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ABSTRACT 

 
Through the analysis of selected works for flute by Argentine composers 

Amancio Alcorta (1805-1862), Alberto Williams (1862-1952) and Ángel Lasala (1914-

2000), the progressive evolution of a Nationalistic style becomes evident.  

The works of Amancio Alcorta show a strong influence in European Romantic 

music, while the Sonate Op. 48 by Alberto Willams shows influence of Argentine creole 

folklore within the European structure. Angel Lasala abandoned the structure of 

European forms of big scope, typical of the end of the nineteenth century and featured 

aboriginal elements supported by a simple texture and harmony. 

Supported by a description of the historic events that led to the ratification of the 

Argentine Nation, this study connects the development of social stratums, and the relation 

between racial makeup and its different musical manifestations, with the growth of a 

National identity and a correspondent musical aesthetic. 
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I. INTRODUCTION: THE BIRTH OF A NATION 
 
 
 

Argentina was, in a broad sense, the result of the Renaissance humanistic thought. 

The technological and ideological developments of men like Leonardo Da Vinci (1452-

1519), Niccolo Machiavelli (1469-1527), and Nicolaus Copernicus (1473-1543), 

encouraged human beings to undertake the previously unforeseen expedition of finding 

different routes to the Indies by sailing across the Atlantic ocean; expedition which 

resulted, of course, in the discovery and conquering of America.1 

 
The Creation of the Virreinato and the Attainment of Independence 

 

Spaniards arrived at the River Plate for the first time in 1516, twenty-four years 

after Cristoforo Colombo’s arrival on the American Continent. The expedition’s goal was 

to find a path of connection between the Atlantic and Pacific oceans.  Unfortunately, the 

goal was not achieved as its leader, Juan Díaz de Solís (1470-1516), was killed by the 

Querandí tribe2 shortly after the Spaniards arrived. 

In 1519, a later expedition under the Portuguese Hernando de Magalaes finally 

discovered the path between the Atlantic and Pacific oceans, known today as Estrecho de 

Magallanes. This was accomplished by sailing around the Southern Cone’s end, the 

Patagonia. 

                                                 
1 José Luis Romero, Breve Historia de la Argentina, Buenos Aires 
2 The Querandíes or Pampas were nomads. Their approximate area of distribution was along the coasts of 
the River Plate and the Paraná River, including part of the provinces of Córdoba, Santa Fé and Buenos 
Aires.  
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The surviving men from Juan Díaz de Solís’expedition had heard the Indians’ 

tales about a land of wonderful legends: La Tierra del Rey Blanco; as a result, they 

became obsessed with the search for gold and silver. These treasures were supposed to be 

found by going north into the South American continent from the River Plate.3 

An expedition led by Sebastián Gaboto (1484-1557) in 1526 wound northward up 

the River Plate to the Paraná River, looking for this Tierra del Rey Blanco. Instead, he 

found a traversable path to Peru. This route was without a doubt less arduous a theoretical 

eastern route around Africa. 

In 1535, Pedro de Mendoza (1487-1537) was sent by the Spanish Kingdom as 

Adelantado4 and founded Buenos Aires –then called Santa María de los Buenos Ayres- in 

1536. Nuestra Señora de la Asunción, the actual capital city of Paraguay was founded on 

August 15, 1537, by Juan de Salazar (1508-1560). Asunción, north of Buenos Aires, 

became a closer and more strategic site to get to the Tierra del Rey Blanco. Buenos Aires 

was therefore abandoned and destroyed by the Indians while Asunción continued to 

prosper. The route to Peru, however, was yet to be found.5 

The same year Buenos Aires was founded by Pedro de Mendoza it was also 

abandoned. Another expedition under Diego de Almagro (1475-1538), toured the 

northwestern region, founding other cities along the way: Santiago del Estero, 1553; 

Mendoza, 1561; San Juan, 1562; San Fernando del Valle de Tucumán, 1565; Córdoba 

                                                 
3 Spaniard conquerors called the River Plate Río de la Plata, which literally means Silver River, because of 
these legends. 
4 Before the Virreinato was created, the Spanish crown granted the title of Adelantado to those explorers 
who discovered new territories in the Indies as a permission to rule them and provide a civil regimen to 
those lands. 
5 José Luis Romero, Breve Historia de la Argentina, Buenos Aires: Fondo de Cultura Económica de 
Argentina, 1996: 25. 
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and Santa Fé, 1573. However, it was not until 1580 that renewed interest in Buenos Aires 

grew. Juan de Garay re-founded the city, and gave away lands to those Spaniards that 

agreed to work them. He also created the Cabildo as a regulating institution to rule the 

territory under the auspices of Spain.  

The population of the cities mentioned above was composed of peninsulares, 

Spaniards born in Iberian Peninsula, and creoles, people of Spanish descendence born in 

the new territory.6 Those aborigines that were forced into Mita and Encomienda7 settled 

in the outer limits of the cities, where they became victims of physical abuse due to the 

harsh labor demands, intellectual fatigue, and the forced conversion to Christianity. These 

women were often taken by the Spaniards as trophies, resulting in mixed offspring: the 

first mestizos.  

Civil and political power was conferred upon peninsulares only. Jesuit 

missionaries, in a humane effort to protect the aborigines, tried to moderate the cruel 

regimen within the Mita and Encomienda. Although their petitions were ignored by the 

Spanish crown, the missionaries succeeded, through great perseverance, in introducing 

mestizos into social, civil and religious life in the colony. 

Unfortunately, by the time the conquest was over and few areas remained 

undiscovered, the Renaissance ended. Colonial Argentina developed under this 

panorama. The encomendero’s authority was not to be questioned. He set out to educate 

                                                 
6 Throughout this paper, the term creole is used to describe people of pure Spanish descent, born in the 
Argentine territory, or their cultural input.  
7 Mita, Encomienda and Yanaconazgo were institutions created by the Catholic Church to regulate the work 
of aborigines for the Spanish settlers, while they provided education and converted them to Christianity. As 
it lacked political control, all obligations the Spanish originally made to the aborigines were rescinded and 
these institutions turned into a system of forced labor, close to slavery.  
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the Indians under Christian principles, and in exchange, the Indians were not only obliged 

to convert to Christianity, but also to work for the land of their master encomendero. 

Authoritarism became the norm. The treatment the Indians received, coupled with lack of 

comprehension and acceptance of the colonization of their former lands, gave them a 

reason to rebel and escape. 

The treatment and condition of Indians in the colony was one of the most frequent 

civil and religious issues. In 1597, Buenos Aires had for the first time a creole 

Lieutenant-Governor, Hernando Arias de Saavedra (1564-1634), also known as 

Hernandarias.8 As a governor, he stimulated the growth of Buenos Aires by requiring the 

use of better construction materials to build primary schools and a fortress to protect the 

city. Most importantly, he brought the mita and encomienda to an end. In 1608, 

Hernandarias arranged the settlement of Jesuit and Franciscan orders in the northeastern 

region. This was accomplished with the permission of Felipe III of Spain. As a result, in 

1611, there was a collective emancipation of all natives working on encomiendas.  

By 1617, the River Plate was divided into two separate and distinctive districts: 

Asunción and Buenos Aires. Free from Asunción’s influence, Buenos Aires became an 

important commercial port. During the seventeenth and eighteenth centuries, the Spanish 

families that inhabited the city were surrounded by luxurious furniture and trappings from 

Europe. The creoles migrated to the countryside to escape the stricture of the city 

enclosure and to explore the desert. This led to hunting wild animals for profit.9 Buenos 

Aires not only had commercial interchanges with Europe but also established 

                                                 
8 José Luis Romero, Breve Historia de la Argentina, Buenos Aires: Fondo de Cultura Económica de 
Argentina, S.A., 1996: 32. 
9 Ibid: 37. 
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relationships with Colonia del Sacramento, currently part of the Republic of Uruguay. 

The creole and mestizo population had increased notably, and their independent opinions 

developed. The political atmosphere became progressively polarized. Many held on to 

tradition and wanting Buenos Aires to remain a mirror image of Spain, with its rules and 

fashion; but more of the citizenry wanted a more progressive government that distanced 

itself from the monarchy thereby establishing the rule of Buenos Aires by a Fisiocracia.10 

Furthermore, the economic autonomy would make the city flourish independent of 

Spanish control and any restrictive regulations the Iberic crown may have wanted to 

impose. Nevertheless, optimum commercial and political relations between Spain and 

England did not result. Argentina became part of the English sea route and, after the 

Spanish defeat at Trafalgar in 1806, England invaded the River Plate. The Marqués de 

Sobremonte, who was the Viceroy at the time, escaped to Montevideo when the English 

took control of the port, but Santiago de Liniers recovered Buenos Aires in a clever 

military maneuver11. Santiago de Liniers then became Viceroy of the River Plate and 

despite his seemingly patriotic efforts to fight the English, his true ideals could not be 

readily acertained. Liniers responded to the Spanish crown “as a little child should to his 

parents.”12 A considerable part of the colony at this time was creole, and they 

acknowledged no loyalty to Spain. By 1810, Europe was ruled by Napoleon, and the 

creole population felt no obligation to any king, nor did they want to submit to the 

                                                 
10 This school of thought from the French Revolution determines that a good economic performance can be 
assured without the intervention of the government. When applied to the Virreinato, it clearly states that the 
inhabitants of the colony wanted to manage their own economy without the intervention of the Spanish 
crown. 
11 The Marqués de Sobremonte ruled the Virreinato from 1804 to 1806. After he ran away from English 
Invasions, porteños prevented him from coming back to power.  
12 Ezequiel Ortega, Liniers, una vida frente a la Gloria y la adversidad, Buenos Aires: Claridad, 1944. 
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authority of any Viceroy. Therefore, on May 25, 1810, the Primera Junta was created in 

order to establish political independence and to formulate regulations for free commerce. 

This revolution was entirely creole driven. Because they had endured years of oppression 

since the creation of the Virreinato, now they had the chance to seize power and create a 

new form of government. The rest of the provinces, however, were conservative and 

preferred to remain a colony of Spain and not to acknowledge the new government in 

Buenos Aires, which controlled all trade. 

Most of the members of the Junta abandoned the revolution for fear the inner 

provinces would oppose them to protect their conservative interests, and as a 

consequence, in 1811, a new form of government was created: the Triunvirato. It was 

composed of an executive power of three members, and the army of the Granaderos was 

created to defend the emancipating ideals that led to the May 25, 1810 Revolution. In 

1813, a broader Executive Power, the Asamblea General Constituyente, approved the 

National Anthem, prohibited slavery and proscribed any form of torture. Tension within 

the territory increased, and the Executive power sought assistance from foreign countries. 

As a result, negotiations between Great Britain and Spain reopened, and by 1816, the 

Spanish king’s power was restored and Spanish reclamation of the colony seemed 

inevitable. Despite the inner fighting between centralists and federalists, Buenos Aires 

and the provinces declared absolute independence from Spain or any other nation on July 

9, 1816. This also ended the possibility of Great Britain attempting another invasion. 

Although independence was finally achieved, the unity of the provinces was 

damaged. Regional, economic, and ideological groups opposed each others’ points of 
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view with hopes for a new formula of national unity. It took forty years of civil war and 

conflict before the National Constitution was ratified and accepted by all provinces of the 

Argentine territory. 

 
From Independence to the República Argentina 
 

 
 
 José Francisco de San Martín (1778-1850) is known as el Padre de la Patria.13 

After the Provincias del Río de la Plata gained independence he embarked on a more 

difficult mission: assisting other colonies in the process of emancipation.  After losing 

control of the Virreinato, Spaniards were defeated in Chile in 1817 and Peru in 1820. 

This defeat led to the independence of both nations. 

 In the emancipated Virreinato, the opposition between both banks of the River 

Plate grew stronger as other colonies declared independence across South America. The 

Banda Oriental,14 under the leadership of José Gervasio Artigas (1764-1850), proclaimed 

that each province within the Virreinato should have an independent government and 

trade regulations, while at the same time maintain national unity. The northern provinces 

of Santa Fé, Corrientes and Entre Ríos, supported these ideals and opposed Buenos 

Aires’ centralist power. This position established the renowned rivalry between unitarios 

and federales and their respective light blue and red ribbons.15 Each region had its own 

caudillo.16 Caudillos promoted their political ideas through different provincial 

                                                 
13 Father of the native land. This colloquial term applies to the fact of him being very influential in 
Argentina achieving the Independence from Spain. 
14 Currently the Republic of Uruguay.  
15 Federales and unitarios used a ribbon to display their political convictions. 
16 The term “caudillo” refers to a head or leader, in an ideological, political or military sense. 
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constitutions and presented them to the Government of Buenos Aires in 1819. The 

porteño17 government rejected these treatises, but, after its troops were defeated in 1820, 

agreed to sign a document called Tratado del Pilar.18 This treatise reaffirmed the national 

unity but underlined the federal system as well. When the provinces withdrew their 

troops from the territory of Buenos Aires, the free sailing of the Paraná and Uruguay 

rivers was achieved. This was a major advancement in the development of the provincial 

economy, because these two rivers were the inner commercial route from the Atlantic 

port. Buenos Aires also promised to provide protection from Brazil which maintained a 

hostile frontier and had already taken control of the Banda Oriental. In José Luis 

Romero’s words:  

 Con el Tratado del Pilar terminaba una época: la de las Provincias 
Unidas, durante la cual pareció que la unión era compatible con la 
subsistencia de la estructura del antiguo virreinato. Ahora 
comenzaba otra: la época de la disunión de las provincias, durante 
la cual los grupos regionales, los grupos económicos y los grupos 
ideológicos opondrían sus puntos de vista para encontrar una 
nueva formula para la unidad nacional.19 

  
 With the Tratado del Pilar, the period of the United Provinces in 

which the union seemed to be compatible with the survivorship of 
the structure of the former Virreinato was over. A different period 
was about to start: the disunion of the provinces, in which the 
regional, economic and ideological groups would oppose their 
points of view to find a new formula for National unity. 

 
 Even though different regions of the territory had antinomic convictions, they all 

supported national unity. The reason was an economic one: the inner provinces did not 

                                                 
17 Porteño  means “person from the port”. It applies to all inhabitants of the city of Buenos Aires, to 
differentiate them from those of the province of Buenos Aires. 
18 February 23, 1820, signed between the Manuel de Sarratea, representative of Buenos Aires, and the 
caudillos of the Provinces of Santa Fé and Entre Ríos. 
19 José Luis Romero, Breve Historia de la Argentina, Buenos Aires: Fondo de Cultura Económica, 1996: 
61. 
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want to lose the benefits of the port of Buenos Aires. When the northern provinces signed 

the Tratado del Pilar, José Gervasio Artigas called them traitors because they capitulated 

to Buenos Aires’ conditions. Buenos Aires’ troops recovered the Banda Oriental from 

Brazil, which officially declared war. 

 The desire for hegemony increased in the northern provinces while Buenos Aires’ 

power decreased until it was only influential toward its adjacent states. Buenos Aires then 

signed the Tratado del Cuadrilátero with the northern provinces of Santa Fé, Corrientes 

and Entre Ríos. This treaty assured defense from Brazil, but no economic agreement.  

 In 1826, Bernardino Rivadavia (1780-1845) was elected President of the 

Provincias Unidas under his own law of Sufragio Universal.20 Although Buenos Aires 

was declared the official capital city of the Republic, the porteño landholders were 

dissatisfied with the implied arrangements. All the commercial profit of the port was 

taken away from them in favor of the other provinces. Meanwhile, the Provincias won 

the war against Brazil, but the peace treaty that was signed was egregiously unbalanced. 

The treaty established the Banda Oriental independent from the Provincias Unidas, 

according to Great Britain’s desire. For this reason, in 1828 President Rivadavia resigned 

and Manuel Dorrego (1787-1828) became his successor.  

 In 1829, caudillo Juan Manuel de Rosas (1793-1877) of Buenos Aires became 

governor. He was an influential figure in promoting the interests of the port city and 

managing the Provincias’ international relations. However, he kept postponing the 

convening of provinces’ congress, because he was afraid of losing total control of Buenos 

Aires’ benefits to the federal party. 
                                                 
20 This law established that all adult men had the right to vote in a certain state. 
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 Rosas was a powerful figure for nearly fifteen years. He organized the first 

expeditions to the desert to confiscate Indians’ territory for the Provincias Unidas. Under 

the appearance of a federal he managed to rule the federation as a sacred unity with an 

obvious preference for Buenos Aires, for economic reasons. Rosas also abandoned the 

educative mission inaugurated by President Rivadavia in the 1820’s, and refused to 

organize a judicial power to regulate the law throughout the Federation. Although 

tertulias21 experienced constant growth during Rosas’ government, intellectual life did 

not flourish and university infrastructure decayed. His main focus was the economy; and 

although it grew, it did so in a despotic manner. The lands he gained as a result from the 

expeditions to the territory of the Indian were given to his cronies and not distributed 

equitably among the other landowners and workers.  

 With Rosas’ evident centralist politics, Buenos Aires flourished, while the rest of 

the country declined. To promote his centralist agenda, he required public demonstrations 

of support to the Federation; he even used the cintillo punzó,22 symbol of the federales, 

and his daughter to promote the red outfits.23 

 The governor of Entre Ríos, Justo José de Urquiza (1801-1870), unlike Juan 

Manuel de Rosas, fought for education; he founded several schools within his region, as 

discontent grew towards the leader of Buenos Aires. Rosas’ governorship and control of 

                                                 
21 Social gatherings where art, music and eventually sciences are central activities, particular to the high 
intellectual social classes. The first tertulias took place around 1600 in Spain, with literary figures such as 
Lope De Vega. 
22 Red ribbon men used around their arms while women used in their hair. 
23 One of the most famous portraits of Manuelita can be seen at the National Museum of Art in Buenos 
Aires, made by painter Prilidiano Pueyrredon. 



 22 
 
Buenos Aires, along with the centralized public power he acquired since 1835, gave rise 

to many opponents. 

 In 1850, the Ejército Grande, or big army, was formed. It was comprised of 

troops from the Litoral, Brazil and the Banda Oriental. On February 3, 1852, the army 

advanced on Buenos Aires and defeated its regiment in the so called Battle of Caseros. 

This ended Rosas’ power; he resigned and was exiled to Great Britain until his death. 

 Justo José de Urquiza entered Buenos Aires shortly after the victory of the 

Ejército Grande. He immediately proceeded to set the basis for the period of National 

Organization. He ratified the National Constitution. Finally, Argentina became a stable 

country, one regulated under national principles. 
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II. THE DEVELOPMENT OF ARGENTINE SOCIETY AND ITS ROLE IN MUSIC 
 
 

 La tradición musical argentina viviente es elaborada por la 
realidad insustituible e inalienable de nuestro propio 
acontecer histórico como nación. 

  
The living Argentine music tradition is elaborated by the 
irreplaceable and inalienable reality of our own historic 
development as a nation. 24 

 

 The historic events previously described shaped Argentina’s political 

development and its social stratification. With the ratification of the national constitution, 

territorial wars were over, although political struggle was latent for many decades.25 

Although fights between unitarios and federales were over, the interior was still isolated. 

During the nineteenth century, the population was centralized in Buenos Aires, and the 

wealth from leather and beef exports created an accommodated bourgeoisie.  

Music education was in the charge of private maestros that arrived to the River 

Plate’s basin from Europe, and their successive disciples. The wealthiest families of 

Buenos Aires requested the services of the best musicians for the education of the 

younger members of the family. The music they taught was naturally the music they 

brought from their homeland.26  

 Most of these music teachers were French or Italian and publicized small 

advertisements in the newspaper, like the following from La Gazeta de Buenos Aires: “A 

                                                 
24 Mario García Acevedo, Música Argentina durante el período de la Organización Nacional, Buenos 
Aires: Ediciones Culturales Argentinas, 1961: 7. 
25 José Luis Romero, Breve Historia de la Argentina, Buenos Aires:  
26 Among the most renowned teachers, Víctor de la Prada was the first flute teacher in Buenos Aires in the 
first years of the nineteenth century, and the first flute method was Principios o instrucción completa de 
música para flauta by Prudencio Capetillo. Vicente Gesualdo, Historia de la Música en la Argentina, 
Buenos Aires: Beta, 1961: 669-670.  
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French officer… will be dedicated to teach this art based on a certain method recently 

adopted in France… Can be found at D, Francisco Saubidet’s residence, last door of the 

fourth block north of the school.” 27 

 The only concerts that were given were in private residences or salons since 

Buenos Aires did not have a concert hall. The Teatro Argentino was not built until the 

decade of 1830.28 Furthermore, art music was exclusively the pervue of the upper class, 

which was concentrated in the cities.  

 Opera seasons began in Buenos Aires in 1848 and continued until the present 

time, with occasional interruptions. Although opera productions took some attention 

away from other genres for a long time, it encouraged the inauguration of theatres in the 

city. The legendary Teatro Colón was inaugurated in 1857.29 

 La Gaceta Musical was first published in 1874 and included advertisements of 

music teachers in the Buenos Aires area. Although most advertisements were for piano 

teachers,30 there were a small number of flute teachers that were advertised: Eliseo 

Flesca, who later became the professor of woodwinds at the Escuela de Música de la 

Provincia, Domingo Flesca, Luis Cerrato, Juan Roig, and Antonio Salvatore.  

 These families, originally peninsulares, became creole families as successive 

generations were born in the new country. These creoles, that became the majority of the 

population of the cities over the years, became the leader class of Argentina: the 

estancieros. 

                                                 
27 No. 99, December 2nd, 1818. 
28 Vicente Gesualdo, Historia de la Música en la Argentina, Buenos Aires: Beta, 1961: 142. 
29 Unfortunately, this venue was burned in a massive fire. The current building was inaugurated in 1908. 
30 A quote from Luis José Bernasconi, contemporary of Alcorta, reads “The pianomania is the country’s 
current disease”. Vicente Gesualdo, Historia de la Música en la Argentina, Buenos Aires: Beta, 1961: 391. 
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 The first creoles, however, had migrated to the adjacent Pampas after fighting for 

their rights under the Spanish order. They became the most iconic figure of Argentine 

folklore: the gauchos. Buenos Aires’ rhythm of life was not satisfying to them as they 

could not find their place in society. Raised as Spaniards, these individuals understood 

the history of Argentina from a purely Argentine point of view.31 The Pampas were not 

conquered territory for them, but their only land. The broad expanse of the plains felt like 

home, not the urban life of Buenos Aires. With this vision of Argentina, they created their 

own aesthetic expression. The need of a telluric voice that was not a derivative of any 

European expression was necessary for the completion of their cultural needs. This voice 

came from the creole’s social stratum because gauchos were neither Spaniards, nor 

mestizos or aborigines.  

The Creole’s aesthetic position was molded by his racial makeup, and the search 

of his own identity in relation to his life. Gauchos were ranchers; constantly handling 

cattle and riding horses most of the time. Coincidentally, those rhythms used in creole 

dances and songs come from the ternary rhythm of the horse’s gallop, the gaucho’s only 

companion. This rhythm, known in Western European music theory as troqueo, appears 

recurrently in this music with a new meaning. 

 

                                                 
31 Mercedes Pilar Torres, El canto de los argentinos, Buenos Aires: Ediciones del Valle, 1985: 116. 
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Figure 1. Written reproduction of horse gallop “de-pán-talega.”32 

 

This rhythm gave birth to most creole forms. Zambas, cuecas, and gatos, all contain this 

particular cell or variations of it. 

 

Figure 2. Transcription of traditional Gato dance.33 

 

 

Until the Campañas del Desierto34, a considerable extension of the Argentine 

territory was still to be colonized. It was inhabited by those aborigines who could resist 

                                                 
32 Mercedes Pilar Torres, El canto de los argentinos, Buenos Aires, Ediciones del Valle, 1985: 122. 
33 Carlos Vega, Danzas populares Argentinas. 
34 The Campañas del Desierto were government-sanctioned expeditions that took place between 1875 and 
1884 whereby Nicolás Avellaneda and Julio Argentino Roca confiscated land from the aborigines and 
“ethnically cleansed” the region leaving only those with at least partial Spanish ethnicity. 
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the attacks of Spaniard conquerors. Until then, aborigines ruled that territory and had 

their own cultural expressions, mostly carried on through oral tradition. After they were 

defeated during the last decades of the nineteenth century, the weakest cultures 

disappeared and their art evaporated with time. The Northern cultures were the most 

developed and their musical influence overpowered the conquest of their people. Their 

musical modes and cadences can still be heard in contemporary folklore.35  

Public institutions for music education were not created until the second half of 

the nineteenth century, at the time of the defeat of Juan Manuel de Rosas in the Battle of 

Caseros. One of these institutions was the Colegio San Martín. Composer and Father of 

Argentine Music Alberto Williams was a student at this institution, before he was 

awarded a grant to study abroad. These institutions were public. Therefore, all 

peninsulares, creoles and mestizos were allowed to go. The latter were the first ones to 

advance in their class, as a result of their ability and natural ease towards music. 

However, the number of mestizos decreased over the years, due to the teachers’ failure to 

introduce them to European models of harmony and rhythm. They were only familiar 

with music through oral tradition.36 Another institution was created by Amancio 

Alcorta’s son Santiago, the Escuela de Música de la Provincia, in 1874.37 Alberto 

Williams found the Conservatorio de Buenos Aires in 1893, with the intention of 

improving public music education in Argentina.38 This institution was attended by many 

pupils from older schools and was the first Conservatoire that was not free. After 

                                                 
35 Mercedes Pilar Torres, El canto de los argentinos, Buenos Aires: Ediciones del Valle, 1985: 36 
36 From an article in El Nacional, March 1865 about the Escuela Gratuita de Música created by the Public 
Instruction Counsel in Vicente Gesualdo, Música en la Argentina, Buenos Aires: Beta, 1961: 669 
37 Ibid: 670. 
38 Currently named Conservatorio Alberto Williams. 
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returning from Europe in 1889, Williams added the European model to Argentine music 

education. The best musicians of Buenos Aires were hired at this institution: Julián 

Aguirre, who taught piano and solfège, and Luis Gorín who taught flute.39 The National 

Conservatory or Conservatorio Nacional de Música “Carlos López Buchardo”40 was not 

inaugurated until 1924. It was named after its first dean. All professors at these 

institutions, however, were European or of European descent. 

 Cielitos, Pericones, and other national dances began to be performed in the 

theatre around 1830.41  The inclusion of these dances in the theatre or military events 

indicates a change of function and elevation of popular music to a more academic 

environment. 

The immigrants still carried their music and art with them into the city, but 

popular institutions such as the circo criollo, brought a generous portion of the country 

life and tradition into the city and the higher class. The legendary gaucho Juan Moreira 

made creole clown José Podestá one of the most popular figures in the 1880s. Juan 

Moreira was so popular that his character was featured in the theatre and toured the 

country.42 At the same time, Alberto Williams’ concert series in the National Opera and 

the National Library was also notable. It not only included works by the great composers 

of Europe, but also works by his predecessors and contemporary Argentine fellow 

composers. 

                                                 
39 Williams’ flute sonata Op.48 analyzed in this document was dedicated to him 
40 Currently the Department of  Musical Arts at the National Institute of Art. 
41 These dances, called “national” or “patriotic” followed the European model. They were the music that 
the families of Buenos Aires felt identified with, while the interior of the country was an unknown territory 
for them. 
42 Juan María Veniard, La Música Nacional Argentina, Buenos Aires: Instituto de Musicología “Carlos 
Vega”, 1986: 39. 
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The first generation of musicians that included folk elements in their music, took 

it from the circo criollo. Creole themes eventually transcended the theatre. Musicians like 

Alberto Williams began making trips to the countryside, to have a direct contact with this 

musical expression. Society had changed since the time they acquired their musical 

education. Pure European music was not their spontaneous aesthetic expression anymore. 

As economic development expanded beyond Buenos Aires and other major cities like 

Córdoba and Santa Fé toward the provinces, their cultural manifestations were gathered 

and merged into their own art. Furthermore, the first musicians to experiment with 

musical elements originated in the interior. These pioneers of nationalism in Argentina 

included folk music devices from the adjacent areas. After nationalistic conventions were 

established, later generations experienced these aesthetics with the aboriginal inheritance, 

unknown to the previous generations; and this artistic nationalism was more authentic in 

its lack of overriding European artistic manifestations.  

The best way to observe the gradual inclusion of folk music in Argentine music is 

through the analysis of musical works. Three renowned Argentine composers 

representative of their generations were chosen for this study, along with some of their 

compositions for flute: Amancio Alcorta, as an icon of the first composers born in 

Argentine territory who did not cultivate music as their profession and had no contact 

with the interior’s folklore; Alberto Williams, as a representative of the first generation of 

Argentine composers that intended to create a national style, exploring the aesthetic 

manifestations of the local tradition; finally, Ángel Lasala, who, once established the 
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nationalistic school, cultivated it and studied it to reproduce works free from any 

European aesthetic link. 
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III. AMANCIO ALCORTA AND THE FIRST ARGENTINE COMPOSITIONS 
 

 As stated before, the Batalla de Caseros put an end to the Rosas era and allowed 

the Proceso de Organización Nacional43 with the ratification of a National Constitution 

that unified the territory as República Argentina. Musical activity in the territory was 

prevalent for centuries before the constitution of the Argentine Republic; however, that 

music was as foreign as its musicians. The musical production of the previous centuries 

can be considered as music in Argentina, but not necessarily music from Argentina.44 

 
Amancio Alcorta’s Career and Interest in Music 

 

Although musical activity in the nineteenth century was not at a professional 

level, there was certainly an increased interest in arts. Supporters of the arts were 

dedicated to other professions such as politics, economics, or accounting, but they 

cultivated music as a hobby and made their contributions to musical life in the new 

country before it became a separate profession. 

One of these individuals was Amancio Alcorta. Born in Santiago del Estero 

August 16 of 1805, he was the son of José Pelayo de Alcorta from Biscay, who had 

arrived in Santiago in 1775 as a merchant and later became the post office manager.  

Since Alcorta was very young, his father encouraged him to pursue a career in 

law. For this reason, he was sent to Catamarca when he was twelve years old, to study 

                                                 
43 The period between the ratification of the Constitution in 1853 and 1910, when Argentina became a 
unified Nation is usually described as the “Period of National Organization.” Mario García Acevedo, 
Música Argentina durante el Período de la Organización Nacional, (Buenos Aires: Ediciones culturales 
argentines, 1961) 9-10 
44 The distinction is made to separate music that is merely composed in Argentina, to music that can be 
identified with the Argentine culture. 
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with the Latinist Fray Ramón de la Quintana. After three years, he moved to Córdoba to 

follow his career in law at the University of Córdoba and stayed for four years. In 

Córdoba he attended the Colegio de Montserrat, where he studied flute and harmony with 

Maestro Juan María Cambeses.45  

Alcorta could not finish his degree in law because, in 1826, he was appointed as a 

representative for his native province in the National Congress in Buenos Aires. In 1830 

he was promoted to Minister by the Governor of Santiago del Estero, and the following 

year for the province of Salta.  

Alcorta belonged to what is considered the group of the Precursores, with Juan 

Pedro Esnaola and Juan Bautista Alberdi. Although he was an economist and did not 

pursue a musical career, he developed a keen interest in music, becoming a refined 

composer of delicacy and spontaneous sensitivity.46 In the period between 1822 and 1830 

Alcorta composed a substantial number of works, most of which unfortunately have been 

lost.47 In Alcorta’s music there is no inclusion of native melodies; however, his grandson 

Alberto Williams described his works in these words: 

[Sus obras]...tienen un sutil perfume nacional, a pesar de la 
avasalladora influencia rossiniana; en ellas ha pasado algo del 
alma de nuestros viejos payadores y se encuentran ritmos y giros de 
los cantos y bailes de los gauchos del interior; se advierten cambios 
de tono análogos a los de las canciones populares, y están 
impregnados de suave melancolía como si fueran un reflejo de la 
pampa, un recuerdo de infinita tristeza (Antología de Compositores 
Argentinos, Bs. As., 1941). 

                                                 
45 Juan María Cambeses was a Spaniard flutist that came to Buenos Aires around 1824 and later moved to 
Cordoba to teach in the Colegio de Montserrat. Vicente Gesualdo, Historia de la Música en la Argentina, 
Buenos Aires: Beta, 1961: 386, 387. 
46 Vicente Gesualdo,  Historia de la Música en la Argentina, Buenos Aires: Beta: 1961: 462. 
47 Rodolfo Arizaga, Enciclopedia de la Música Argentina, Buenos Aires: Fondo Nacional de las Artes, 
1972: 39. 
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[His oeuvre]…has a subtle national perfume, in spite of its 
overpowering Rossinian influence. There is something in them 
reminiscent of our payadores’ soul, as well as melodic turns from 
the interior. Some changes of key are similar to those of our popular 
songs, and they are impregnated of a soft melancholy, as if they 
were a reflection of the pampa, a remembrance of never ending 
sadness.  

 
 After the Batalla de Caseros, Alcorta established himself in Buenos Aires and 

stayed there until his death in May 3, 1862. In the capital city, he had relevant jobs in the 

public administration: he was a Senator for the Province of Buenos Aires, and excelled 

as an economist. His residence, on the corner of Florida Street and Cordoba Avenue,48 

was often a gathering place for amateur musicians. As part of these tertulias, it was 

common to offer concerts for which he wrote music. His family members also took part 

in these events, as they were all musically trained, including son-in-law Jorge Orlando 

Williams, father of Alberto. 

From the works written after 1830, many were collected by his family and were 

published in Paris in two volumes.49 The first volume, dated 1869, includes some songs 

with piano accompaniment, and features his chamber music compositions including 

flute: Nocturno, for flute with piano accompaniment; Trio en Mi bemol, for flute, violin 

and piano; Trio en Sol, for the same ensemble; Gran Fantasia, for solo flute with piano 

accompaniment, and the Cuarteto, for flute, violin, violoncello and piano. Although 

written to entertain the intellectual class’ gatherings, there is evidence that these pieces 

transcended tertulias and were indeed performed in a concert in August 1874, the first 

                                                 
48 This place is currently occupied by the Galerias Pacifico  Shopping Mall. 
49 Alberto Williams re-edited some of these works in the Antología de compositores argentinos sponsored 
by the National Academy of Fine Arts (AAN) in 1941. Pola Suárez Urtubey in Diccionario de la Música 
Española e Hispanoamericana, Madrid: Sociedad General de Autores y editors, 1999: 235 
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documented concert with all its music written by Argentine composers.50 Alcorta was 

also one of the first composers that wrote sacred music together with Juan Pedro 

Esnaola. His Gradual para el día de San Martín includes a part for flute.51 

 
 

Works by Amancio Alcorta 
 
 
 A phrase by Juan María Veniard on the group of the Precursores states the 

following: 

Nos parece que en la Historia de la Música en la Argentina, 
pocas fueron las generaciones que merecen ostentar ese 
nombre. Podemos hablar de una primera generación de 
músicos, la de los románticos, de Juan Bautista Alberdi, 
Juan Pedro Esnaola, Fernando Cruz Cordero, Amancio 
Alcorta y tantos otros de aquella “juventud dorada” que 
cultiva la música como un pasatiempo.52 
 
It seems like in the History of Music in Argentina, only a 
few generations deserve to be classified as such 
[generations of musical influence]. We can talk about the 
first generation of musicians, that of Romanticism, of Juan 
Bautista Alberdi, Juan Pedro Esnaola, Fernando Cruz 
Cordero, Amancio Alcorta, and others of that “golden 
youth” that cultivated music as a hobby. 

  

It was during this generation that there was an increase in music of different 

genres by Argentine composers who primarily wrote piano music. During this period 

                                                 
50 Vicente Gesualdo, Historia de la Música en la Argentina, Buenos Aires: Beta, 1961: 301-302. 
51  There is evidence that this piece was performed in a public concert at the Metropolitan Cathedral in 
Buenos Aires in 1854. However, the volume of the Paris edition containing songs and religious music by 
Alcorta is yet to be found. Pola Suárez Urtubey in Diccionario de la Música Española e 
Hispanoamericana, Madrid, Sociedad General de Autores y editors, 1999: 234. 
52 Juan María Veniard, La Música Nacional Argentina”, Buenos Aires: Ministerio de Educación y Justicia, 
Instituto Nacional de Musicología “Carlos Vega”, 1986: 18. 
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there was a flourishing of lyric, symphonic, choral and especially chamber music 

compositions.53 

 Alcorta’s compositions for flute are not dated, but they were among the first 

compositions for chamber ensemble that he wrote. With only amateur training, his lack of 

experience with handling many instrumental voices became evident. From the works 

published in 1869 by his family, only the compositions for flute and piano follow 

European forms used during the Romantic period, while both trios and the Cuarteto are 

multisectional, but do not fall into the theme and variations form. 54 

 
 

Works for Solo Flute 

 
 

 The Nocturno is a rondo, comprised of an Introduction, three different themes and 

a Coda. After its first appearance, Theme A returns three times. The structure, therefore, 

is that of a seven part rondo as follows: Intro-A-B-A-C-A-B-A-Coda. Table 1 shows the 

organization of the piece with its different sections, keys, lengths and location: 

 

                                                 
53 Mario García Acevedo, Música Argentina durante el period de la Organización Nacional, Buenos Aires: 
Ediciones Culturales Argentinas, 1961: 11. 
54 Pola Suárez Urtubey in Diccionario de la Música Española e Hispanoamericana, Madrid: Sociedad 
General de Autores y Editores, 1999: 234. 
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Table 1. Chart for the Nocturno para Flauta y Piano by Amancio Alcorta. 

Section Key Length Measure # 

Introduction B Minor (vi) 14 measures 1-14 

Theme A D Major (I) 8 measures 15-22 

Theme B A Major (V) 13 measures 23-35 

Theme A D Major (I) 8 measures 36-43 

Theme C B Minor (vi) 41 measuress 44-79 

Theme A D Major (I) 8 measures 81-88 

Theme B A Major (V) 13 measures 89-101 

Theme A D Major (I) 8 measures 102-109 

Coda D Major (I) 8 measures 109-116 

 

Themes are spread out throughout the piece in a traditional manner, in 8 measure 

phrases and with tonal harmonies. Although the Introduction is in B Minor, Theme A is 

in D major, with simple cadences to its relative minor and a return to D at the end of the 8 

measure phrase. Theme B is in its dominant A Major and Theme C in its relative B 

Minor. 

 

Figure 3a. Amancio Alcorta, Nocturno: Theme A, m. 15-19 
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Figure 3b. Amancio Alcorta, Nocturno: Theme B, m.23-26 

 

Figure 3c. Amancio Alcorta, Nocturno: Theme C, m.44-47 

 

 

The chords are all major, minor or diminished, with the exception of one augmented sixth 

chord in measure 76, a Fr6 in D Major: 

 
Figure 4. Augmented sixth chord in the Nocturno para Flauta y Piano, m. 73-76 

 

 
The texture is typical of European compositions of the first half of the nineteenth century, 

with recurrent use of Alberti bass in the piano accompaniment. 

 

Fr6 
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Figure 5. Alberti Bass in Piano Accompaniment of Alcorta’s Nocturno, m.15-16 

 

 

The Fantasía’s form is that of a theme and variations, with an introduction and a final 

vivace section in addition to the theme and the three variations.  The main key of this 

piece is A minor, the key of the introduction and of the main theme (although the second 

semi phrase of the theme starts in C major, its relative). The harmonic treatment is very 

similar to that of the Nocturno. There are major, minor, dominant and diminished chords, 

all within a logical net of neighbor harmonic relations proper of the period. Although the 

Fantasía’s piano accompaniment’s texture is more complex and full compared to the 

Nocturno’s, it is still merely an accompaniment to the virtuoso flute part.  

 
Figure 6. Alcorta, Fantasía, m.56-59, piano 

 



 39 
 

The decision to write such technical challenges for the flute is perhaps due to the 

visits of many flute virtuosos during this period, such as maestros Cambeses and 

Reichert, who brought the music of Tulou and Briccialdi.  

 
Figure 7. Alcorta, Fantasía, m.56-59, flute 

 

 

 
 There is no evidence of any Argentine dance rhythm or melody in these works, 

while form, harmony, rhythm and texture indicate European cosmopolitan trends of the 

time. 

 
 

The Chamber Music Compositions 

 
 
 As stated before, although similar treatment in harmony was used in Alcorta’s 

trios and Cuarteto, his use of form is unusual. There are many sections with different 

themes that do not constitute any classical form.  

 The Trio en Mi Bemol (Trio in E flat) is the shortest of the three. It includes a 

thirteen measure introduction, two thematic sections that repeat with variations and a 

final coda. The Trio en Sol (Trio in G) is divided in six sections: an introduction of 11 

measures, Andante, Vivace, Allegretto, Primo Tempo, and the Vivo which serves as 
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Coda with a reprise of the Vivace material. Finally, the Cuarteto consists of five sections: 

an introduction marked Andante, Adagio, Andante, Allegro, Andante. A novelty in this 

piece is that the third section is scored solely for piano, which leaves its accompanying 

role to broach thematic material. The harmony of all chamber works resembles the 

treatment of the Fantasia and the Nocturno, although chromatic chords are more present: 

 
 

Figure 8. Alcorta, Trío en Mi Bemol, m.20-21, piano 

 

While the piano is the main accompaniment tool throughout these works, 

interaction between the two instrumental voices is very simple, without any counterpoint. 

If one instrument has thematic material, the other one serves as accompaniment, or 

doubles the melody. 

 
Figure 9a. Alcorta, Trío en Mi Bemol, m.14-19, flute 
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Figure 9b. Alcorta, Trío en Mi Bemol, m.14-19, violin 

 

Figure 9c. Alcorta, Trío en Sol, m.14-17, flute 

 

Figure 9d. Alcorta, Trío en Sol, m.14-17, violin 

 

Accompaniment in the piano part is often arpeggiated, waltz-like, and uses occasional 

thematic interludes. 

 
Figure 10a. Alberti Bass pattern in Trio en Sol and Cuarteto 
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Figure 10b. Waltz pattern in Trio en Mi Bemol by Alcorta 

 

 

 

 

 

 All features analyzed so far show the compositions of Alcorta as purely European 

influenced. The treatment of harmony, rhythm, textures and all other musical elements 

are very traditional in addition to the simplicity apropos of an amateur composer.  

 However, as quoted before, Alberto Williams mentioned a certain “subtle national 

perfume” in his grandfather’s works. Truly, all national dances performed in the city 

ballrooms at the time were based on the European dances brought by immigrants. The 

waltz or minuet rhythms used by Alcorta in his chamber compositions are not an 

exception.  

Traditional dances in Argentina occur mostly in ternary meters or ternary 

subdivided meters. Alcorta’s works are all ternary: the Cuarteto and Trio en Mi Bemol 

are in 9/8, and the Trio en Sol in 3/4 and 3/8. The Cielito, Pericón and Media Caña were 

derived from the same English Contradanse and became all one genre after 1850. 

Although they were born as a patriotic dance at the time of the independence, they all 

carry the simplicity of the waltz. 
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Figure 11. Example of Cielito, music published by  
Martiniano Leguizamón in 191755 

 

 

 

The Cuando is an Argentine traditional dance of unenhanced couplets. The first section is 

slow, of refined character, in 3/4 meter and the second section is fast in 6/8 meter. Similar 

is the Minué Montonero or Minué Federal, basically a local replica of the European 

minuet. It first appeared in the River Plate basin by the time of independence and had 

peaked by 1840. Alcorta’s first theme in the Trio en Sol resembles that of a minuet, while 

it is followed by a fast 3/8 section, resembling the noble pace of the Cuando: 

                                                 
55 Carlos Vega, Danzas populares argentinas: 187. 
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Figure 12. Alcorta, Trío en Sol, m.12-17 

 

 

 

 These simple decisions separated Alcorta’s chamber works from works like his 

solo flute pieces. It probably happened in an unconscious manner as Alcorta never 

claimed to be nationalistic with his music, but with his work as a politician and 

economist. As much as he loved music, he never faced this art as his main interest, and 

composed these pieces to entertain the crowds that gathered at his residence in Buenos 

Aires, like most wealthy urban families of the nineteenth century. 
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IV. ALBERTO WILLIAMS AND MUSIC IN ARGENTINA AT THE TURN OF THE 

CENTURY 

 
 Williams’ academic studies and first approach to Argentine folk  music 

 
While the compositions of the Precursores can be described as eclectic with a 

generally European inspiration, Argentine composers of the turn of the century created 

their works based on national folklore, without leaving the European form. The inclusion 

of folkloric elements was fundamental, while the cultured and erudite treatment 

universalized them to the elitist music listener. Composers aimed to find a path that 

allowed them to identify their works with their culture, through a means that could be 

understood alongside the prestigious European repertoire that their dominant elite group 

was accostumed to. 

 Three composers are known to be the precursors of this movement: Eduardo 

García Mansilla (1866-1930), Julián Aguirre (1868-1924) and Alberto Williams (1862-

1952). All of them traveled to Europe to acquire academic musical training, though to 

different destinations. García Mansilla studied in Vienna, Aguirre in Spain, and Williams 

in Paris. Although all of them made important contributions to Argentine musical 

production, it is the latter which is commonly referred to as Padre de la Música 

Argentina, due to his contribution to music education. 

 Williams was born in Buenos Aires and grew up in a musical environment. His 

grandfather was one of Argentina’s musical forebearer and politician Amancio Alcorta; 
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his mother Eloísa Alcorta was a pianist and his father Jorge Orlando Williams played 

piano and sang.  

 Williams began his piano and composition lessons as the age of 8, from a German 

friend of the family, Pedro Beck.56 He was later enrolled at the Colegio San Martín.  

In 1875, the Escuela de Música y Declamación de la Provincia  was opened and 

young Alberto was one of its first students.57 He studied at the Escuela with Nicolás 

Bassi and Luis J. Bernasconi. He gave one of his first public presentations  in 1879, and 

in 1881, he published one of his first compositions: Ensueño de juventud. 

In 1882, he traveled to Europe sponsored by the Argentine Executive Power and 

was accepted to the Paris Conservatoire. He had piano lessons with Chopin disciple 

George Mathías, studied harmony with Émile Durand, took counterpoint with Benjamin 

Goddard, and studied composition with César Franck.  

Williams spent seven years of intense studies that allowed him to increase his 

compositional output. His piano works Souvenir d’Enfance, Op.2 and Première Mazurka, 

Op.3 were published in Paris in 1887.58  

Upon his return to Buenos Aires in 1889, he played several piano recitals, 

exemplifying the technical knowledge acquired in Europe. The indifference that he 

received almost made him abandon music. Williams complained about how his own 

society turned its back on him when he tried to reinsert himself into the musical life of 

the high society of Buenos Aires, to which he originally belonged. 

                                                 
56 Pedro Beck was a German piano teacher and orchestra conductor, who repatriated in Argentina by 1870.  
He was Williams’ first teacher. He traveled to Europe in 1880 and established in the city of Rosario at his 
return. Vicente Gesualdo, Historia de la Musica en la Argentina, Buernos Aires, Beta, 1961: 553. 
57 Ibid: 523. 
58 Ibid: 524. 
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His uncle tried to stop him from quitting his musical career and advised him to 

apply for an academic position in the National Conservatory. Instead, Williams founded 

his own institution: the Conservatorio de Buenos Aires. 

That same year, he took a trip to the province of Buenos Aires to learn the music 

and dances that were played in the countryside, in an effort to become familiar with the 

popular tunes of his own land, after being away for so long. In this trip, he toured many 

provincial estancias, meeting real gauchos. What he sought was art music, new 

compositions that would recreate the ambiance and color of the native essence, avoiding 

mere arrangements and transcriptions of pre-existent folk tunes. After these trips, the 

nationalistic tendency increased in his oeuvre. 

At his return, the idea of how to create a nationalistic style was more defined. In 

1890, he wrote his set of piano pieces En la Sierra, Op.32, the work that includes his 

popular Rancho Abandonado. This work and the Aires de la Pampa written shortly after, 

were the first approach to a fine balance between the art of the payador camper and the 

erudite cosmopolitan musician. 

After those first experiments, Williams dedicated himself to encouraging the 

growth of musical activity in the city. He founded and conducted the concerts of El 

Ateneo in 1892, and the cycle of concerts at the National Library from 1902 to 1905. 

Besides his musical production, he contributed and supported music institutions and 

music education. 
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His influence among musical culture of Buenos Aires brought a modern approach 

to education, following the European model he applied to the Conservatorio de Buenos 

Aires.59 Williams was the dean of this institution until 1941. 

In his later period he was one of the most notable symphonists in America, being 

the first to write nine symphonies. 

 
Williams’ Role as a Pioneer of Nationalism 

 

When Juan Manuel de Rosas was defeated, a reactionary movement against 

everything that was related to his era arose. The performance of traditional dances during 

his government was abandoned.  

 It was not until twenty-five years later that there was an interest in vernacular 

music again, and it came with those musicians who, like Alberto Williams, had traveled 

to Europe to acquire professional academic training, at a time when European 

nationalistic schools were at their peak. 

Williams’ style did not become concise until his return to Argentina.  His first 

experiences with nationalistic elements came in the decade of 1890. As with most of his 

contemporaries, Williams traveled to Europe to fulfill the social expectations of his class: 

acquiring an education abroad with Europe as the supreme model. By the time these 

young musicians reached European lands, the old continent’s nationalism was in its 

splendor.  

                                                 
59 Currently the Conservatorio Williams. 
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 Although previous generations had transcribed creole dances and introduced them 

into the Cosmopolitan ballroom, it was Williams and Aguirre that tried to transport 

Argentine Dances into academic music, to make it part of the Concert Hall as well. 

In the Concert Hall, traditional creole music had taken two different paths: 
transcription, fairly literal, of popular dances and songs for piano, guitar, 
or voice accompanied for either one, or the implicit recreation or 
atmosphere (for example the one Williams employed in his Rancho 
Abandonado).60 
 
Musicians like Williams did not reproduce preexistent dances like some of their 

predecessors but created completely new music using the rhythms, melodic turns and 

meters of the traditional dances to create the folkloric setting. They merged into 

Nationalism through musical internationalism with Italian, French, German or Spanish 

influence, depending on the country where they went to study. 

 Williams’ initial work under this inspiration was El rancho abandonado (the 

abandoned ranch), the fourth piece of a set of five entitled En la sierra (In the mountains) 

Op.32. This work has an impressionistic character overall and does not quote any folk 

melody. It is a piece written in A-B-A form with tempo markings slow-fast-slow. The 

element that made it remarkable was the fact that Williams’ accompanied the melody of 

the B fast section with a huella61 rhythm. 

                                                 
60 Juan María Veniard, La Música Nacional Argentina, Buenos Aires: Instituto de Musicología “Carlos 
Vega”, 1986: 48. 
61 The huella is part of the historic folklore, which means that is not in force anymore. It cannot be traced to 
a particular region of the country since huellas were found everywhere. They were particular of the times of 
the Civil War. Carlos Vega, Las danzas populares argentinas, Buenos Aires: Ministerio de Educación de la 
Nación, 1952: 666, 667. 
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Figure 13. La Huella, from the Musicology Institute Collection62 

 
 

Figure 13 shows a traditional Huella, collected by Carlos Vega from the Musicology 

Institute archives. An easy comparison shows how the rhythm used in the Media Vuelta 

                                                 
62 Carlos Vega, Las Danzas Populares argentinas: 676-677. 
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is an augmented version of the same rhythm employed by Williams in the più mosso 

section of El rancho abandonado. 

 
Figure 14. Alberto Williams, El Rancho abandonado, m.21-

32
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 After 1895, the atmospheric use of folk elements to recreate a traditional picture 

declined. However, Williams returned to this practice sporadically during the last decade 

of the nineteenth century and the first decade of the twentieth century.63 

 
 

The Flute Sonata 
 

  
The flute sonata was written in 1900 and published in 190564 in Buenos Aires, 

Berlin, London and Paris, and is dedicated to Louis Gorin, the flute teacher at the 

Conservatorio de Buenos Aires at that time. It is a piece of large scope in which folk 

elements have been used in an unambiguous manner, different from the intimate 

impressionistic atmosphere created in El Rancho Abandonado. 

 
 

Formal Overlook 

 
The work is comprised of three movements in the classical manner: fast, slow, 

fast. The opening movement marked Allegro assai is in sonata form, with a clear 

exposition section with two contrasting themes, a development section with elements of 

the exposition, and a recapitulation of the first two themes. The meter is 6/8. The first 

section of the exposition is in E minor and it includes two themes. The opening theme is 

characterized by its ascending and descending patterns and successive dialogues between 

the flute and the piano.  

                                                 
63 Juan María Veniard, La Música Nacional Argentina, Buenos Aires: Instituto de Musicología “Carlos 
Vega”, 1986: 51. 
64 Carmen García Muñoz and Ana María Mondolo, Diccionario de la Música Española e 
Hispanoamericana, Madrid: Sociedad General de Autores y Editores, 1999: 1027. 
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Figure 15. Williams, Sonate Op.48, m.1-12 

 

 The second theme has a more homogeneous texture and accentuated rhythm, 

combined with a somewhat lyrical version of the same material. It is also harmonically 

less stable, as the same phrase appears in E minor the first time, G Major the second time 

to finally modulate to B minor. 
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Figure 16. Williams, Sonate Op.48, m.37-44 

 

 

 

 

 

A codetta precedes the second section of the exposition, with a descending line in the 

flute into the poco meno mosso second section, while the piano cadences into G Major, 

the relative major key. Although the second section is still in 6/8, the folkloric 
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atmosphere is lost and a more European flavor appears. The texture in the piano changes 

from a heavy accentuated presence to a veil of arpeggios. The flute’s duplet figures and 

melodic chromaticism minimize the strong creole influence of the second theme in the 

first section, building up the traditional contrast of the two sections of the sonata 

exposition, under a new approach.  

 

Figure 17. Williams, Sonate Op.48, m.93-100 

 

 

The coda of the exposition retakes the creole rhythm and repeats it in an almost 

percussive manner. The use of a plagal cadence, avoids the western authentic model.  
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Figure 18. Williams, Sonate Op.48, m.140-153 

 

 

The development is traditionally modulating. It includes elements from both themes of 

the first section and the western influenced melody of the second section. The theme that 

prevails, however, is the second one of the first section, which increases tension by 

repetition with slight changes in pitch that cause a transposition to a higher register each 

time. 
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Figure 19. Williams, Sonate Op.48, first movement, m.234-250 

 

 The recapitulation reintroduces previous material almost literally, with a variation 

of mode in the second theme. This time, the rhythmic melody is presented in E major 

instead of E minor. Accordingly, the second section is also presented in this tonic key 

like most traditional sonatas, instead of its relative major exposition counterpart.  

 In the second movement, also in ternary subdivided meter, the evidence of 

Williams’ studies in Europe prevails over the nationalistic trends. This movement, 

marked Andante, expressive, is full of chromaticism and unexpected cadences, avoiding 

the simplicity of those progressions heard in the first movement,  This movement is 

divided in two large sections, with two sub sections each as follows: A-B-A’-B’. With 
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only a short piano interlude as development, this movement is in sonata-rondo form. The 

key of the movement is C Major. The chromatic passages, including a half diminished 

sonority in the first down-beat blur the tonality until the end of the first theme.  

 

Figure 20. Williams, Sonate Op.48, second movement, m.1-2 

 

 

 The second theme is as colorful and unstable chromatically as the first one. 

Williams surprises the listener with borrowed accidentals from modes other than major, 

such as a flat V in C Major, the main key of the movement. 

 



 59 
 

Figure 21. Williams, Sonate Op.48, second movement, m.24-25 

 

 

 A virtuosic interlude for the piano follows and serves as a build up to the return of 

Theme A in measure 59. This return to Theme A is almost literal but in a much fuller 

texture in the piano and higher register in the flute. 
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Figure 22. Williams, Sonate Op.48, second movement, m.59-63 

 

 

 

 

Theme B is also nearly exact, but modulates to end in the main key of C major, with the 

addition of few measures that serve as coda and reinforce the tonic chord in C Major in 

the last measures of the movement.  

 The third movement, marked Allegro, is treated in a similar manner to the first 

one. Its meter is compound and its main key, E minor, although it ends in its major 
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parallel mode E Major, like the first movement. Structured in sonata form, the exposition 

comprises two themes and a technically challenging coda section.  

Figure 23. Williams, Sonate Op.48, third movement, m.1-2 

 

The development that follows is full of harmonic tension. A unifying element of 

this section is a rhythmic pattern that appears only in the piano, in the second theme of 

the exposition.  

 
Figure 24. Williams, Sonate Op.48, third movement, m.42-43 

 

 

The rhythm featured in the left hand of the piano in the above measures only appears in 

this passage. Williams took this rhythmic pattern as the motive of the development, while 
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the harmony changes permanently within the sonorities of D half-diminished seventh, F 

minor seventh, B fully diminished seventh, C minor seventh and Ab major seventh 

chords. 

 
Figure 25. Williams, Sonate Op.48, third movement, m.57-62, development 

 

 

The recapitulation is almost exact except for the change of key and mode in the 

second theme, the same process utilized in the first movement. The technically difficult 

coda section is also recapitulated in E major and expanded to give the whole sonata an 

ending comparable to its dimensions. Chords in the coda include tonic, subdominant, 

dominant, submediant and augmented German sixth chord, restating the E Major sonority 

with broad arpeggios in the final bars. 
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The Creole Element in Williams’ Flute Sonata 
 
 
The metric denominator in all three movements is the eight-note, in compound 

meter. All folk dances from Argentina have a compound meter of ternary subdivision of 

the beat, as discussed in chapter two. With this simple decision, Williams contributed to 

the folklore aggregate that can be found in the flute sonata. 

As seen through the analysis, also all melodic motives are based on patterns of 

“de-pan-talenga” (see figure 1). In spite of the presence of traditional harmonic 

progressions common of the European Romanticism, the rhythmic content of these 

motives is very strong, giving the two outer movements of the sonata a strong creole 

character. The presence of sesquialteria hemiolas implies alternance of 6/8 and 3/4 

meters, also very often used in popular dances in Argentina.  
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VI. ANGEL LASALA AND THE GROWTH OF NATIONALISM 
 

 After the first experiments by the pioneers of Nationalism, the movement declined 

for a decade and came back stronger after the Centenario.65 Many composers began to 

explore the possibilities of folklore as a new element in their compositions.  

 Alberto Ginastera’s oeuvre became the icon of this period and almost all 

nationalistic Argentine music, but other composers contributed to solidify the style. Like 

the distribution of population, folk music was merged into academic music from those 

regions adjacent to the capital city, ruled by creole music, to more remote areas of the 

country. Further experiments in nationalism turned some composers’ interest towards the 

Coya66 tradition. 

 Among these composers, Ángel Eugenio Lasala based several works on the music 

of the northwestern corner of Argentina, comprised of the provinces of Salta and Jujuy. 

Lasala was not only a nationalist but a folklorist.67 The folkloric elements almost 

prevailed over the academic training. 

 
Studies and General Style 

 
 Ángel Lasala was born in Buenos Aires May 9, 1914. He started his piano studies 

at a young age in the Conservatorio “La Prensa”. He was a graduate of the Conservatorio 

Nacional “Carlos López Buchardo,”68 where he studied under the guidance of Athos 

Palma, José Gil, and Ernesto de la Guardia. Although he started his career as a soloist, he 

                                                 
65 The turn of the twentieth century. 
66 Coya or colla is the group of descendents of the omaguaca, diaguita and atacameña tribes.  
67 From an interview with his wife on August 5th 2006 in Buenos Aires, Argentina. 
68 Currently the Department of Music and Arts at the National Institute of Art (IUNA). 
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later devoted himself to composing and teaching. He taught counterpoint and fugue at the 

Escuela General Lemos, contemporary rhythmics and harmony at the Conservatorio 

Nacional “Carlos López Buchardo”, and chamber music ensembles at the Conservatorio 

Municipal Manuel de Falla.69 

 At the age of twenty-five, he wrote his first stage work, the choreographic legend 

Chasca Ñahui70 and won the 1945 National Ballet Award. This work established his 

aesthetic inclinations towards nationalism and tonal music. Through this movement, he 

could acknowledge composers of previous generations. That is the case of his Cuarteto 

No. 3 for string quartet, dedicated to Alberto Williams. He stressed his inclination toward 

nationalism inherited from the musicians of the 1890 generation, while other composers 

of his generation chose to set themselves apart from that lineage. Lasala extended his 

nationalistic and indigenist expression to symphonic music but especially to chamber 

music. A notable aspect of his chamber music repertoire is the search of many different 

timbral combinations. “When he wrote a piece, he was never thinking about who could 

play it, or for who he was going to commission it; he just had an idea of the color he 

wanted to reproduce and that is how he chose the combination of instruments.”71  

 When he became a renowned composer, he was appointed Musical Advisor of the 

National Board of Radio Broadcasting. This influential post allowed him to develop a 

broad activity to promote Argentine composers and performers. He presided over the 

                                                 
69 Emilio Casares Rodicio, director, Diccionario de la Música Española e Hispanoamericana, Madrid: 
Sociedad General de Autores y editors, c1999-2002: 774. 
70 In quechua dialect, “Star eyes” 
71 From an interview with his wife on August 5th 2006 in Buenos Aires. 
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Argentine Composers’ Association and the Argentine Music Academy.72 He was 

awarded the 1994 Music Critics’ Association Prize and the 1996 the SADAIC73 Award, 

one of the most importan distinctions as an Argentine musician.  

 
Pure folk music in Lasala’s works 

 

 
 It has been stated that Williams’ treatment of folk elements happened always 

within a frame of Western structured work. The folk content of the Sonate Op.48’s 

melodies is unmistakable. Its recurrent rhythmic patterns are based on the rhythms most 

commonly used in triunfos, gatos and chacareras. However, these elements are balanced 

with a careful management of form and harmony which follow traditional western 

canons. 

 Ángel Lasala did not intend to insert folk elements in European shaped 

compositions. His approach was more direct and less eclectic. Attracted by the music of 

the Argentine Northwest, he used the scales and modes proper of the folk music of the 

region. Lasala did not extract the rhythm of a certain dance to compose his pieces, but 

made them sound like the dance itself. He added the expertise of his music studies, 

without disregarding the simplicity of the original forms with which he dealt with. 

 The following compositions for flute and piano and flute, soprano and piano are 

both in three movements, but do not necessarily follow the trends of the Western 

European sonata. These pieces were placed together like a set of songs that share a 

common subject. 

                                                 
72 From www.musicaclasicaargentina.com, accesed November 30th, 2006 
73 Sociedad Argentina de Autores, Intérpretes y Compositores. 
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El Poema del Pastor Coya (The Coya Shepherd’s poem) 74 

  
This piece, written in 1941, contains three movements like Williams’ sonata, 

although this setting has nothing to do with classical forms but serves more programmatic 

means. Each piece has a title rather than an indication of tempo and the music is very 

descriptive of that specific theme. 

The title of each piece is a direct reference to the aborigines of the Northwest. In 

the case of the first piece “Con la Chola y el Changuito,” Chola, the feminine of cholo, 

refers to a person of aborigine and Spanish descent. To be more precise, a cholo is an 

individual roughly three quarters Indian and only a quarter Spanish, in which the 

aboriginal features prevail over the Europeans. On the other side, changuito is the 

diminutive of chango.75 Originally, it referred to a certain group of nomad aborigines 

dedicated mostly to fishing that inhabited the region between Camaná and Tarapacá.  

Spanish conquerors were impressed with their primitive way of life. Nowadays, the term 

chango or changuito  has been extended to most aboriginal featured male inhabitants of 

the Northwestern.   

The use of  6/8 meter follows the same principle of Williams’: all folk dances are 

in simple ternary or compound meter. The use of these can relate some of Alcorta’s 

chamber compositions to traditional dances in Argentina. The novelty is that the flute part 

is simultaneously written in 2/4. The simultaneous intricacy of duple and triple 

                                                 
74 Coya or Kolla  is a term that refers to the descent of mixed groups from the Northwest. The strongest of 
this group is the inca, but also diaguitas, atacamas and omaguacas.Raúl Mandrini, Argentina indígena, 
Buenos Aires: Centro Editor de América Latina, 1983:17, 74. 
75 In quechua dialect, chango means small or of short height. 
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subdivision creates a tight and transparent texture throughout the work. Lasala chose to 

support the melody of the flute with a cueca or zamba rhythm. This dance was originated  

in the north and west of the country, although it reached all the country at the beginning 

of the twentieth century. 

 
Figure 26. Cueca o Zamba transcribed from Ángel P.Miranda76 

 

 

 
In Con la Chola y el Changuito, the same pattern can be observed. 

                                                 
76 Carlos Vega, Danzas y Canciones Argentinas, Buenos Aires: Ricordi, 1936: 141. 
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Figure 27. Lasala, Poema del Pastor Coya, Con la Chola y el Changuito, m.1-4 

 

 
This rhythmic pattern is constant throughout the work, with the exception of the 

middle section, where an arpeggiated pattern is used instead. 

 
Figure.28. Lasala, Poema del Pastor Coya, Con la Chola y el Changuito, m.69-71 

 

 

 

Harmonic content is tonal, with usual additions within the different chords. Thus the 

dominant Bb chord and the tonic Eb include C and D.  
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Figure 29. Lasala, Poema del Pastor Coya, Con la Chola y el Changuito, m.6-7 

 

Other  interesting sonorities include chords made up of stacked fifths, or the combination 

of fifths and fourths 

 
Figure 30. Lasala, Poema del Pastor Coya, Con la Chola y el Changuito, m.51-52 

 

Figure 31. Lasala, Poema del Pastor Coya, Con la Chola y el Changuito, m.87 

 



 71 
 
These chords may give the piece some impressionistic color, but there is one sonority that 

is clearly a creole element. This chord evokes the sound that a guitar produces when 

played on the open strings. This was a device often employed by Ginastera, who labeled 

it as “symbolic chord” and Lasala used it in the closing cadenza of Con la Chola y el 

Changuito. 

 
Figure 32. Symbolic chord in Lasala’s Con la Chola y el Changuito, final measure 

 

The simple melody of the flute is colored by chromaticism and the interaction between its 

dulplets and the triplets in the piano accompaniment. In the second section, it also 

alternates measures in ¾ within the 6/8 proper of the section (see figure 33). The grace 

notes on the end of the first and last sections do not intend to be aesthetic ornaments. 

They are a remembrance of the calls of Argentina’s pan flutes.  
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Figure 33. Lasala, Flute calls in Con la Chola y el Changuito, m.39-48 

 

The second piece’s title is Quena. The Quena is the flute of the Andean 

aborigines, and a staple member of Northwestern folk music, even today. Although 

contemporary quenas are chromatic, the first quenas were pentatonic. They are made 

mostly of wood, reed or bone in one piece and can have two to eight tone holes, although 

the common practice is to have six or seven. Although it is vertical, it is not played with 

reeds or a direct embouchure like recorders. Its front wall opens into a dent that keeps the 

lips away from the embouchure. The air blown from a short distance, is parted by the 

small dent, like the opposite wall of the transverse flute embouchure. The pentatonic 

scale of the quena E-G-A-C-D is presented in the flute part and its use is recurrent 

throughout the piece (see figure 35).  

The piano patterns imitate the beats of the frame drum, the instrument that is most 

used to accompany Bagualas or Yaravíes. Yaraví is a slow tune with deeply melancholic 

melody, in 3/4 slow meter. The patterns of Triste, vidala, vidalita and canción, all come 
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from Yaraví. Similarly, the Baguala is a form derived from the vidala, commonly 

accompanied by a caja or frame drum.77 

 

Figure 34.Transcription of Baguala78 

 

Lasala creates a similar melodic contour in his Quena. 

Figure 35. Lasala, Poema del Pastor Coya, Quena, m.13-17 

 

It can be divided in sections, but one of the most prominent characteristics of 

yaraví is its monotony, its continuous pace, with no change of harmony or variety of 

rhythm throughout. The Traditional yaravís’ theme is always sad and monotonous. 

Although this piece lacks text, the sad and monotonous character of the yaraví is 

                                                 
77 Vicente Gesualdo, Historia de la Música en la Argentina, Buenos Aires: Beta, 1961: 838. 
78 Mercedes Pilar Torres, El canto del argentinos, Buenos Aires: Ediciones del Valle, 1985: 96. 
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mantained through the repetitive caja rhythm in the piano and the constant pentatonic 

sonority of the flute line. 

The third piece title is Danzando, which literally means “dancing.” It is a  

Huayno, similar to the Carnavalito and Kaluyo, all fast dances of the Northwest. Unlike 

the latter, Huayno’s rhythm is not predominantly long-short-short,79 although its primary 

characteristics are the same. The use of pentatonic scales is common to both dances as 

they come from the Inca repertoire, as well as the fast 2/4 meter.  

                                                 
79 Long-short-short rhythm  (eighth note plus two sixteenth notes) is described by Argentine 
ethnomusicologists as Chulanchar. 
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Figure 36. Examples of Huayno and Kaluyo from the popular cancionero80 

 

 

Lasala uses the scale A-B-D-E-G as pitch material for this piece, transposed to F-G-Bb-

C-Eb in measure 59, and to F#-G#-B-C#-E in measures 89 and 155, interspersed with 

variations of the main theme in its original scale.  

                                                 
80 Mercedes Pilar Torres, El canto de los argentinos, Buenos Aires: Ediciones del Valle, 1985: 34. 
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Figure 37a. Lasala, Poema del Pastor Coya, Danzando, m.1-13 

 

Figure 37b. Lasala, Poema del Pastor Coya, Danzando, m.89-94 

 



 77 
 

Figure 37c. Lasala, Poema del Pastor Coya, Danzando, m.155-157 

 

Although it cannot be labeled a rondo, the Huayno is in strophic form in which verses 

and choruses alternate. In Lasala’s Danzando, thematic motive A (see figure 37.a) is 

presented four times, alternated with different verses in the transposed pentatonic scale. 

The organization of the thematic material is similar to a five part rondo. The following 

chart shows the complete development of the phrases and their respective use of the 

pentatonic scale. 

 

Table 2. Chart of Danzando’s form and thematic material 

Thematic material Scale employed Measure number 

A (repeated) A-B-D-E-G 1-52 

B F-G-Bb-C-Eb 58-73 

B’ F#-G#-B-C#-E 89-108 

A A-B-D-E-G 109-128 

C A-B-D-E-G 129-147 

A (repeated) A-B-D-E-G 148-228 
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Between the A sections that are repeated and the two B sections, the thematic 

material is in the piano part. Although they share the scale, the piano themes are different 

from those of the flute, forming simple interludes between the flute stanzas. 

 
Figure 38. Ángel Lasala, Danzando from Poema del Pastor Coya, m.24-27 

 

As in the previous work, the piano left hand consists mostly of a repetitive rhythm 

pattern, although it does not intend to portray monotony. Huaynos are songs of joy and 

festivity, therefore the tempo indications are Animado y rítmico (animated and rhythmic). 

The harmonic material in this song does not vary from the previous one. Chords in 

fourths and fifths are often used in an alternated pattern. 

 
Figure 39. Ángel Lasala Danzando from Poema del Pastor Coya, m.36-37 
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The Poemas Norteños 

 
 This work for soprano, flute and piano, with texts by the poet Agustín Dentone, 

was written in 1953 and premiered in 1955. There are three poems in this series 

portraying folkloric airs of northern Argentina; the first one “Nube” (Cloud) in the 

rhythm of Baguala or Yaraví, sometimes called vidala, a northern rustic singing usually 

accompanied by a frame drum (see figure quena); the second one “Misterio” (Mystery) in 

the rhythm of a Canción, a genre that alternates poetry with instrumental interludes in a 

free style; and the last one “Ángel” (Angel) portrays the Carnavalito, a festive dance 

performed by a crowd. 

 The first song, “Nube”, describes the monotonous continuity of a cloud in its 

journey through the sky. It includes three sections, thematically labeled as A (m.1-21)-B 

(m.22-39)-A (m/40-63). The poem, by Agustín Dentone, includes words that are a mix of 

Spanish and quechua.81 The following plate shows the original poem with its translation 

to English, and a list of dialect words next to their Spanish counterpart. 

 

                                                 
81  Quechua  is a Native language of South America. In Argentina, it is spoken in the Northwest in many 
different dialects that derive from the original spoken in the Inca Empire. 
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Table 3. Text and translation for Ángel Lasala’s “Nube” 

 

NUBE 
Io soy ansinita 
Mezcla i viento y cerro 
Cuando io me corte 
Si’ai parar el tiempo 
Y un poncho d’estrellas cubrirá mi cuerpo 
Voy por los caminos 
Siempre cara al viento 
Pa cambiar de rumbo ia me siento viejo 
No espero de naides 
Ni lloros ni rezos 
P’al que s’hizo solo sobra todu eso 
Io soy ansinita mezcla i viento y cerro 

CLOUD 
I am like this 
A mix of wind and mountain 
When I break apart 
Time will stop 
And a starred poncho will cover my body 
I follow the paths 
Always facing the wind 
I feel too old to change direction 
I don’t expect weeps or prayers 
From anybody 
For whom has grown alone that’s too much 
I am like this, a mix of wind and mountain 
 

 
Table 4. Comparison of dialect words used in Nube to Spanish terms 

 
ansinita = así 

i= de 
io= yo 

si’ai=se ha de 
pa=para 
ia=ya 

naides= nadie 
 

The drone of the piano imitates, like in the Pastor Coya’s Quena, the beat of the frame 

drum, in its repetitive pattern throughout the first and third sections. The chords are 

comprised of two sets of stacked fourths, giving the piece a modal contour.  
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Figure 40. Quartal chords in Lasala’s Nube, m.1-2, piano 

 

Both flute and voice share the same pentatonic scale A-C-D-E-G. There is no variation in 

the use of this scale, except for the final measures of the B section where the pitch 

material changes to the three notes: F#-A-C#. At this time, the flute is silent, which 

means its entire pitch material is based on the pentatonic scale previously described, as in 

the primitive quenas. As for melodic material, the use of the “bordadura inferior”82 is 

recurrent in this piece. 

Figure 41a. Lasala, Nube, m.1-2, flute 

 

Figure 41b. Lasala, Nube, m.4-6, voice 

 

                                                 
82 An inferior neighbor-tone, at a distance of a whole step. Malena Kuss, Huemac by Pascual de Rogatis: 
Native Identity in the Argentine Lyric Theatre,The University of Texas, Austin Anuario Interamericano de 
Investigación Musical, 1974: 76-77. 
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 “Misterio” is a canción. No barlines are present in this piece, as a canción is 

focused on the poetry in a recitative manner and is not intended to be danced. The 

division of sections is therefore dictated by the text.  

 

Table 5. Lyrics and English translations for Misterio by Ángel Lasala 

 

MISTERIO 
No sé que tiene tu voz que mi arrincona 
i alisa mi rudeza cuando me nombras 
cuando me nombras alma 
cuando me nombras alma 
Se pueblan de luceros 
Todas mis sombras, mis sombras 
Por la senda amorosa de tus palabras 
Voy siguiendo la estrella de tu Mirada 
No se que tiene tu voz que mi arrincona 

 

MYSTERY 
What’s in your voice that corners  me 
And softens my rudeness when you call me 
When you call me, my soul 
When you call me, my soul 
Covered with shimmering stars 
All my shadows, my shadows 
On the lovely path of your words 
I follow the star of your sight 
What’s in your voice that corners me 

 

There are five sections that alternate static and moving pace in this song. The first one 

includes the first verse of the poem and has no intervention of the piano. The pitch 

material is G-Bb-C-F with the addition of F or D alternating.  
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Figure 42.Lasala, Misterio, opening stanza, flute and voice 

 

The second section starts with the piano entrance with a D-flat9 chord, and includes 

verses two to four from the text. This chord cannot be given any specific function as the 

piece itself is not in any specific key, but alternates different pentatonic tonalities. The 

entrance of the piano also brings motion to this section, accompanied by a sixteenth note 

pattern of fourths in the right hand of the piano.  
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Figure 43. Lasala, Misterio, second stanza 

 

Section 3 is characterized by the chord E-G#-B-D-F# and brings back the static pace of 

the first section. It only includes a short flute interlude, imitating the mountain call of the 

mountain shepherds.  

Figure 44. Flute call in Lasala’s Misterio 
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The pitch material of the fourth section originates from the opening, but the melody is 

different in contour. Additionally, the piano provides motion, contrasting with the 

previous cadential section, though in a different syncopated rhythm. 

 
Figure 45. Lasala, Misterio, fourth stanza 

 

 

The final phrase is a reprise of the first stanza with its same pitch material, text, and lack 

of piano support.  It is merged with the flute call that opened the third section as an 

afterthought before the final double bar. 
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Figure 46. Lasala, Misterio, ending 

 

 
 

 The final piece of this set “Ángel” is written in the form of a Carnavalito. The 

Carnavalito is a complex and developed version of collective pre-historic dances. It is a 

dance of Bolivian origins, typical of northwestern Argentina. Its music is always joyful 

and its meter is 4/8 or 2/4, similar to the Huayno. It is danced in all social classes in the 

northwestern Argentina, within the provinces of Salta and Jujuy, but only taught as an 

educative dance in elementary school in Buenos Aires and the remainder of the country.  

 In the most archaic form of Carnavalito, men and women dance together without 

forming couples. It is purely communal. In the modern version, men and women form 
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couples, although these couples are not independent. They all interact throughout the 

course of the dance.  

Although the traditional Carnavalito is usually written or felt in duple meter, 

“Ángel” is written in 4/4 meter. However, it is evident in the piano writing that this 4/4 is 

hypermetricly realized in a duple pulse.83 

Figure 47. Lasala, Poemas Norteños, Ángel, m.1-2 

 

Rhythmic cells typical of Carnavalito are used in most sections of this song. The 

alternation of one eighth note and two sixteenth notes is the most common rhythm, 

labeled by Argentinean musicologists as Chulanchar. 

 
Figure 48. Chulanchar rhythm 

 

                                                 
83 The term hypermeter is used to describe pulse in larger note values within any given time signature. 
Jonathan Kramer, The Time of Music: New York, Schirmer, 1988. 
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 This rhythm can be found in most traditional Carnavalitos. Below, there is an excerpt 

from  “el picaflor” (the Hummingbird), a classic of the Carnavalito repertoire, that 

employs the Chulanchar: 

 
Figure 49. Excerpt from El picaflor84 

 

Lasala, aware of the profusion of this rhythm in the northwestern folklore of Argentina, 

portrayed this rhythm with the flute entrance (see figure 50). 

 

Figure 50. Lasala, Poemas Norteños, Ángel, m.4-6, flute score 

 

 

 

Similarly, the voice enters with this same rhythm pattern. This pattern is simply paired 

with Alberti bass (see figure 51). 

                                                 
84 Carlos Vega, Danzas populares argentinas.  
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Figure 51. Lasala, Poemas Norteños, Ángel, m.13-14 

 

 

 

The melody pitches are comprised of a pentatonic scale, widely utilized in 

northwestern Argentine folk music.  However, the voicing emphasizes intervallic 

precedence. In this manner, the right hand on the piano implies G major (see figure 47). 

So does the flute melody (see figure 50). In bar 4, the line seems to delineate a G major 

melody with a deceiving end in the submediant scale degree. The mode, therefore, is 

ambiguous. Lacking leading tones, the melodic lines are free of dissonances and 

harmonic attractions. 

This Carnavalito is in a rounded binary form. It comprises three sections marked: 

Moderadamente movido (m. 1-21); Más lento (m. 22-28) and Movido (m. 29-48), a 

pseudo-recapitulation of the first section, in a different key. 

Another folk element used in this piece is the text. No local dialect is used, as in 

the other two poems, but the theme is related to the main theme of Carnavalitos 
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(religious feasts), in this case, the celebration of the Holy Friday and the arrival of a niño 

moreno (dark skinned baby).85 

Table 6. Text and English Translation for Ángel by Ángel Lasala 

ANGEL 
La noche del Viernes Santo 
La noche del Viernes Santo 
Vino mi niño moreno 
La noche del Viernes Santo 
Tuvo por cuna mis brazos 
La noche del Viernes Santo 
Tuvo por cuna mis  brazos 
Y  un angel veló su sueño 
Velos de meditación 
Sobre mi recogimiento 
Buscando su porvenir 
Tras un cristal de silencio 
Tres gracias pedí a la Virgen 
Para mi niño moreno 
Al viento le di el mensaje 
Y el viento lo llevó al cielo 
La noche del Viernes Santo 
Nació mi niño moreno 
 

ANGEL 
On Holy Friday’s night 
On Holy Friday’s night 
My little dark skinned boy was arrived 
On Holy Friday’s night 
Had my arms as a crib 
On Holy Friday’s night 
Had my arms as a crib 
And an angel watched over his dream 
Meditation veils 
Over my absorption 
Looking for his future 
In a silent crystal 
I asked the Virgin three graces 
For my dark skinned boy 
I gave the message to the wind 
And the wind took it to Heaven 
On Holy Friday’s night 
My dark skinned boy was born 
 

In this song, the voice line is treated in a manner similar to the flute. While the 

piano accompaniment still implies G major by arranging the notes of a pentatonic scale 

by fifths, the choice of melodic intervals in the voice part implies E minor. At this point, 

the flute counterpart includes the full pentatonic scale as a consensus between the other 

two parts. 

                                                 
85 While the term moreno/morena is used to refer to a person of dark skin, and often underscores 
indigenous or non-European roots. It is also a common term of endearment. 
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VI. CONCLUSION 
 

 The nature of Argentina’s historical development has marked its social 

stratification as well as its racial makeup. These two variables are intricately connected 

and characterized Argentine art music as well as its folk music.  

 While in the cities most music tended to be European oriented, beyond the 

metropolitan areas the marginal gaucho established its own vision of Argentina through 

his music, the creole music. Meanwhile, in farther lands, the aborigine had his own 

musical expression, connected to his own style of life. 

 The inclusion of folk elements in Argentine music was progressive and radial. 

Urban life where music showed trends of European influence started to add elements 

from the adjacent areas after Argentina was established as a country. The inclusion of 

local elements in academic music was not solidified until the turn of the nineteenth 

century, and expanded its possibilities after the first decades of the twentieth century. 

 The works analyzed in this document represent the evolution of the Nationalistic 

style in Argentina, in a smaller scale. The description of the social situation and certain 

folkloric elements used in these works will help the performer understand this music and 

give a background on more specific stylistic aspects that should be taken into account 

when performing these pieces. 

 While the flute was a fashionable instrument in Europe during the Romantic Era, 

it came closest to reproducing the sound of the aboriginal woodwind instruments. From 

cosmopolitan works, like Alcorta’s to folkloric works like Lasala’s, the use of the flute 

was recurrent. In the same manner, different performance practices should be applied to 
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each extreme, as the choice for the instrument comes from different perspectives. In 

earlier works, it should resemble the tone and technique employed in French and Italian 

works of the period, full of brightness and velocity. The later works in which the 

aboriginal atmosphere is present, should resemble the rustic sound of the quena. 

 Amancio Alcorta’s works are in their own naïve style a testimony of the first 

pieces written by Argentine composers, and the basis on which later compositions were 

built. Williams’ Flute Sonate Op.48 is a large scale work, and the subtlety of its 

composer’s style and thoughtful integration of European and National elements 

contribute to its complexity as part of the standard repertoire of Argentine works for 

flute. Lasala’s works were composed in an academic frame; however, the composer’s 

study of aboriginal elements was so profound that folkloric performance practice should 

be applied to this repertoire as well. 
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