 

in the history of Spanish music. “In 

effect,” said one music critic, “it is 

impossible to find another Spanish 

work with such exciting picturesque 



qualities and formal perfection. For 

the first time in the history of our 
music the picturesque and the classi¬ 

cal are fused, reciprocally mitigating 

and enlivening each other.” 

The Concierto de Aranjuez takes its 

title from the famous royal site fifty 

kilometers from Madrid on the road 

to Andalucia. It was a place particu¬ 

larly favored by the Bourbons. 

Although the concierto is not pro¬ 

grammatic music, it is the intention 

of the composer to evoke a certain 

time in the life of Aranjuez—the end 

of the Eighteenth and the beginning 

of the Nineteenth century at the 

court of Charles IV and Ferdinand 

VII. It was an epoch subtly charac¬ 

terized by “majas” and bullfighters, 

and of Spanish-American tunes. 

With unprecedented boldness, the 

guitar acts as an opposing voice to 

the orchestra: piccolo, flute, oboe, 

English horn, two clarinets, two bas¬ 

soons, two trumpets, and a string 

quartet. At all times the guitar is the 

soloist, but the orchestra provides a 

fine contrast in its transparent and 

constant sparkle. 

The first movement (Allegro con 

spirito) is one animated by forceful 
rhythm. Not for a single moment do 

its two themes interrupt the insistent 

rhythmic surge. 
The second movement (Adagio) is a 

mournful dialogue between the guitar 

and instrumental soloists: English 

horn, bassoon, oboe, trumpet, etc. A 

deep and steady pulse—four beats to 

the measure—supports the sonorous 

structure of the movement. 

The third movement (Allegro gen¬ 

tile) evokes a courtly dance. The 

combination of two- and three-beat 

measures, and a light, effervescent 

quality in the music, keeps the move¬ 

ment lively until the finale. 

The Concierto Andaluz for Four 

Guitars and Orchestra was commis¬ 

sioned by Celedonio Romero and ded¬ 

icated to him and his sons, all guitar 

virtuosos. Written in 1967, it received 

its premiere the same year in San 

Antonio, Texas, on November 18th. 

This concierto was inspired by the 

music of Andalucia; however, the 

themes are not authentic folk 

melodies, but inventions of the com¬ 
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poser. It consists of three move¬ 

ments. The harmonies and the 
orchestration are composed in the 

popular vein. At times the four gui¬ 

tars carry on a dialogue among 
themselves, on other occasions with 

the orchestra. It is a concierto writ¬ 

ten to display the brilliance of the 

soloists, but at times the orchestra 

also shares the limelight. 

The three movements, Tiempo de 

Bolero, Adagio, and Allegretto, are 

very distinctive within themselves 

and include individual themes of 

unquestionable importance. The 

music of this concierto falls into a 

category which the composer has 

called "Neocasticismo.” The entire 

work, because of the four soloists 

and the orchestration, is very color¬ 

ful and evokes power and energy. 

The Romeros have formed a quar¬ 

tet which is the only one of its kind. 

It is rare to encounter an entire fami¬ 

ly dedicated and consecrated to the 

guitar. Their success has been 

tremendous, and their special stamp 

of identity is their Spanishness. From 

Flamenco to classical music the 

Romeros interpret everything with 

the same devotion and individuality. 
It can be said that the Romeros 

Quartet is characterized by its color, 

authentic musicianship, and virtuosi¬ 

ty on the guitar. This combination 

permits the artists to present truly 

extraordinary interpretations. 

Notes by Joaquin Rodrigo 

* * * 

By the Eighteenth century, the 

political and economic importance of 

Venice had seriously declined, but its 

musical activity remained vigorous. 

Music was a part of its business, 

social, and religious life. St. Mark's 

Chapel, which had attracted 

eminent musicians since the time 

of Willaert and de Rore, was still 

renowned as a center of choral and 

instrumental composition. The 

father of Antonio Vivaldi was one of 

its leading violinists. 

Excused from clerical duties 

because of ill health, Antonio Vivaldi 

(1678-1741) supervised musical 

training at the Conservatory of the 



Pieta in Venice from 1704 to 1740. 

The Pieta was an institution for 

homeless and fatherless girls, similar 
to other pious establishments in 

Naples and Venice during the 

Eighteenth century. Musical instruc¬ 

tion was a major part of the curricu¬ 

lum. It was an excellent environ¬ 

ment for a composer. There were 

always occasions for new works, and 

there was the assurance that they 

would be played by skilled perform¬ 

ers before large and appreciative 

audiences. Most of Vivaldi's 450 

concertos were composed for the 

Conservatory. (His enormous out¬ 

put, which also included operas, sin- 

fonias, sonatas, cantatas, motets, and 

oratorios, might bring into question 

the "poor" state of his health.) 

Vivaldi's concertos had much in 

common with others of the time. 

They were usually performed by 

approximately twenty-five strings 

with the basso continuo played on the 

harpsichord or organ. Woodwinds 

and brass were sometimes used as 

solo or ensemble instruments. 

Vivaldi followed the Eighteenth-cen¬ 

tury style of three movements, but he 

was the first to give the slow middle 

section equal importance with the 

first and final allegros. His concertos 

for several solo instruments are not 
strict concerti grossi, however, 

because the solo instruments are 

treated as individuals rather than as a 

group. The form of the movements 

was in the same pattern that Torelli 

had established in the late 

Seventeenth century. A movement 

began with an exposition of the 

theme by the full orchestra; the solo 

alternated with the recurrent modifi¬ 

cations of the theme by the orchestra 

(ritomelli); the final statement was 

nearly identical with the opening. 

The beauty and importance of 

Vivaldi's concertos are found in their 

personality, which is fresh, vital, and 

dramatic. The melodies are bright 

and attractive within a limited har¬ 

monic tonality. A variety of insistent 

rhythms avoid any possibility of 

monotony. The most distinctive 

quality is the dynamic relationship of 

the solo with the orchestra. A dra¬ 

matic tension is fixed in the contest 
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of the one (or few) with the many. 

The instrumental sound of contrast 

between the solo and the orchestra 

was Vivaldi’s particular contribution 

to Eighteenth-century music. 

The use of the guitar as a concert 

instrument is relatively short com¬ 

pared to its history. Stringed instru¬ 

ments of the lute family were popu¬ 

lar throughout the Middle Ages. By 

the Sixteenth century, a uniquely 

Spanish lute was being made. The 

vihuela da mano differed from the 

standard pear-shaped lute because of 

its guitar-like body. The literature of 

solo songs with accompaniment, 

which were one of the sources of the 

concerto form, was arranged first by 

Spanish composers in the Sixteenth 

century for the vihuela da mano. 

The guitar remained an instrument 

for amateurs, however, until the 

Nineteenth century. Fernando Sor 

(1778-1839) devoted his talents as a 

composer, teacher, and virtuoso per¬ 

former to proving the artistic quali¬ 

ties and range of the guitar. The con¬ 

temporary guitar school was founded 

by Francisco Eixea Tarrega (1854- 

1909). His technical innovations, 

original compositions, and volumi¬ 

nous transcriptions contributed enor¬ 

mously to the recognition of the gui¬ 

tar as a concert instrument. Antonio 

Vivaldi, the great master of the Italian 

Baroque concerto, never wrote a con¬ 

certo for the guitar. The works pre¬ 

sented on this compact disc have 

been arranged for guitar, a not entire¬ 

ly new practice, its having been begun 

by Johann Sebastian Bach. 

Notes by D. Parkes Petan 

ABOUT THE ROMEROS 

"Spain's royal family of the guitar,” 

was music critic Louis Biancolli’s apt 

designation for the Romeros, as he 

lauded their "classical and flamenco 

playing of the very highest order, dis¬ 

ciplined in a family tradition of per¬ 

fection and mellowed to a sweetness 

and delicacy of tone unique in the 

field." 
This extraordinary musical dynasty 

was created in Malaga, Spain, by 

Celedonio Romero, who began teach¬ 

ing his sons, Celin, Pepe, and Angel, 

as soon as they were old enough to 



hold a guitar. Each son performed on 

the concert stage by the time he was 

eleven. Celedonio and his family 

moved from their native Andalusia to 

the United States, where they settled 

in Los Angeles in the late Fifties. 

Their first United States tour in 1961 

was an unqualified success. 

Audiences were astonished by the 

family’s scope of repertoire, spanning 

three centuries from Bach and Vivaldi 

to works by Granados and Villa- 

Lobos, up to traditional flamenco 

music and contemporary scores. 

“One of the most extraordinary con¬ 

certs this reviewer has enjoyed in 

three decades of his craft,” wrote the 

music critic of the Boston Globe. 

In 1962, the Romeros recorded the 

first of a series of Living Presence 

LPs, starting with a collection of 

Spanish works for solo guitar, guitar 

duet, and pieces arranged for guitar 

quartet by Celedonio Romero. This 

panorama of Spanish guitar music 

revealed the special talents of each 

member of the Romero family: 

Celedonio, with his solidly grounded, 

vigorous command of the classics; 

Celin, whose lyrical style is particu¬ 

larly well suited to the late-Romantic 

repertoire; Pepe, with his dazzling 

technique and fiery personality; and 

Angel, the youngest, who combines 

many of the musical qualities of his 

brothers and his father. 

In later Mercury releases, 

Celedonio explored the Baroque in a 

solo album, producing a lute-like tone 

so effective in music of the Sixteenth 

and early-Seventeenth centuries. 

Pepe proved to be a master of 

Flamenco in his solo recording (CD 

434 361-2), reveling in the art of 

improvisation, which is an intrinsic 

part of the volatile music of the 

Andalusian gypsies. In the mid- 

Sixties, Celedonio commissioned the 

great Spanish composer Joaquin 

Rodrigo to write a concerto for four 

guitars and orchestra. The work was 

completed in 1967 and dedicated to 

Celedonio and his sons. After its first 

performance in San Antonio, Texas, 

that same year, Mercury released the 

world-premiere recording of the 

Concierto Andaluz, included on this 
SACD. 
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MERCURY LIVING PRESENCE ON SUPER AUDIO CD 

In the early 1990s these legendary recordings 
were successfully transferred to the digital 
medium of Compact Disc, making the famous 
Mercury Living Presence catalogue available 
once again. Now, at the beginning of the 21st 
century, these recordings are being made 
further available through the new high- 
resolution digital medium of Super Audio CD. 

But the aim of the engineering team has 
remained the same - to capture as accurately 
and completely as possible the true sound of 
the original tapes and film masters. In this, 
they are assisted by the greatly increased 
resolution, frequency response and dynamic 
range offered by SACD’s DSD (Direct Stream 
Digital) technology. Even more dramatically, 

the multi-channel capability of SACD allows, 
for the first time, the listener to experience 
these recordings in their original three- 

channel format. 

As with the CD transfers in the 1990s, only 
original masters were used for these new 
SACD releases. For the transfers themselves, 
Saki Magnetics three-channel heads (specially 

built for this series) were mounted on a Studer 
A80R V" or Studer A820 l" recorder. Both 

machines were substantially modified to 
optimise tape reproduction. Playback 
equalisation was adjusted to provide an NAB 
characteristic of that used for the original 
recording, and the analogue-to-digital 
conversion was done exclusively via DSD, 
using dCS equipment. This combination of 
superior head construction, high quality 
electronics and transport, and direct-to-DSD 
conversion, results in a very high quality 
transfer: there is less risk of wow and flutter, a 
better signal-to-noise ratio, and because the 
signal path incorporates no transformers, there 

is less possibility of distortion. 

Throughout the entire process, repeated 
comparisons were made both to a playback of 

the original masters on an Ampex 300 
machine previously belonging to Wilma 
Cozart Fine and to the original CD transfers 

which she herself prepared. 

Because of the historical significance of the 
Mercury Living Presence recordings, it was 
decided to retain (as with the previous CD 
releases) the original LP covers and liner 
notes, as well as the original CD stereo mix 
prepared by Wilma Cozart Fine in the 1990s. 
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WARNING: All rights reserved. Unauthorised copying, reproduction, hiring, lending, public performance and broadcasting prohibited. 
Licences for public performance or broadcasting may be obtained from Phonographic Performance Ltd., 1 Upper James Street, London 
W1F 9DE. In the United States of America unauthorised reproduction of this recording is prohibited by Federal law and subject to criminal 
prosecution. 
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