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PREFACE

This dissertation is, in the main, a critical survey
of the piano music of Spain from 1900 to 1950. Because
most of the opinions expressed are personal, bibliography
is negligible. Occasional references to books consulted
have been noted as the script proceeds and not at the end
of the work.

Certain Cape Town people have been extremely helpful
during the period when this dissertation was being planned
and written, and to them I would like to express grateful
thanks.

Firstly to Prof. G. Pulvermacher, Head of the Cape
Town College of Music, for gracious guidance and advice.
Then to Deanna Blacher for the loan of some of her vast
library of Spanish piano music and the many instructive
and pleasant hours spent in her company. Another Cape
Town teacher of Spanish dancing, Mavis Becker, kindly
allowed me to attend several of her classes where I was
able to absorb a genuine atmosphere with assistance and
advice from her guitar accompanists. Also helpful were
Estelle de la Ville, who studied in Spain and knew Manuel
de Falla personally, and Reg de la Hunt, who showed me

many of the finer points of guitar technique.

It has been impossible in a thesis such as this to
analyse all the piano music of Spain written from 1900 to
1950. The quantity of published music runs into several
hundred pieces and quality varies considerably. I have,
therefore, selected representative works from the various
composers. This will, I hope, give an insight into their

styles and characteristics.

BRUCE GARDINER
CAPE TOWN OCTOBER, 1972.
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THE KEYBOARD MUSIC OF SPAIN IN THE FIRST HALF OF THE
TWENTIETH CENTURY

I.
A Brief Higstory

The music of Spain is so integrated with the history and
traditions of its people that a study of the one is hardly
feasible without delving into the other.

Nationalistic traits in music vary from one country to
another as regards intensity so that an untrained ear might,
at times, find difficulty in identification. Byt it can be
said, I think, that the music of Spain is rather more
nationalistic than most, especially that composed before the
Civil War. (1936¢)

It is only in recent years, with the coming of economic
prosperity, that Spain has joined the international whirl
and vast tourist trade enjoyed by the other European Countries.
Twenty years ago the "difference" in atmosphere was much more
marked than it is now. A girl was seldon seen without a
chaperone and professional women were considered taboo.
To-day they are successful as doctors, lawyers, writers and
musicians, and the lazy young men of Spain, spurred on by
female competition, are beginning to emerge from smoky coffee

bars with a new eagerness for work and knowledge.

Artistically this bursting of the ancient egg-shell has
perhaps robbed Spain of some of its individuality, but of
course the music remains as testimony to the past, and many
of the old customs and traditions have not faded away
completely. Much of the hospitality and chivalry of the
pre~Franco days (up to 1936) has lingered on and as a
foreigner one is made to feel far more welcome in Spain than
anywhere else. It was once said that one could tour Spain
with no money at all - simply relying on the genercsity and
curicus interest of the country folk who would welcome any
rassing stranger into their homes without a moments hesitation.
But the influx of tourists since 1960 has brought a complacency
to the inhabitants, especially in large cities such as Madrid
or Barcelona which are fast becoming as international as
London or Paris.

It is in the country that the real Spanish atmosphere has
survived in its most natural aspect.

Cont. /2.
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Here a cigarette would be accepted with joy for any help
given, on, say, a broken-down car. But in the towns a-
fat tip may hardly be accepted with the grace expected of
Spaniards of old.

Even the traditional siesta is becoming obsolete in
the cities now. Parking problems are becoming acute and
workers no longer find the three-hour break from 1.30 to
4.30 in the afternoon long enough to reach home through
the traffic, eat, nap and then get back to work sufficiently

relaxed.

The romance of the history of Spain beckons as one
travels through Cérdoba, stronghold of the Moors, sun-
drenched Valentia or carefree 2Andalusia, home of the guitar.
What of the past? From where did these people come and
how did their culture develop?

Earliest inhabkitants of the Iberian Peninsula belonged
to the Cro-Magnon race and attained a fairly high degree of
artistic development if one can judge by examples of cave
art. Iberians and Celts also occupied the area, but only
with the arrival of the Greeks and the Phoenicians can one
attempt an approximate date - 10CC B.C.

Carthaginians also had coastal settlements in Spain,
but it was the Romans, from about 215 B.C., who were to
assert the strongest influence so far. This influence is

still felt to-day regarding language, laws and architecture.

According to legend the disciple St. James preached
the Gospel in Spain in about 35 A.D. and many converts to
Christianity were attracted there. When Roman persecution

was at its height many Spanish martyrs died for their faith.

Ever since those days, nearly two thousand years ago,
religion has played an enormous part in the moulding of the
Spanish character and customs. Even to-day one can hardly

call the Spaniards merelyreligious - they are "religionaires"

Asian Visigoths from the north began nibbling at the
crumbling Roman domination from about 300 A.D. and attained
a strong foothold and remained rulers of Spain until 711,
when Roderic perished in the battle of La Janda in a clash
with the Moors.

Cont./3
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Catholicism was by now the official religion of Spain
and with the Moorish invasion the great conflict of Islam with
Christianity began - a conflict which was to last for 700

years.

The Muslims were a mixture of Arab and Berber from North
Africa and dissention amongst them was a factor which enabled
christian states to the north to keep their identity.
Galicia, Leon and Castile eventually became the leading
christian powers in the Reconquest and by about 1000 A.D. the
cnce dazzling splendour of the caliphate of Cérdoba was but

a memory from the past.

Fortunes swayed from the Christian to the Muslim camp
but eventually, by 1248, Moorish possessions in Spain were

reduced to little more than Granada.

Arab culture, however, was by no means dead and the
vast influence has remained strongly noticeable to the

present day.

In 1479 began the reign of Ferdinand and Isabella and
thus began an era, lasting for about 100 years, when Spain
reached a high point in her history. This was the goldern
era of Colombus, Cortez, Pizarro and El1 Greco. Under the
"Catholic Monarchs" Granada finally surrendered and now the
structure of the Spanish State acquired a definite form.

The army, administration and legal systems all reached a
highly disciplined state and the country generally received
a powerful new nation-wide stimulus. However, by the end
of the six;eenth century the golden years were over.

Spain was torn by an endless succession of wars and more and
mcre of her territories were lost. Strangely though it was
the seventeenth century that produced a spurt of artistic
talent, represented mainly by Velazquez with his earthly
realism, and that literary genius Cervantes (1547-1616).

The eighteenth century was enlivened by the great Goya,
whose pictures were to be painted in sound a hundred years

later by Granados in his "Goyescas".

But the flashes of artistic merit could nct halt the
gradual decline. From 1833 to 1839 the country was in a
state of civil war and in fact, the nineteenth century was
one of extremely turbulent times peclitically. In 1898 she

lost her last few colonies and began seriously to examine

Cont. /I4



her naticnal conscience.

The twentieth century began to show some advance into
modern times industrially and agriculturally, although
compared with other European countries Spain was a plodder.
In 1931 Alfonso X111l was dethroned and the Spanish Republic
proclaimed, to end again when civil war broke out in July
1936. This was eventually won by General Franco in April,
1939.

Since the Second Worl War (when Spain was neutral) a
certain evolution has occured. The standard of living
has risen considerably, and the vast tourist influx since

1960 has brought a new growth in every sphere.

Strangely, though, the musical scene was at its most
productive in the first half of this century. Struggle
contains the embryo for great art. Is it the comparitive

prosperity that is robking Spain of its artistic inspiration?
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A Rrief Musical History

A brief musical history in Spain will, of course, be
necessary to understand fully the trands of the twentieth
century.

The heritage of the musical past is particularly evident
in the Iberian Peninsula, mainly because folk elements have
always played such a prominent part in the country's musical
scene and have in many ways become ingrained in the musical
thinking of composers of all ages. The plaintive "oriental-
scunding" flamenco that one still hears to-day in the "Cante
hondo" of the gipsies - and in some of the piano pieces e&f
Albeniz for that matter - can be traced back a thousand years
to the Mcorish influence.

As is generally the case throughout Europe up to the
Rennaisance, the church was the haven of most of the known music
that has come down to us from the earliest times.

St. Eugene, who died in 657, may be compared to St.Gregory
in Rome. So instead of "Gregorian Chant" the music of the
Hispano-Gothic Church is often known as "Eugenian Chant". It
is thought likely that certain secular songs surviving from the
seventh century might also have been written by St. Eugene.

A dramatic element as well as inclusion of popular elements
became features of liturgical chant in Spain before the Moorish
invasion of 711. After this date the term "Mozarabic"(a)cbant
is applied generally. The Christians were allowed to keep
their music although by about 1000 A.D. pressure was brought to
bear from Rome who wanted musical uniformity throughout the
church. This never quite succeeded however, and is an indi-
cation that even a thousand years ago a national element was
already making itself felt in Spanish music.

The secular scene was, of course, very active through all

(b)

this. Troubadours and minnesingers were actively engaged

entertaining the rich, while the towns-people in public squares

had to be content with the "jugler" of wandering minstrel. So
the folk and serious elements ceessessess Cont. /6.
(a). Christian Spaniards (i.e. those who rejected the Moslem

faith) living in occupied areas were called "Mozarabes".

(b). Although many imported entertainers abounded, there were
also local "remedadores" (instrumentalists) and
"Segrieres" (troubadours).
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always moved through the centuries as two streams with
frequent crossings where the waters combined.

The lute®was the instrument most used by the minstrels and
it seems very likely that this instrument plus the guitar
were introduced by the Arabs (about 900.) This instrument
was destined to become very specially associated with Spain
and to reach its final six-stringed

form about 1800.

Alfonso the Wise collected at his court many poets and
musicians and the 400 songs or "Cantigas" collected about
1270 are a remarkable monument to mediaeval music. The

following example already shows the seeds of subtle rhythmic

patterns.
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Another famous collection, one of the very earliest
sources of European polyphony in fact, is still at the
famous shrine of Santiago de Compostela. Here visiting
musicians would leave behind manuscripts of Latin Hymns
sung at the time. At the monastery of Montserrat a
similar situation existed, and it seems evident that
sacred words were very often added to folk tunes.
Religicus pilgrimages were not the only occasions where
music was used. Weddings, Coronations and public festivities

were in medieval Spain (as now) a perfect excuse for musical
merry-making. Women, strangely for the time, also took an
active part and one is inclined to imagine that Bizet's

heroine was already typical of Spanish femininity even in
1350.

The shining musical light during the reign of Ferdinand
and Isabella was Juan del Encina (1468-1529) who created the

% Arabian "al-ud" means wooden.

Cont./7
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Spanish Theatre with his series of pastoral playlets.

His many "villancicos" were popular songs of the time,
usually accompanied by the guitar. An improvisational
element became evident with the passing of the years - an

element which is now an integral part of gipsy music.

Luis Milan, born about 1500, was interesting from the
instrumental angle. He tuned his six-stringed vihuela
(lute-guitar) g-c-f-a-d-g and adopted a system of notation
by finger position. His many fantasias show a definite

feeling for instrumental style.

By 1600 the "Spanish Guitar" became the vogue and the
term "vihuela" fell into disuse. The lute had always been
the popular portabkle instrument throughout Europe, but some-
how the guitar came to be, by this time, a sort of national
emblem in Spain and was to influence all Spanish music from

then to the present day.

The greatest figure in Spanish music at the time was,
of course, Victoria (1540-1611). These were golden years
Lope de Vega was active in the Spanish theatre, CabezoOn
was paving the way for Bach as one of the truly great
organists of his day and the great Cervantes was carving

his name in history.

When we listen to the masses or motets of Victoria our
thoughts turn to the paintings of another great Spaniard -

El Greco. Just as Granados was Goya so Victoria as E1 Greco.

These lofty peaks were hardly suitable for the common
people of the time, and soon there developed in the Spanish
theatre the "Zarzuela" which was the type of music-action-
drama-~dance combination beloved of the Spaniards. From
these zarzuelas was born the seguidillas, the popular dance
form.

In 1685 a shining star who is tremendously important
in the study of contemporary key-board music = Domenico

Scarlatti-was korn in Italy.

Spanish musicians had gravitated towards Rome in the
sixteenth century, but suddenly the tables were turned.
In 1737 the sensational male soprano, Farinelli, arrived
and was to stay for twenty five years, and about the same

time Scarlatti settled in Madrid after having been in the

Iberian Peninsula since about 1720.
Cont./8
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Scarlatti was a Neapolitanxand SO we may be sure that
the fclk-songs of Spain as one sgtill hears in Madrid would
nct be ignored by so attentive an ear. His six hundred
niniature "sonatas" for harpsichord are full of the rhythm
and exuberance of the Spanish dance and folk element and are
a veritable store-house of the musical scene existing in
Madrid over two hundred years ago. Apart from expanding
the harpsichord technique of the time, Scarlatti was obviously
influenced by the guitar. Sonata No. 449 is a good example
in the "punteado" style.
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There are many examples in 3/8 and 3/4 where the influence

of the jota is apparent, and since the tonadilla was

popular by about 1740 we find unmistakable references to this
style as well. eg:- '
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One finds many guitaristic influences such as the
"internal" pedal pcint and also the practice of building up
chords in fourths. Also frequently found is the descending
bass A-G-F~E with an F major going to an E major chord on

the last two notes. This is a typically Andalusian melodic
and harmonic idion.

Cne almost feels at times that modern Spanish composers
have used Scarlattian themes. Certainly Alkeniz, Granados,
Falla, Turina and the Halffter brothers owe something to him.
Scarlatti was astoundingly modern in his inncovations and the
Hispenic qualities and freshness of his ideas are bound to
become ingrained on any musical mind stemming from the same
country as that of Scarlatti's adoption. Possibly the

composers who have followed in his foot-steps have found him
¥ Naples was already then a folks-song centre.

Con+ . /6
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tc be the embodiment of their artistic ideals and so a
certain amount of imitation is a natural outcome.

Antonio Soler (born 1729) was a pupil of Scarlatti and
by the structure and style of his sonatas it is easy to
detect the master's influence. But much of his charming
and witty personality shines through and these little works
are quite often heard to-day, often in the arrangements by
Joaguin Nin.

It is an interesting fact that vocal music in Spain
was much influenced by outside countries, notably Italy,
while instrumental music and the rhythms of the Spanish
dance exerted a strong influence on a great many composers =

even to Debussy, Ravel, Bizet and Chabrier.

Romédn de la Cruz achieved immense success with his
zarzuelas and tonadillas (twenty-minute comic operas) in
the last helf of the eighteenth century. These zarzuelas
and tonadillas became more and more elaborate and plenty of
dancing was introduced. Soon the "cuadro flamenco" or
gipsy scene was to become popular with its flamenco dancing
and singing and fandangos and cachuchas were to become a
world-wide vogue by 1860. At last the "spanish style" as
exemplified by Scarlatti a hundred years before had become
a throbking, living thing and the time was ripe for the

flowering of this style in Albeniz, Granados and Falla.

The most nationalistic "style" of music in the world
was, by 1870, waiting for the genius of great men to mould
it into great works of art.
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ITT
ALBENIZ

Felipe Pedrell, born in Tortosa in 1841, was destined
to kbecome the forerunner of the revival of Spanish music in
the twentieth century. This ambition during a long life was
to raise Spanish music from the picturesque to the sublime

while adhering to a nationalistic tradition.

Pedrell worked as a writer, historian, teacher as well
as a composer, always stressing the fact that a country's
folk-song should form the basis of it's music. His
compositions, mostly large operatic works, are museum pieces
to-day, but his influence was a strong one and the little
flame that was later to touch the torches of Albeniz and

Granados was held in his hand.

Isaac Albeniz was born in 1860 and lost little time in
becoming a precocious prodigy. At six his Mother toock him
to Paris where the jury at the Conservatoire were agog at
his technique. However, when he produced a ball from his
pocket and smashed a fancy mirror he was declared to be
somewhat young to be a pupil at so hallowed an institution.
At eight he was giving concert tours "on his own" and before
reaching double figures he had already lived a life of
adventure befitting a highwayman or a pirate. Parental
control had long since been abandoned as useless. By the
age of thirteen he had arrived in Cuba (as a stowaway) and
soon toured America, causing something of a sensation with
such stunts as playing the piano with the backs of his

fingers and with his back to the piano.

At twenty he was as famous as Anton Rubinstein or
Padarewski and equally international. But the life of a
Bohemian-type virtuoso began to bore him, and he was attracted
mcre and more tc composition. He dashed off piano pieces as
Schubert did his songs. Very few, however, were of much
merit at this time (1882) and most were, in fact, facile to
a point of vulgarity.

Many long conversations with Liszt were to leave their
mark on the young Albeniz. Liszt taught him how to improvise
in gipsy fashion, and the Moorish blood in him was quick to

respond - in fact he can almost be considered a mixture of a
Moor and a gipsy.

Cont. /11
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In 1889 he went to Paris and studied composition with
d'Indy and Dukas, and a year or two later became friendly
with Faure and Chausson. Lisztian and French influences

were to become very evident in his mature piano style.

Lessons with Pedrell in Barcelona were mostly in the
fcrm of long conversations. The ageing master evidently
found that technical rules were not suited to Albeniz, who
preferred to be inspired "naturally" through the medium of

the keyboard rather than "hear" music inwardly.

As a composer for the piano Albeniz wrote his most
original and inspired compositions. Several hundred were
produced before the turn of the century - most of them
trivial and characterless. However, in the pile of stones
an occasional diamond glittered, and these charming little
pieces found their way into thousands of homes. These were
pieces that "lived" and at last a popular and acceptable
Spanish keyboard style was ready to continue where Scarlatti

had left off almost two hundred years earlier.

"Seguidillas","Sevilla" and the "Tango in D" became
world-wide "hits" in the eighteen nineties and put Albeniz

on the map as a fashionable composer.

"Cordoba" is a piece that ideally represents Albeniz
during this period. One feels in the opening hymn-1like
section (example 1) the mystic reverence of Cdrdoba, ancient
strong-hold of the Moors. This is most effective sound-
painting to the "programme" given at the outset by the
composer. Cne is hypnotised by the heady scent of Jasmines
and the swaying palm trees, and then the haunting and nostalgic
tune set against a plucked guitar-like accompaniment.

(example 2).
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It is interesting to note the opus number of Cérdoba -
op.232 No. 4, giving an idea of the immense speed with which

Albeniz was able to "dash off" these lesser pieces.

As the years passed Albeniz evidentley felt that his
pieces lacked solidarity. He had learned how to use
effectively the guitar as a model for pianistic style and
also how to incorporate nationalistic feeling as derived
from folk-songs -mainly Alandalusian. This influence

manifests itself in the typical guitar figure:
)
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One frequently finds the dominant of the minor key in
his music preceeded by the major chord a semi-tone above

(refer to the last two chords in the above progression).

Eventually, by the early years of the century, Albeniz
found his true personality. No longer impeded by traditions
and rules that might hinder an unknown, he was free to
expand and freely develop his talents. The result, after
yvears of thought and sketches, was the immortal suite
"Iberia", the most notable Spanish work for piano up to that
date.

Written from 1906 to 1909 (the year of his death),
these twelve "impressions" with mostly Andalusia for
inspiration reach the very heart of Spanish folklore.

The easy "salon-piece" days were over by now - these pieces
are, even by to-days "Machine technique"standards, extremely
taxing and require virtuoso equipment.

1. Evocacion opens the first of the four books. The two
themes or "coplas" are taken from popular melodies and
lovingly and lavishly treated in an evocative manner.

The chief theme (see example No. 3) is intensely 1lyrical,
first appearing in the bass and later in the upper register
marked "tres doux et lointain". (example No. 4) One can
almost sense the nostalgia of the composer dreaming of

Spain while in Parisian exile.

Technically this is not as taxing as the rest of the
suite, and yet it is possibly the most alluring and
immediately digestible of all. Albeniz was inclined to
over-embellish the later numbers with too many notes so that
a certain "cloying" feeling was the result - rather like

Rachmaninoff's over-worked chromaticism in the D minor Concerto.
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2. I1 Puerto (ThePort) plunges us into the sunlight and
animation of a festive day in a southern seaport - Puerto de
Santa Maria, on the river Guadalete. Three Andalusian

(a) (b)

"

dances, the "polo", the "bulerias" and the "seguidillas"

tend their rythmic variety to the holiday feeling in this

piece. On the first page we have the "polo" (see example No.5)
interrupted by the "bulerias" at the top of the second page.
(example No. 6) with the harshness of seconds, off-beat

accents and "rasquedo" guitar effects. The sequidillas is

marked "souple et caressant" - provocative and hypnotic.
(see example 6a)
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(a) or Olé, a dance of the Spanish gipsies - full of energy
and contortions.

(b) means "mockery"
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I1 Puerto (examples 6 & 6a)
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3. Féte-Dieu & Seville is the longest of the set and one of

the finest musically. Seville is famous for its religious
celebrations and here we have the procession making its way
through the crowded streets carrying the Sacred Host. The
"saeta", a spontaneous improvisational religious vocal
outpouring, is taken up by different groups of spectators as

the procession moves along.

There is a marked Lisztian influence in this piece. One
is reminded of "St. Francis Walking on the Waters" where a
similar huge melody is surrounded by waves of pianistic

sound. (see example No. 7 - page 17.)
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Rondena (example 8)

Page 18.
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.

Later we find a device characteristic of Albeniz and later
further elaborated by Granados.

&é[ == =
g

iy

This type of decoration is, of course, typical of guitar
style.
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Again one feels the influence of Liszt in the piece -
this time the B. Minor Sonata. The decorative motive-

described in "Rondena" is extensively used in the closing
sections, but somewhat elaborated.

@‘9— \
f —

6. Triana is a sparkling and brilliant piece. Named
after a popular quarter of Seville, it has extremely effective

syncopations and modulations. This has become the most

L

popular of the set - due in part to the rhythmic vitality.
(example 11)
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but mainly to a most engaging tune (example 12)
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which is treated more elaborately as the piece unfolds

(example 13)

EX, 13 . e >':"~q deice e cantandn oo
S S == e —

This example gives an excellent idea of the type of decorative
treatment beloved of Albeniz - a treatment and style of
writing which is here just verging on the over-done. And
yet it may be said that the many facets of Spanish
temperament, costume, traditions and love of life generally
are painted in music in the many colours and nuances of these

piano pieces.

7. El Albaicin - The gipsy quarter of Granada.

The opening is xylophone-like with the hands alternating in
staccato single notes and chords. The music is marked
"Allegro assai, ma melancolico", for here we have the
bulerias, a dance which is a combination of tragedy and

passion, so beloved of the Andalusian gipsyies. (Example 14)
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Page 22.
El Albaicin (example 14)
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The "copla" has the typical "cante hondo" sound
that semi-oriental quasi-wailing sound, and one of the
strongest Islamic influences in Spanish music. (example 15).
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A characteristic had, by this stage, become evident in
Albeniz's style. This was the juxtaposition of seconds on

their own or in triads.

15 0 [ N

= IS =

8. El Pclo is based on the well known and rather sad
Andalusian songof the same name. Albeniz wants the music
played "en sanglotant" - with sobs. An example of the
main theme is fairly fast (allegro melancolico!) 3/8 time

is given below. (example 1l5a)
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L. Per.
Generally the piece is of a comparitively low
inspirational level and soon palls. One feels here that

the composer is below the level of his best inspiration.

9. . Lavapies depicts the people's quarter of Madrid. The
melodic confusion that begins the piece is deliberate, for
the piano portrays an old-fashioned hand-organ with one or

two pipes misfiring.
On page 5 of the piece (example 16) the organ is
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This was an age when every self-respecting lady was
obliged to add piano playing to the list of her accomplish-
ments and Andaluza was the ideal type of piece for the

purpose.

In his early works we find a simple harmonic scheme and
little exploitation of the formiddable key-board technique
which he possessed. But as the years passed and fame began
to transcend the necessity for public appeal, Granados
expanded his style considerably. Technically and
harmonically great strides were made, but the modernism of
the day was not suited to his temperament. Rather, he
modelled his style on Chopin, Liszt, Debussy and, of course,
Albeniz. One also senses an awareness of the late romantic

school such as Saint-Saéns, Rachmaninoff and Scriabin.

Granados did, however, eventually develop a fairly
individual style differing quite substantially from that of
Albeniz. The latter worshipped the Moorish Alhamkra while
Granados was cbsessed with Madrid in the days of Goya and
the elegant Spanish ladies and gentlemen or"Majos" and

"majas".

The music of Andalusia certainly wielded some fascination
as seen in the Spanish Dance No. 5 and "El Fandago de Candil" =
but the warm-blooded rhythms and passionate cry of "cante
hondo" did not excite Granados as it did Albeniz. He remained
a rather restrained, elegant, aristocratic romantic where such
things as love and passion were viewed through the paintings

of Goya rather than through personal involvement.

Occasionally, however, a burst of rhythm and flamenco
gtvls manifzste itself and one is caught up in the dark and

flashing temperament of the traditional Spaniard.

"Allegro di Concierto", written in 1906, is a piece
obviously written for recital purposes and is a fascinating
mixture of rhythm, melody and pianistic wizardry. I vividly
recall seeing Antcnio and his Spanish Ballet at the Stoll
Theatre in London in 1954 where this piece was used in an

. - o AT - ]
O R e B P . g e A s 4

FrX Al N0 hlaliQ St ONCaSRnils EATERB LS

pinieturs concerto. The colour and vibrancy of the clicking
~astanets on stace were a marvellous complerment to the music,

admirably suited to such treatment. (example 22)
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Allegro di Concierto. (example 23)

Qo P03

A5

e X

ook . % Qo * Tepsie

Here we are aware how chromaticism has influenced him as well

as his love of modulations for melody repeats.

2 large, Rachmaninoff-like treatment of a final
appearance of this theme is an excellent example of the
expansive triplet-motif bass later used in Goyescas.
(example 24) Another interesting feature in the "Allegro"

di Concierto" is the use of an octave and a single note to
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Page 36.

Here the second part of "Tripoli" is given lush
treatment. The end of the third line is typical of
Granados's modulatory likings - namely E flat major to a
chord of E seventh, then A seventh, D seventh, B seventh and
finally arriving in E major, a semi-tone up. At this point
the elaborate decoration in the lower treble is typical.
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Here we find the excitement mounting with the first
theme treated "brillante". The heading "Tonadilla" here
means song or refrain, not short operetta as in earlier
times. Note again the surprise seventh chord on D at the
beginning of the third line, as well as the triplet used
as decoration with thumb and second finger at the beginning
of the second line. Granados often used quadroplets and
quintoplets in similar fashion on the lower part of octave
melodies. Albeniz on the other hand favoured decoration of
the highest part.
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2. Coloquio en la reja. Here we have the lovers meeting
at the window in a duet. The opening page shows clearly
how a fairly involved chromatic idiom had by this stage
become part of Granados's musical language. And yet there
is always control and taste and one never feels that notes
were merely added for any finger that might be spare -
occasionally a fault with Albeniz. (example 28)
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A "Tempo tranquillo" section states simply and attract-
iveley the main melodic interest. Note the falling bass
(F.E. E flat and D) so characteristic of Andalusian guitar

style. (example 29)
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On the eighth page of the piece we have another example
of the "big" style as shown in the "Allegro di Concierto".
Here again is the triplet motif in the bass with
"appassionato" chords and octaves in the right hand.
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3. El Fandago de Candil is, of course, a fandango in the

usual triple time and represents the ball scene in the story.
A strong rhythmic pattern, starting at the outset, pervades
the whole piece. (see example 31) Note also at the bottom
of this page how the harmony descends in adjacent blocks of
D minor C major and B flat major - this is characteristic of
Granados.

The three rising crotchets in the "cantando" theme are
possibly, the beginnings of the famous love theme to appear
in the following piece.

The "trillo" technique used in the "Allegro di Concierto”
is effectively inserted here (example 32) and throws into
effective relief the following E flat minor "guitar" passage.

Harmonies are again falling by a tone.

without the pictorial assistance of the opera this piece
wears a little thin. One feels generally with Spanish
composers that there is a tendency to over-repeat a small
idiom and that development on a larger scale is sometimes
still-born.
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Page

El Fandago de Candil. (examples 31 & 32)
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Page 40.

4, Quejas 6la Maja y el Ruisenor. The Maja and the

Nightingale is the gem of the set and possibly the most
poignant, personal and evocative utterance from any
Spanish composer of any age. The exquisite recording by
Victoria de los Angeles gives a splendid idea of how

the vocal adaptation expands and broadens the lovely main
theme, here given in B minor. (example 33)
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Note again the decorative thumb and fore-finger

treatment.
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When the nightingale sings on the final page (example 34)
one immediately senses the Lisztian influence - St. Francis
of Assisi preaching to the birds. But here the style is

more tasteful, more intimate.
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Page 42.

5. El Amory y la Muerte - love and death.

On the first page of this, the most dramatic of the set,
the famous love theme is heard, but changed and only as a

memory; "ricordansa" (example 35)
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Later a motif from the previous fandago is repeated and once
more the unifying effect of harmonies dropping a tone occurs.

(example 36)

At the top of the seventh page there is a brief
reference to the "Tripoli" theme and then on page nine a
strikingly beautiful "metamorphosis" of the love theme (bar 8)
followed by a more obvious "Tripoli" reference.

(example 37)

The piece dies away in the "muerto del majo" section
with the tolling of bells and eventually a long and sustained

chord of G minor.
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El Amor y la Muerte. (examples 36 & 37)
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El amor v la Muerte (exampnle 37) o
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6. Epilogo 1is subtitled "Serenata del espectro”. The

dedication of this section is to Cortot.

Here, evidently, Fernando sings his ghostly serenade
to the muffled accompaniment of a spectral guitar plucking
out a fandango. {(example 38)

28 Epilogo.

: ~ {Serenata del espectro)
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The "rasquedo" guitaristic effects later in this piece
are the most realistic in all the Spanish Piano repertoire.

| (example 39)
ptu forte e cresc.
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The main theme (pg. 24) is romantically treated and seems
to grow from a snatch of melody used in the "Lover's meeting

at the window" in No. 2. (examples 40 & 41)

Eventually one again hears the bells of death - there
are a few"plucked" notes - "le spectre disparait pincant
les cordes de sa quitare" - and Enrique Granados exits

forever from the musical scene.

Cont./ 46
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Page 46.

\Y%
MANUEL DE FALLA

One has heard the expression "The unsmiling humour of
Spain", and it is difficult to imagine a more perfect example
than Manuel de Falla to bear witness to this. The bright,
burning, intense eyes set in the lean and finely sculptured
face; the mouth serious, yet warm and slightly upturned at
the corners as if some amusing incident is being recaptured
in the dome-1like head; the gaze alert, intelligent and

human.

The portrait in Walter Starkie's exhaustive treatise
"Spain - a musicians journey through time and space"+ is a
hitherto unpublished one by Ignacio de Zuloaga and evokes
a startling and alluring impression of Falla, still to-day
the greatest musical Son of Spain twenty five years after
his death.

Born in Cadiz in 1876, his mother was soon showing him
the rudiments of piano playing. Cadiz was always a musical
city, and the young Falla had plenty of opportunity to hear
and then begin composing chamber works for performance at
the home of a local music lover. Falla was the pianist at
these gatherings. It is a pity that the perfectionist in

him caused these early efforts to be destroyed.

Later, in Madrid, he studied piano with Tragc at the
Conservatory but, unlike Granados and Albeniz, it was larger
forces that attracted him most. With Falla Spanish music
was, at last, to find a supreme master of the orchestra.

As a composer for the piano his legacy is very small indeed.

A couple of early zarzuelas, written to try and make
money, flopped and just when dejection was overwhelming him,
Falla met Pedrell whose powerful and sensible influence was
to steer him in the correct channels. When the Royal
Academy of Fine Arts, in 1904, offered a prize for the kest
lyric drama offered by a Spanish composer, Falla was spurred
on by his new-found enthusiasm and produced his first
success, the two-act opera "La Vida Breve". Not only
was the opera prize his, but also the prize in a national

competition for pianists in 1905.

+ Published 1958 in two volumes. Cont./47.
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His name was made over night, and the urge to visit
Paris, as had Albeniz and Granados before him, could at last
be fulfilled.

Paris was for many years a haven for Spanish musicians.
There were always sympathetic musicians there, eager to help,
encourage and inspire, and Spanish compositions were welcomed
by Parisian publishers and appreciated by the French public

in concert halls.

Debussy, Dukas and Ravel took Falla under a wing of
warmth and friendliness and one can, of course, trace much
of their influence in the works that were later to materialise.
They, in turn, were also to gain inspiration from the so-
called "Spanish idion". One need think no further than
Ravel's "Rapsodie Espagnol" for orchestra or Debussy's "La
Serenade Interrompue" with it's striking guitaristic effects.
Indeed, it seems likely that many of the effects popularly
associated with the French impressionistic movement were,
in fact, adopted from the Spanish folk idiom. Andalusian
music has, as typical traits, such devices as the falling
whole-tone scale, consecutive fifths rising a semi-tone or

falling a tone and modal melodies and harmonies.

But, in Paris, Falla gained technical perfection for

orchestral writing, his greatest love.

Albeniz, nine years his senior, was living in Paris at
the time, and here was another stimulating influence. "I
shall never forget the warm welcome he gave me; for this

reason I dedicated to him the "Four Spanish Pieces".

Falla started these pieces in Madrid and finished them
in Paris in 1908. They were first performed there by a
pianist well known in Parisian musical circles, Ricardo Vines.
As with so much Spanish music, the French publishing house of
Durand captured these charming pieces for the world. Like
the early trifles of Granados and Albeniz, they found their
way into peoples homes. But unlike the trifles of Falla's
colleagues, this set shows more interest and musical content
than one would expect of a young man of thirty or so, and
in fact the future course that Falla was to take is already
very evident in "Andaluza", the fourth and last piece of the
set.

Cont./49
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"Aragonesa" makes a lively opening for the four Spanish
Pieces. One is reminded of Chabrier's "Espana" when

listening to this piece - another example of the Spanish-
French mingling of ideas.

"Cubana" is interesting in that it uses in an intriguing
and evocative manner 3/4 and 6/8 cross-rhythms, plus a
charming melodic line. (example 42)
II. Cubana MANUEL DE FALLA
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Page 50.

The semi-quaver triplet figure is used quite extensively
as a guitaristic effect, and sounds particularly allﬁring
when the melodic line enters at bar four. Also interesting
is the unexpected and startling modulation at the bottom of
the page from A to A flat major. The fact that no previous
hint is given makes this section all the more arresting.

"Montanesa" is interesting for it's folk-song-like cantilena
in the style of Albeniz, but "Andaluza" is the most interesting
of the set and also the most satisfying from a pianistic

angle. (example 43)

IV. Andatluza
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The directions for performance are interesting here -
"avec un sentiment savage" - seeming to indicate that the
languid "hot summer evening" effect of Spanish music on

foreign ears was about to be shattered for good.

There is considerable use of modal effects in the
Andaluzian folk style in this piece. At the bottom of page
one there is an example of this where the scale appears to be

E minor but without the leading note.

Cont./51.
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The grace-note effect used with some violence, as at
the outset of this piece, was quite a characteristiclof
Falla's music. The first climax in "Nights in the Gardens
of Spain" has a similar tempo, time signature and effect on

the listener. (example 44)
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The "cante hondo" melodic section on page three is

also skilfully treated in a modal manner. The scale used is:-
Q oD < - [N
. i Pt 2] o

Cont./52









) )
-
Y o o
. - 0n
< 8 ¥ 0
o PO A w o 0
~ © - £ un
) oo u -4 O ~
3 29§99
A < a | ;,. {1 O ¥ g O o
~ e ﬂ : il Bt g O O A (o]
= H ; L_ _wy-\.ﬂ © © (1] + . &)
o iy A _ ﬂ i o T H O © N
=L (IS i L
s | 52 0q °
m \ ‘m.l oA w ] T - +¥ g o oo
2Rt A 1 i 5 0% " W
= | 58 3
- | SN j |
L2 o sty g T . o
v - W.VA} < =] [e) @) ~
1% - < | °C D R2& o
| 5 e N
Vil : BEn o f
- 1 " 0 Ihin - Y 0 0
— N 1176 A & 1A ! qik H P 4 N
B 2 il O @ 5 0 0
i L
B | | 5 B 5 Q9 ©
v 3 M —n H s b
3 Mm .T-7 \ T.VA> ,,_.l. c ) c o
el & T _ g 2 P 0 0
© 5 e { ' W m H ﬁ .W_
& N o _,/, TR fR-- Uy 5 9 8 h o
= RS _ it O H W
. T — A i ! O n H = w0
. s m 5 .ww, i g &8 od
S Y k i o RS
t - H 9 N B A
Pt £ 4 R Q 0 £ 0 ~
m = e g £ 0o d
[ ; =
. 7 | 3 T g .m m o ..m
5 - ] 3 0o m BV Y
B Moot : 2 & o =)
: A W S B
- = m -
m. z £ 0 g O
: w ERE
F & A 's w A







Page 56.

Intermezzo from Fantasia (Example 47).

Andantino.(d=se2) (poco rubato)

Intermezzo.
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El Mercado (example 50)

El mercado

Page 60.

Der Markt — Le mar&mé
FxSo
Allegro vivo .
i S e —
T t  — — ' — ‘
AN T i ] ¥ __J_J_‘_ﬁd——d—i : ! |
» -
g - e P
£ » es 2 o
g% ﬁ £e 2o g, PEL £ 2o,2
o2 f 11 1 e F‘ﬁ
—
; e i 'oi.
e be - n! 1% =
- ] # T ———
:ﬁ i — 1 fl = "ﬁ
ry) t ¥F— —
H | |
== f: e L
o= - # —-d-“d—d—.;taf‘-—'
! TN
e I W ere o »
e B e [
o 7 T /—
crese. '%
£ — o r—— r
Fradd o) oo - f'l ¥ F Y
5 ) B &



























































































	Blank Page



