
A performance edition with critical commentary
on Joaquin Rodrigo's "Invocacion y Danza"

Item Type text; Dissertation-Reproduction (electronic)

Authors Pastrana, Jorge L.

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 26/05/2023 09:20:53

Link to Item http://hdl.handle.net/10150/289794

http://hdl.handle.net/10150/289794


INFORMATION TO USERS 

This manuscript has been reproduced from the microfilm master. UMI films 

the text directly from the original or copy submitted. Thus, some thesis and 

dissertation copies are in typewriter face, while others may be from any type of 

computer printer. 

The quality of this reproduction is dependent upon the quality of the 

copy submitted. Broken or indistinct print, colored or poor quality illustrations 

and photographs, print bleedthrough. substandard margins, and improper 

alignment can adversely affect reproduction. 

In the unlikely event that the author did not send UMI a complete manuscript 

and there are missing pages, these will be noted. Also, if unauthorized 

copyright material had to be removed, a note will indicate the deletion. 

Oversize materials (e.g., maps, drawings, charts) are reproduced by 

sectioning the original, beginning at the upper left-hand comer and continuing 

from left to right in equal sections with small overiaps. 

Photographs included in the original manuscript have been reproduced 

xerographically in this copy. Higher quality 6" x 9" black and white 

photographic prints are available for any photographs or illustrations appearing 

in this copy for an additional charge. Contact UMI directly to order. 

ProQuest Information and Learning 
300 North Zeeb Road. Ann Arbor, Mi 48106-1346 USA 

800-521-0600 





A PERFORMANCE EDITION WITH CRITICAL COMMENTARY ON JOAQUIN 
RODRIGO'S INVOCACION YDANZA 

by 

Jorge Luis Pastrana 

Copyright © Jorge Luis Pastrana 2001 

A Document Submitted to the Faculty of 

THE SCHOOL OF MUSIC AND DANCE 

In Partial Fulfillment of the Requirements 
For the Degree of 

DOCTOR OF MUSICAL ARTS 
WITH A MAJOR IN MUSIC 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

2001 



UMI Number 3050355 

Copyright 2002 by 
Pastrana. Jorge Luis 

Ail rights reserved. 

UMI' 
UMI Microform 3050355 

Copyright 2002 by ProQuest Information and Leaming Company. 
All rights reserved. This microform edition is protected against 

unauthorized copying under Title 17, United States Code. 

ProQuest Information and Leaming Company 
300 North Zeeb Road 

P.O. Box 1346 
Ann Art>or, Ml 48106-1346 



2 
THE UNIVERSITY OF ARIZONA « 

GRADUATE COLLEGE 

As members of the Final Examination Committee, we certify that we have read the 

document prepared by JORGE LUIS PASTRANA 

entitled A PERFORMANCE EDITION WITH CRITICAL COMMENTARY ON 

JOAQUIN RODRIGO'S INVOCACION Y DANZA 

and recommend that it be accepted as fulfilling the requirements for the Degree 

of DOCTOR OF MUSICAL ARTS 

/ / / 2 ^  / 
Prof. fKgjtas PatCeff̂ n Date 

' ur^LCarro^^cLau^^n , Date 
2  0 0 /  

Prof. ^rayson Hirst Date 

Date 

Date 

Final approval and acceptance of this document is contingent upon the candidate's 
submission of the final copy of the document to the Graduate College. 

I hereby certify that I have read this document prepared under my direction and 
reconomend that it be accepted as fulfilling the requirement 

Director Date 



3 

STATEMENT BY AUTHOR 

This document has been submitted in partial fulfillment of requirements for an 

advanced degree at The University of Arizona and is deposited in the University Library to 

be made available to borrowers under rules of the Library. 

Brief quotations from this document are allowable without special permission, 

provided that accurate acknowledgment of source is made. Requests for permission for 

extended quotation from or reproduction of this manuscript in whole or in part may be 

granted by the copyright holder. 

SIGNED 



4 

ACKNOWLEDGMENTS 

I wish to thank guitarist and mentor Thomas Patterson, for his guidance, inspiration 

and encouragement throughout these years. His expertise and enthusiasm has undoubtedly 

influenced and inspired many musicians at the University of Arizona. Tom. my deepest 

gratitude to you. 

1 offer thanks to each member of my graduate committee: their tremendous support 

and always constructive criticism cannot be adequately rewarded. I acknowledge you all 

with deep appreciation: Thomas Patterson. Grayson Hirst. Dr. Carrol Mclaughlin. Dr. 

Janet Sturman, Dr. Gwen Powell and Dr. Nohema Fernandez. Additionally, I would like 

to thank Dr. John Brobeck and Dr. John Fitch who was formerly part of the committee but 

retired before this document was completed. 

Further thanks to both of my parents Felix Pastrana, my first guitar teacher, and to 

a godly devoted woman, my mother. Ana Gloria Rodriguez. This accomplishment I owe 

to you and my family in Puerto Rico who have made an immensely important intangible 

contribution of spiritual and moral support 

I wish to thank Dr. Mariia Teresa Velez and the Graduate College at the University 

of Arizona for supporting this research with a Minority Graduate Final Project Fund. I am 

also grateful for the invaluable help received by Shelly Dorsey and the Writing Skills 

Improvement Program. Special thanks to Lyneen Elmore from the School of Music 

Academk: Student Servkres and Graduate Studies at the University of Arizona. 

Finally, last but not least I wish to thank my wonderful wife. Beatriz Suarez G-

Estifani; without her love, patience and understanding the creation of this document would 

not have been possible. 



5 

DEDICATION 

To my Lord and Savior Jesus Christ 

...in whom we have redemption, the forgiveness of sins...For by Him all things were 

created, both in the heavens and on earth, visible and invisible, whether thrones or 

dominions or rulers or authorities—all things have been created through Him and for Him. 

He is before all things and in Him all things hold together...He is the beginning, the 

Hrstbom from the dead, so that He Himself will come to have first place in everything. For 

it was the Father's good pleasure for all the fullness to dwell in Him. and through Him to 

reconcile all things to Himself, having made peace through the blood of His cross: through 

Him, 1 say, whether things on earth or things in heaven. 

SL Paul. Colossians 1:14-20 NASB 



6 

TABLE OF CONTENTS 

UST OF ILLUSTRATIONS 7 

ABSTRACT 10 

I. INTRODUCTION 11 

THE GENESIS OF INVOCACION Y DANZA 
Historical and Biographical Context 11 
Overview of Rodrigo's Compositional Style 15 
Spanish 20th century music. 16 

U. NATIONAUSM AND FLAMENCO INFLUENCES 20 

in. CRITICAL COMMENTARY 24 
Invoeaeidn y Danza  ̂First Movement, Moderato 24 
Rasgueado Technique 33 
Invoeaeidn y Danza, Second Movement, Allegro Moderato-Polo 40 
Tremolo Technique 42 

IV. SUMMARY: CLOSING REMARKS 54 

APPENDIX A 55 

PRINTED EDITIONS: A COMPARISON 56 
First Movement, Moderato 57 
Second Movement, Allegro Moderato-Polo 68 

APPENDIX B 82 

PERFORMANCE EDITION OF INVOCACION Y DANZA 83 

REFERENCES 104 



7 

ILLUSTRATIONS 

Figure Page 

L Manuel de Falla, Hom^e Le Tombeau de Claude Debussy, Measures 1-2 24 

2. Joaquin Rodrigo, Invocacidn y Danza, First Movement, Measures 1-11 26 

3. Joaqum Rodrigo, Invocacidn y Danza, First Movement, Measure 16 27 

4. Joaqum Rodrigo. Invocacidn y Danza, First Movement, Measures 22-24 28 

5. Joaquin Rodrigo, Invocacidn y Danza, First Movement, Measures 25-26 29 

6. Joaquin Rodrigo. Invocacidn y Danza, First Movement. Measures 33-36 31 

7. Joaquin Rodrigo, Invocacidn y Danza, First Movement, Measure 46 32 

8. Rasgueado seco 34 

9. Chorlitazo 34 

10. Chorlitazo doble 35 

11. Rasgueado doble. 35 

12. Joaquin Rodrigo. Invocacidn y Danza, First Movement. Measures 50-58 36 

13. Joaquin Rodrigo, Invocacidn y Danza, First Movement, Measure 59 38 

14. Joaquin Rodrigo. Invocacidn y Danza, First Movement, Measure 60 39 

15. Joaquin Rodrigo, Invocacidn y Danza, Second Movement, Measures 1-16 41 

16. Classical Guitar and Flamenco Tremolo Technique 42 

17. Joaqum Rodrigo. Invocacidn y Danza, Second Movement, Measures 21-30 43 

18. Joaqum Rodrigo, Invocacidn y Danza, Second Movement, Measures 31-46 44 

19. Joaquin Rodrigo, Invocacidn y Danza, Second Movement, Measures 61-64 45 

20. Joaqum Rodrigo, Invocacidn y Danza, Second Movement, Measures 65-81 46 

21. Joaqum Rodrigo, Invocacidn y Danza, Second Movement, Measures 82-87 48 



8 

ILLUSTRATIONS-con/xni<e^ 

22. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 88-93 49 

23. Joaquin Rodrigo, Invocacion y Danza, Second Movement, Measures 116-120 50 

24. Joaquin Rodrigo, Invocacion y Danza, Second Movement, Measures 129-132 52 

25. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 133-148 53 

26. Joaqum Rodrigo. Invocacion y Danza, First Movement, Measure 16 57 

27. Joaqum Rodrigo, Invocacion y Danza, First Movement, Measures 27-32 58 

28. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measure 30 58 

29. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measure 33 59 

30. Joaqum Rodrigo. Invocacion y Danza, First Movement. Measures 33-38 60 

31. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measures 37-38 61 

32. Joaqum Rodrigo, Invocacion y Danza, First Movement. Measure 39 62 

33. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measure 40 63 

34. Joaquin Rodrigo. Invocacion y Danza. First Movement, Measure 47 64 

35. Joaquin Rodrigo. Invocacion y Danza, First Movement, Measures 51-52 65 

36. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measures 60-61 66 

37. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measures 62-66 67 

38. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 1-16 69 

39. Joaquin Rodrigo, Invocacion y Danza, Second Movement Measures 31-46 71 

40. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 61-64 73 

41. Joaquin Rodrigo, Invocacion y Danza, Second Movement, Measure 75 74 

42. Joaquui Rodrigo, Invocacion y Danza, Second Movement, Measures 78-81 75 

43. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 82-87 75 



9 

ILLUSTRATIONS-con/i>ia«</ 

44. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 90-93 76 

45. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measure 96 77 

46. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measure 100 78 

47. Joaqum Rodrigo, Invocacion y Dmza, Second Movement, Measures 104-106 78 

48. Joaqum Rodrigo, Invocacion y Danza. Second Movement, Measures 112-116 79 

49. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 110-124 80 

50. Joaqum Rodrigo. Invocacion y Danza, Second Movement Measures 129-132 81 



10 

ABSTRACT 

The Invocacidn y Danza of Joaqiua Rodrigo is one of the established masterpieces 

for the guitar in the twentieth century. It is widely considered to be among Rodrigo's Hnest 

compositions for guitar. This study discusses problems in the execution of the work and 

attempts to present ways in which to overcome these problems. It also presents a 

comparison and modlHcation of existing editions of Invocacidn y Danza and explains the 

complicated gestation of the work. This complex history has raised problems for modem 

interpreters of the work. It is not clear how and why some decisions were arrived at in the 

various versions in print 

I present here a new performance edition with a critical commentary on Rodrigo's 

work. My new edition is largely based on previous editions by: 1) Graciano Tarrago, 

(which was the first printed edition in 1962), 2) Alirio Diaz (1973) and 3) Pepe Romero 

(1993). I have attempted to respect the musical content of Rodrigo's work while at the 

same time rendering it more accessible to modem guitarists. This edition presents solutions 

to awkward passages not solved in previous editions. In order to better understand this 

work. I have examined both the stylistic influences that shaped die compositional language 

of Rodrigo and his use of Spanish folklore, specifically the flamenco tradition. 

Many of my editorial decisions emerge from an understanding of the influence of 

flamenco on this work. Understanding this flamenco influence reveals much about 

Rodrigo's musical intent and guides modem performers' interpretations of this 

masterpiece. 
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INTRODUCTION 

THE GENESIS OF INVOCACI6N Y DANZA 

Hbtorical and Biographical Context 

Joaquin Rodrigo has long been recognized as one of the most original and 

historically significant Spanish composers for the guitar. He was bom in Sagunto. in the 

province of Valencia on the Mediterranean coast of Spain in 1901 and died in Madrid in 

July, 1999. His parents had ten children, six daughters and four sons. Joaquin Rodrigo was 

the youngest son. When Rodrigo was three years old, a diphdieria epidemic killed many 

children in Spain and cost him most of his sight (he could still see light and colors). At the 

age of four, Rodrigo had surgery and improved his vision, but unfortunately as he grew 

older, he completely lost his sight He entered a school for blind children to begin his 

education. At the age of fourteen Rodrigo began to study harmony, composition and violin. 

At this early age he was already an excellent pianist In 1927, faithfiil to the tradition 

established by his predecessors Albeniz, Falla and Turina, Joaquin Rodrigo entered the 

Scola Cantomm in Paris and studied composition with Paul Dukas for five years, 

becoming his favorite student' 

Rodrigo's Invocacidn y Danza is dedicated to the memory of Manuel de Falla 

Falla, who had gone to Paris in 1907 to study with Dukas. encouraged Rodrigo and 

became a mentor to the young composer. Falla, who was to be admitted as a member of 

the French Legion d'Honneur, insisted that in the concert following the award ceremony 

not only his music, but also the music of young Spanish composers such as Rodrigo, 

^ Kamhi. Victoria. Hand in Hand with Joaquin Rodrigo: My Life at the Maestro's Side. Latin American 
Literary Review Press. 1992. pp. 65-66. 
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Halffier and Turina should be included. Rodrigo was always grateful to Falla for the 

opportunity to perform his music before such a distinguished and discerning audience.-

For many years Rodrigo was helped by Rafael Ibanez, who was hired by his 

family to be his copyist and secretary. Rodrigo wrote his works in Braille which were later 

dictated to his copyist. In 1933 Rodrigo married the excellent and accomplished Turkish 

pianist Victoria Kamhi. Kamhi played an important role in Rodrigo's career and became 

the most significant influence in his life. She spoke several European languages and had a 

broad knowledge of different European cultures making her the ideal companion for 

Rodrigo. Eventually she decided to give up her professional career to dedicate herself 

completely to her husband.^ As Rodrigo once stated, "...a thousand times over I would 

proclaim that Vicky was always the source of my inspiration, my creative impulse, my 

faith, my support, my great love. She was my most faithful muse. My closest collaborator, 

correcting my scores, or translating my songs into other languages..."'^ 

Rodrigo returned to Spain in 1934. but due to the Spanish Civil War he was forced 

to live between France and Germany from 1936 to 1939. Finally, Rodrigo and his wife 

returned to Madrid in 1939. In 1940. the Concierto de Aranjuez was successfully 

premiered by the Barcelona Philharmonic Orchestra featuring the Spanish guitarist Regino 

Sainz de la Maza and Rodrigo was acclaimed as the leading postwar Spanish composer.^ 

During the 19S0's, Rodrigo visited Venezuela as part of the Latin American Musk: Festival 

which featured the most important figures of the musical world of Spanish America. There 

- Calcraft. Raymond. Joaqum-Rodrigo.com. hop: www. Joaquih-Rodrigo.coin/bioie. 2001. p. 2. 
^ Ibid. 

Rodrigo. Joaqufh. Quotes by the Composer, hop; www.Joaquih-Rodrigo.com/swords. 1999. 
^ Sadie. Stanley. Joaqum Rodrigo on The New Grove Dictionary of Music and Musicians. MacmiQan 
and Co.. 1980. pp. 92-93. 

http://www.Joaquih-Rodrigo.com/swords
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he heard the Venezuelan guitar virtuoso Alirio Diaz who performed works by the Brazilian 

composer Heitor Villa-Lobos. 

In 1961 Rodrigo was contacted by Robert J. Vidal, director of the Radio-Television 

Frangaise Guitar Competition and a very good friend of Rodrigo. The Radio-Television 

Frangaise Guitar Competition had been held in Paris since 19S8 and for decades was 

among the most important annual classical guitar competitions in the world. Vidal 

encouraged Rodrigo to present a guitar work for the competition called that year Coupe 

International de Guitarre (International Guitar Cup) for the best piece composed for the 

guitar. Vidal, one of the most notable personalities in the classical guitar world, devoted 

himself to promoting programs on French radio and television exclusively on behalf of the 

guitar.^ During that time Rodrigo expressed to his wife that *'he felt no desire to write 

something new for guitar".^ That is when Rodrigo's wife remembered that years before he 

had written an inspired work for Regino Sainz de la Maza which de la Maza had never 

played. Rodrigo did not have a decent copy of the manuscript, which was in the possession 

of the guitarist. The manuscript found in Regino's house was a rough draft in pencil and 

was fiill of errors. Rodrigo had to revise and correct it He had very little time to produce a 

clean copy to be sent to the competition. This copy arrived in Paris hours before the 

deadline. Rodrigo submitted the work under the pseudonym "Mio Cid".^ 

Invocacion y Danza was written in homage to Joaquin Rodrigo's friend and fellow 

Spanish composer Manuel de Falla and dedicated to the renowned guitarist Alirio Diiaz. As 

^ Summerfkld. Maurice J. The Classical Guitar: Its Evolution, Players and Personalities Since 1800, 
4th ed.. rev. and enL. Ashley Mark Publishing Company. 1996. p. 246. 
7 Kamhi, Ibid., p. 200. 
^ PQe. Randy, A Performer's Guide to the Guitar Works ofJoaqum Rodrigo with a Complete index of 
Revisions, University of California. San Diego. 1991. p. 47. 
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an homage to Falla Invocacidn y Danza, is closely linked to flamenco dance and ctmte 

jondo (deep song). Falla, the most outstanding and influential Spanish composer of the 

twentieth century, has been regarded as the major exponent of the true nature of the cante 

jondo, the oldest and most primitive traditional singing found in the gitanerias (gypsy 

slums). Invocacidn y Danza won flrst prize in the 1961 Coupe International de Guitarre 

and was published in 1962 by the French house Editions de France. This is the Hrst of the 

editions [ rely upon in my study. The fingering in this edition were added by Graciano 

Tarrago. Tarragd, a well known professor of guitar in Barcelona, was also the father of 

Renata Tarrago. one of Spain's most important guitar recitalists.^ In 1962 Alirio Diaz 

premiered the piece in a highly edited and simplifled version during the Bordeaux Festival 

in France. His edition was not published until 1973; this is the second of the editions that 1 

used. In 1993 the eminent Spanish guitarist Pepe Romero published his own edition of 

Invocacidn y Danza for Ediciones Joaquin Rodrigo as an alternative to the two previous 

editions. He used the Graciano Tarragd edition of 1962 as the basis for this new version. 

This is the third of the editions 1 consulted while creating my new edition. Four years later, 

in 1997, Romero published yet another edition of Invocacidn y Danza for Ediciones 

Joaqum Rodrigo, correcting some editorial errors found in his 1993 edition. 

^ Summerfield. Ibid., p. 234. 
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Overview of Rodrigo*s Compositional Style 

Joaqum Rodrigo's compositional style is very much indebted to both French and 

Spanish influences, specifically his teacher Dukas and the Spanish nationalist composers, 

hi form, harmony, melody and rhythm Rodrigo's work might be broadly classifled as 

neo-classical.'^ He has been considered by many as Falla's legitimate successor. Falla is 

regarded as the principal exponent of the Andalusian element in Spanish music of the 

twentieth century. Falla and the neo-classical Stravinsky have undoubtedly influenced 

Rodrigo's individual style, a style that always combines cante jondo with the flamenco 

dance rhythms. Dance genres constitute the essence of flamenco and are reflected 

throughout Rodrigo's music. Rodrigo has also adapted flamenco styles for classical guitar 

incorporating techniques of high virtuosity such as rasgueado chords, rapid scales, tremolo 

and complex ornamentation in the left hand. Some flamenco dance rhythms found in 

Rodrigo's music include the fandango, sevillana, zapateado and polo. The polo appears in 

the Invocacion y Danza. 

Rodrigo's music incorporates the musical elements of the past, embracing at times 

the mood of the Renaissance and the Spanish Baroque, as seen in his guitar concerto 

Fantasia para un Gentilhombre, where he cites themes from the Baroque guitarist Caspar 

Sanz. His unique twentieth century harmonic language is sometimes like that of Ravel and 

Granados, among others. He frequent uses minor seconds and metric changes. Joaqum 

Rodrigo uses classical forms in his sonatas and many of his concertos. His use of 

descriptive titles such as Bajando de la Meseta or Por tierras de Jerez and irregular phrase 

10 Sadie, Ibid., pp. 92-93. 
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lengths can be directly related to the late romantics and impressionists.^ ^ Another important 

aspect of Rodrigo's compositional style is his use of the Phrygian mode as found in 

Andalusian folk melodies. He frequently transposed and combined Phrygian folk melodies 

with colors of unresolved dissonances. Like Manuel de Falla. folk music, its spirit and 

nature are reflected in Rodrigo's preferences. They are rooted in popular tradition. Rodrigo 

has made contributions to almost all the genres of orchestral, chamber, instrumental and 

vocal music. Spanish dance, Spanish poetry and the forms of the older Spanish composers 

all found their place in Rodrigo's output. 

Spanish 20th Century Music 

When talking about 20th century Spanish music, one cannot ignore the fact that this 

music is rooted in Spain's regional diversity and its history of invasions and occupations. 

Spain was conquered by the Romans, later by the Visigoths, and then by the Arabs. For 

300 years the Spanish colonized the Americas untfl the defeat of the Spanish Armada by 

England in the I6th century. Napoleon ruled Spain from 1808 to 1814. Following 

Napoleon's defeat, Spain entered a period of instability and myriad military coups for most 

of the 19th and early 20th century. This history of grandeur and catastrophe set the stage 

for the exodus of many Spanish artists during the 19th and the beginning of the 20th 

centuries. 

The most representative and influential figure linked to the development of 20th 

century Spanish music was Felipe Pedrell (1841-1922). Pedrell was a composer, 

conductor, musicologist and educator and is widely considered the founder of Spanish 

musical nationalism. Pedrell was also the teacher of Isaac Alb^niz, Enrique Granados, 

Pile. Ibid., p. 8. 
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Joaqum Turina, Amadeo Vives and Manuel de Falla, among others. Even though Pedrell 

was not recognized as he deserved during his own lifetime, it was his teaching that helped 

Falla develop, his own approach towards nationalism. This nationalism was based on 

Spanish traditions, cultivated and popular, whose various characteristics might be exploited 

with techniques of the great European tradition. It was through Falla and his generation that 

Spanish music evolved again and incorporated new European compositional trends. This 

development is discussed below. 

Isaac Albeniz (1860-1909), one of Falla's elder contemporaries, was an 

accomplished pianist and improviser who studied in Paris, Leipzig and Brussels and 

became a pupil of Franz Listz. He traveled widely playing his own piano works, most of 

them employing Spanish folk, flamenco and Andalusian rhythmic and melodic idioms. 

One of Albeniz's most important and virtuosic piano works is his piano suite Iberia, 

published in four volumes in 1906-9. It contains 12 piano pieces incorporating Spanish 

dance rhythms. 

Enrique Granados (1867-1916), who was seven years younger than Albeniz, was 

also a famous composer and pianist of his time. Among his pieces is Goyescas, seven 

piano pieces inspired by paintings of Francisco de Goya during the revival of Goyas's art 

in Spain after years of neglect This work was later expanded and scored as an Opera in 

three scenes and produced by the New York Metropolitan Opera in 1916. 

Joaqum Turina (1882-1949), six years younger than Falla, was one of the few 

composers who resided in Spain in spite of the civil war. Turina studied in France and is 

considered to be the only Spanish composer to have successfiiUy transformed his French 

impressionist influences into Spanish musical language. He uses the colorful 

impressionistic ideas as a means to express his musical preferences which are firmly 
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rooted in popular tradition. This style is clearly seen in his work Sevilla, an homage to his 

birthplace and subdded Suite Pintoresca. Turina's compositions included operas, music for 

orchestra, chamber music, piano, vocal and guitar works. 

It was Manuel de Falla (1876>1946), the most influential Spanish composer of the 

twentieth century, who truly transformed Spanish modem art music. Falla, as noted above, 

acquired his ideology from Pedrell. Pedrell imparted the doctrine that a nation's music 

should be based on folk-song. However, it was the spirit rather than the letter of Spanish 

folk-music to which Falla turned.^- Falla was gready influenced by Dukas during his 

studies at the Schola Cantorum in France but also by other French composers such as 

Debussy and Ravel. His fame and prestige as a Spanish nationalist composer is manifested 

in his many works. For example, his opera La Vida Breve, includes many Andalusian 

elements. Similarly, the ballet El Amor Brujo evokes a gitaneria (scene from the gypsy 

slums) and continues with dances, songs and spoken pass^es based on his experience of 

folk art and tales of his mother. It also reflects his thorough smdy of cante jondo.̂  ̂ El 

Sombrero de Tres Picos and his successfiil concert work Noches en los Jardines de 

Espana for piano and orchestra are also among his most important works. Falla also made 

contributions to chamber, choral, vocal and instrumental music. Forced to live most of his 

life outside Spain due the vicissitudes of war, Falla settled in Argentina until his death in 

1946. He left unflnished Atldntida, a gigantic scenic cantata^'^ which he began in 1927. The 

work was completed by the Spanish composer Ernesto Hal^ter. Halffter was Falla's 

widely known student who spent most of his life promoting and reviving Falla's legacy. 

Kennedy, Michael, The Concise Oxford Dictionary of Music, 3d ed., Oxford University Press. 1980. 
p. 216. 
13 Sadie, Ibid., p. 372. 

Falla referred to Addntida in correspondence as well as in various statements as bis ''oratorio". 
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Surprisingly few of these major Spanish composers wrote for the guitar. Joaquth 

Turina, Federico Moreno Torroba (1891-1982) and Manuel de Falla are exceptions. 

Guitarists, such as Tarrega, PujoU Llobet and Segovia were the ones responsible for the 

development of serious repertoire for the guitar. Falla was the first major Spanish 

composer to write directly for guitar. In 1920 he composed Homenaje Le Tombeau de 

Claude Debussy, his only piece for the instrument He dedicated it to the guitarist Miguel 

Llobet, the famous protege of Francisco Tarrega. Torroba, with his Suite Castellana, was 

the first Spanish composer to dedicate a guitar piece to Segovia. Turina on the other hand, 

contributed many pieces featuring Spanish Andalusian elements to the guitar repertoire. 

Joaquin Rodrigo was undeniably influenced by these contemporaries and 

predecessors. Many historians and musicologists consider him the next link in the lineage 

of Pedrell, Albeniz, Granados and Falla. While many people recognize him as one of the 

most original and historically significant Spanish composers for the guitar in the twentieth 

century, his ultimate role in advancing Spanish music is debated by some of his 

successors.'5 

15 Sadie, Ibid., p. 93. 
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Nationalism as a musical movement began during the 19th century and continued 

into the 20th century, especially in the first several decades. It was distinguished by an 

emphasis and incorporation of national elements in art music such as folk-songs, folk 

dances and folk rhythms. Spain had a particularly strong nationalist movement during this 

time in the music of Isaac Albeniz, Enrique Granados and Manuel de Falla who as noted 

above significandy influenced Rodrigo. Rodrigo incorporated elements of folk style and 

flamenco in Invocacidn y Danza. These flamenco elements include the use of cante jondo. 

Andalusian Phrygian melodies, the poio dance as well as distinctive Spanish guitar 

techniques such as rasgueado and tremolo. An overview of flamenco history will help us 

to understand such influences in invocacidn y Danza. 

Arabian. Jewish and Castilian traditions all influenced flamenco. However, the 

strongest influence on flamenco and its most genuine roots comes from the Arabs. The 

word flamenco comes from Falamencun or Felah Men Encun, which means: the singing 

of the peasants. Some scholars believe that the word flamenco results from the lazy talk of 

Andalusian mountaineers who pronounced Falah Encun as FalhencuA^ Notice that all the 

words meaning flamenco mentioned here are spelled in different ways. One of the reasons 

may be due to Spain's different regional pronunciations. Spain is divided into 17 

autonomous regions or provinces. Even though the main official language is Castilian 

Spanish, Spaniards also speak one of the three official regional languages of Catalonia. 

Basque Country and Galicia. 

Reguera. Rogelio. History and Technique of Flamenco Guitar, Editorial Alpuerto. 1990. p. 8. 
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There is sdU great speculadon about the origin of the word flamenco but most 

scholars trace it to Arabian roots either from Andaluda or Morocco. The Arabs were the 

invaders who stayed the longest time in Spain, not only as conquerors but also as founders. 

Arabic song styles are at the root of flamenco's cante jondo (deep song). Traditionally, 

flamenco music was learned by ear. It was passed on from generation to generation as an 

oral tradition, thus producing many differences and versions within the same style. 

Flamenco is divided into four types: 1) the great tradition also known as jondo singing 

{cante jondo)-, 2) the minor or light song (flamenco chicoY, 3) the regional flamenco which 

reflects styles practiced in various areas of Spain; and FUunencadas also called 

Andaluzadas. Most people are captivated by flamenco dancing and guitar playing, but it 

is the voice of the cantaor, the flamenco singer who is the most important 

The cante jondo is the oldest most primitive singing tradition. It is the flamenco 

sung by peasants and heard in religious flamenco. It has been a tradition not to separate 

religious singing in flamenco from the flamenco cante jondo. Many specialists believe that 

one of the most direct and primitive sources of flamenco cante is called la cana. La Cana 

is an Oracion de Almohade (an Arabic prayer) that has always been sung. Arabs call this 

sung prayer Gannia which Spaniards translate as cante fsinging) and pronounce la cana. It 

appears likely that Rodrigo had this prayerful s^le of cante in mind when he wrote the 

invocacion to fnvocacidn y Danza. 

Typically, cante jondo singing is rather strained, distorted and harsh in tone quality. 

The earliest songs were often sung without the accompaniment of any instrument 

Performance simply featured the human voice accompanied by the jaleos or cries of 

Flamencadas or Andabtzadas are the expressions used in Spain to identify or separate the tourists 
more commercial Andalusian flamenco firom the authentic one. 
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encouragement offered by the listeners. Although many flamenco songs have tr^ic lyrics 

not all do. Some songs have tides referring to happy sensations such as Bulerias (cheering) 

and Alegnas (joyful). The oldest cante jondo songs were however distinguished by dealing 

with tragic topics such as prison, skrkness, injustice, love and death. The singer not only 

conveys the suffering embodied in the words but also uses evocative vocal techniques that 

generally stress one or two tonal centers. This deep and profound cante is linked to some 

of Andalusia's most disadvantaged and oppressed social groups: the urban poor and 

Gypsies. 

Contradictory to general belief and according to Rogelio Reguera and the flamenco 

specialist Manfredi, flamenco does not proceed from Gypsy roots. Rather, they asserted 

that the Gypsies only borrowed the folk music of the countries they settled in or traveled 

through.'^ Gypsies are extremely talented when it comes to singing, dancing and playing 

the guitar. The Gypsies arrived in Spain in the 14th century, approximately six centuries 

after the Arab invasion and most settied in the southern region called Andaluciia. 

Another style sung in the extreme southern areas of Andalucia is the polo. Rodrigo 

uses this type of dance song in the second movement of Invocacidn y Danza. The polo is a 

triple meter song form related to la carta. Both the polo and la cana are derived from the 

soled. Soled is a flamenco abbreviation of soleares. Both the soled and la cana appeared 

about the same time during the 19th century, both liave the same Arabic influences. The 

polo begins with a prolonged vocalization, followed by a verse. It is nearly identical to the 

soled in verse and ihythm. The soled is a rkrh musical style that is a fundamental element 

of flamenco. As a group soleares have the same musk; as the polo and la cana. 

Reguera, Ibid., p. 23. 
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Nevertheless, there are differences in the chords that are played while the singer buflds up 

the melody in each case.'^ 

An additional element of flamenco performance tradition centers around the guitar. 

When the guitar joins the singer it creates the regular compos or the distinctive metric 

structure marking different types of flamenco. Handclaps also mark the compos, 

emphasizing the particular rhythmic characteristk:s of the different flamenco styles. 

Everything is in service of the cantaor because it is his or her voice that creates the song 

while the guitar, polmas (handclapping) and the jaleo are accompaniments and serve as 

accessories to the voice. The guitar supports the voice by providing pitch and rhythm. It 

can also inspire the singer in the short solo guitar pass^es called folsetas inserted between 

verses. It is here that the guitarist reveals his impressive mastery of the instrument through 

the display of scales, tremolo and different types of rasgueado. In Rodrigo's Invocacidn y 

Danzo tremolo and rasgueado play a very important role, especially in the second 

movement This will be discussed in the Critical Commentary that follows. 

Parra. Jos^. M. Flamenco Rhythms far aU styles, www.flamenco-world.com/tnagazine/reviews/. p. 1. 

http://www.flamenco-world.com/tnagazine/reviews/
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CRITICAL COMMENTARY 

Fifst Movement, ModetBto 

Considering that Joaquin Rodrigo did not piay the guitar and most likely wrote 

Invocacion y Danza at the piano, I have made editorial decisions based on what best serves 

the music while considering the guitarist's technique. My editorial choices, based on the 

Graciano Tarragd (1962), Alirio Diaz (1973) and Pepe Romero (1993) editions, reflect, 

what in my opinion, Rodrigo's intentions may have been. My edition of Invocacion y 

Danza offers solutions and modifications to those pass^es which are particularly difficult 

to realize on the guitar. I have created and specified flngerings in order to facilitate the 

execution of these passages. 

Invocacion y Danza consists of two movements, Moderato and Allegro Moderato-

Polo. The Hrst movement, Moderato {Invocacion), has a brief quote from Falla's "Le 

Tombeau de Debussy" in measure 40, which itself quotes from Debussy's "Soirw dans 

Grenade", (see fig. l.aand l.b) 

Fig. l.a. Manuel de Falla, Homage Le Tombeau de Claude Debussy, Measures 1-2 

Mesto e calmo J - so 

l.b. Joaqu£a Rodrigo, Invocacion y Danza, First Movement, Measure 40 
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The Hrst movement opens with an atonal six-note melody (see fig. 2 ex. l.a, 

measures 1-6) played in harmonics. I have designed a diamond figure in the soprano part 

to identify the atonal six-note melody played in harmonics. There is a syncopated bass line 

(see fig. 2 ex. l.b). echoing the final three notes of the melody. This introduction, as 

specified by Rodrigo should be played lontano (as if from a distance). This atonal six-note 

melody is repeated several times with slight variations until it ends with dissonant chords. 

Joaqum Rodrigo's signature interval, minor seconds (see fig. 2 ex. l.c) and its inversions, 

is very obvious throughout the beginning of the work as well as the usage of tritone. The 

performer should bring out these intervals by accenting the syncopated bass line while 

holding die soprano melody as long as possible. 

Unlike the beginning, the last five measures of the introduction starts out with an 

abrupt contrast to the atonal six-note melody played in harmonics. In this melody Rodrigo 

employs a four-note flamenco singing icante jondo) ornament, (see fig. 2 ex. l.d) played 

on the 5th string. Phrygian in character as often found in Andalusian folk melodies. This 

singing style includes ornaments and grace notes spontaneously included for the 

interpretation and intensity of came jondo. This is a good example of Rodrigo's flamenco 

influences in the type of written-out improvisation which predominates throughout this 

work. Rodrigo wrote a kind of shimmering accompaniment in the soprano part as a 

background against the four-note melody (see fig. 2 ex. l.d) which is repeated and 

developed. This shimmering accompaniment in the soprano part along with the bass line 

can be challenging to play. I have slightly modified the soprano part in measures 9-11 in 

order to facilitate the execution of this passage. I have made the first note in the soprano 

part in measure 9 a rest and in measure 10 as part of the bass line. In measure 11, I have 
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made the 8th note rest in the soprano part a I6th note rest and added a note (E) in order to 

create the same rhythmic panem in the first beat of measure 9. (see fig. 2) 

Fig. 2. Joaqum Rodngo, Invocacidn y Danza, First Movement, Measures I-11 

My Edition 

To AlitioDtB 

Invocadon y Danza 
Homace •> Maiudde Falb 

Modenio n. A AkmiI sia-ME ladody ioaqufn Rodrigo am-i999) 

I. b) Synmpfil bus liK ' 

<1. c) MiasMBaid/nMe 
A 

fBJ y f 'f-Lf 

(I^Fw-

FoUowing this section, the atonal six-note melody from the beginning returns again 

however this time is transposed a perfect 4ih up and with some variants as epical of 
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Rodrigo's compositional style. In measure 16 my editorial choice is to play B flat in the 

first beat of the soprano voice. The main reason for considering this B flat and not B 

natural is clearly implk:ated by the harmony by looking very carefully to measure 16. The 

bass note A against B flat in the soprano part if arranged with the rest of the notes in 

measure 16 creates a Phrygian mode on A (A Bb C# D E F G). Phrygian mode is 

characteristically present in flamenco. Rodrigo employs the Phrygian mode against a tonic 

which very often is a major chord. A Phrygian mode can be seen as the same as a natural 

minor scale with the 2nd degree lowered. One is not always able to identify die scale being 

used by determining the tonic and looking at the key signature. Composers use tfie 

convendonal major/minor key signature and add the accidentals necessary to produce the 

modal scale desired.^^ The other B in the 2nd half of the second beat of the soprano part 

should be natural. This can be seen as a nonscale tone which is common in modal music, 

(see fig. 3) 

Fig. 3. Joaqum Rodrigo, Invocacidn y Danza. First Movement, Measure 16 

^ Kostka. Stefan. Materials and Techniques ofTwenaeth-Century Music. Prentice-Hall, Inc.. 1990. p. 
31. 

My Edition 
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Measures 22-24 contain a simUar passage to the one discussed before in measures 

9-11, but this time transposed down a 5th. The modifications made during measures 9-11 

to facilitate the execution of this passage on the guitar apply here, but the only one needed 

was to make the 8th note rest in the soprano part of measure 24, a 16th note rest and to add 

a B flat in order to create the same rhythmic pattern found in the first beat of measure 11. 

(see fig. 4) 

Fig. 4. Joaquin Rodngo, Invocacwn y Danza, First Movement, Measures 22-24 

My Edition 
m 

Tarrago 
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After measures 22-24, Rodrigo ends the introduction with two dissonant chords 

similar to the ones used in measures 12 and 13. Although it is very common for Rodrigo 

to imitate and create symmetrical and identical passages by transposing them a 5th or a 4th, 

this time the grace notes are apparently missing ftom measure 26. Guitarist Pepe Romero 

played them in his 1992 recording of Invocacion y Danza, but he did not include them in 

his published edition in 1993. (Romero's editorial choice in his 1997 edition is to include 

the grace notes) Since they are not found in Tariagd's edition, nor in Diaz's, nor in 

Romero's (1993) edition my editorial choice is to play measure 26 without grace notes. 

Fig. S. Joaquin Rodrigo, Invocacion y Diutza, First Movement, Measures 2S-26 

This section between measures 27-SO {Pm mosso) contains two missing measures 

in the Dka edition. It is obvious that Diiaz's edition contains the most deviations from 

Tanagd's edition. But looking very cardully here at Rodrigo's compositional style and the 

symmetrical structure of phrases generally used throughout this piece, it seems, in my 

My Edition 



30 

opinion, that the only measure that could be excluded and justified in any case would be 

measure 35.1 base my premise on the fact that Invocacion y Danza is, for the most part, in 

triple rhythm. In measure 35, a meter change (4/4) is introduced (a common element in 

Rodrigo's compositional style) however this time it interrupts the bass line melody starting 

in measure 33. (see fig. 6) If one compares this passage with measures 127-130 in the 

second movement where Rodrigo reintroduces the same bass line melody but a major 3rd 

up without the (4/4) meter change, one wonders if that would have been Rodrigo's original 

intention for both passages. In my opinion, without the meter change to 4/4. the latter 

sounds better. 

My editorial choice for measures 33-36 is to exclude the original measure 35 so 

that the bass line melody will have a similar continuity to measures 127-130. This change 

creates an identical four-bar phrase as in measures 127-130 written by Rodrigo. It is 

important to mention at this point that measure numbers in my edition are off or behind by 

one bar due to this omission. For instance, in the Tarrago and Romero editions, measure 

36, is in my edition measure 35. This measure numbering applies for the rest of the piece. 

So, the original measures 127-130 in the Tarrago and Romero editions are equivalent to 

measures 126-129 in my edition, (see fig. 6) 
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Fig. 6. Joaqu^ Rodrigo, Invocacion y Danza, First Movement. Measures 33-36 

My Edition 

C_J LJ L_f r 
nmile 

Tarrag6 

33 
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The next editorial change I have made in my edition is to be found in the first 8th 

note of measure 46 (measure 47 in Tarragd's edition). Here I have adopted tfie editorial 

choice of Romero's (1993) edition. The six-note chord is spelled in Tarragd's edition D A 

G Eb F# A while in Romero's edition it is spelled D A D Eb F# A. (sec fig. 7) Romero 

eliminated the note G and doubled the bass note D. This chord played rasgueado would be 

much easier if it was not played as a bar chord. The note G is the only note that forces the 

guitarist to bar the chord. Though G is an important note in the chord, eliminating it does 

not alter Rodngo's original intention to create a chord or a flamenco progression Phrygian 

in character. The chord still contains the notes of a Phrygian mode on D (D Eb F# A). 

Notice that within the notes of the chord, the D major triad is spelled OUL This is a good 

example of Rodngo's compositional style employing the Phrygian mode against a tonic 

which very often is a major chord, (see fig. 7) 

Fig. 7. Joaquin Rodrigo, fnvocacion y Danza, First Movement, Measure 46 

My Edition 

V t 
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Rasgueado Technique 

Before discussing in detailed measures 50-59 (51-60 Tarrago's edition). I believe 

that it is imperative to consider the rasgueado technique since it is an essential element of 

flamenco and it is used in both movements of Invocacion y Danza. At the beginning of the 

first movement, particularly during measures 12-13 and 25-26, the rasgueado technique is 

implemented and should be applied to different rasgueado passages throughout this piece. 

The rasgueado is also known as rasgueo.̂  ̂ It is generally executed by sliding the 

fingers upon the strings and touching them with nails downward, that is to say. from the 

bass up to the trebles depending on the quantity of strings indicated. One must start with 

the little finger and follow with the fourth finger, the middle and forefinger. The correct 

name for this rasgueo is rasgueado graneado. The thumb is also used on many occasions. 

When playing from the bass to the trebles, the fleshy tip of the thumb must touch the 

string. Unlike playing from the trebles to the bass, the nafl of the thumb is used instead 

when ascending. However if any other finger is used during the rasgueado then the fleshy 

tip of the thumb must be used. Rasgueo using four fingers must be performed as though it 

were only one finger playing. Rasgueados are generally notated in different ways, and 

there are also different types and names for the rasgueados as weO. 

The most common and easier rasgueado is called rasgueado seco. It is generally 

executed by using one flnger following the direction of the arrows (upwards or 

downwards) and the finger indicated by its initial. This rasgueo can also be notated as seen 

in flgureS. 

Reguera, Ibid., p. 7i. 
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Fig. 8. Rasgueado seco 

The other rasgueado is the chorlitazo, realized by holding the middle finger with the 

thumb and releasing it so that it hits the Sth, 4th and 3td strings. It is mainly used for three-

note chords. 

Fig. 9. Chorlitazo 

Another rasgueo is called chorlitazo doble. It is very difficult to play and it is 

successfully performed by closing the hand and making a fist while releasing the fingers as 

quick as possible starting with die little Hnger and finishing with the index finger. In order 

to create continuity, the rasgueado should start ^ain immediately with the index finger. 

The pattern is complete if it is accomplished three times within a bar. The right hand should 

alwajrs stan close to the twelve fret of the guitar moving towards the bridge. All the fingers 

should be able to play the 6th. 5di and 4th strings. Like the chorlitazo, the chorlitazo doble 

is also employed with three-note chords, (see fig. 10) 

Chor. 
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Fig. 10. Chorlitazo doble 

The last type of rasgueado is called rasgueado doble. This rasgueado is also 

difficult to play and it has the same hand position as the rasgueado graneado. After all 

fingers have been slided through all six strings (bass to trebles), the thumb should rapidly 

start on the first string down to the basses and dien back up to the first string. The intense 

effect created by this type of rasgueado is unique since it creates continuos motion. 

Fig. 11. Rasgueado doble 

One of the most difficult and controversial passages of Invocacidn y Danza occurs 

in measures 50-59 (51-60 Tarragd's edition). This pass^e is almost impossible to play as 

originally written. After closely examining all editions, 1 realized that the suggested 

fingering and chords for this specific passage could be modified. The passage remains 

difficult to play, but I have created a consistent right-hand pattern (a kind of rasgueo doble) 
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to be used throughout the whole pass^e and chord changes which greatly facilitate the 

execution of this pass^e. (see fig. 12 ex. 2.a and 2.b) I have retained the soprano from 

Romero's (1993) edition at David Russell's suggestion because Diaz's edition is missing 

two measures.-- Finally. I have used a combination of all editions for harmony, (see Hg. 

12) 

Fig. 12. Joaqum Rodrigo, Invocacidn y Danza, First Movement, Measures 50-58 

My Edition 

RimelL. David, David Russell Master Class, University of Arizona. Spring 2000. 
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(Fig. ll-continued) Joaqum Rodrigo, Invocacidn y Danza, First Movement, 

Measures 50-S8 

My Edition 
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I have made some additional modifications to the passage previously discussed 

above. They occur in measures 59 and 60 (60^1 Tarragd's). The five-note chord (D C# E 

G D) m the first beat of measure 59 is difficult to realize on the guitar. It is a chord played 

rasgueado and would be more idiomatic for the guitar if modified. Romero's edition 

(1993) imitates thcTarragd edition. Dfiiz's edition contains some modifications that in my 

opinion can be weU and effectively employed. Diaz modified Rodrigo's original five-note 

chord to a six-note chord spelled D A D C# G D. He doubled the bass note D and adds an 

A to the bass. Diaz's editorial choices only omit one note (E). This definitely helps the 

right hand to realize the rasgueado (from the basses to the trebles) without having to worry 

about open strings not to be played between strings. I have adopted the editorial choice of 

Diaz's edition here including that I have also omitted the grace note (D) in the bass (see fig. 

13). These modifications do not alter Rodrigo's intent to use this chord as the dominant V7 

suspended chord (A C# G D) in D minor. 

Fig. 13. Joaqu£a Rodrigo, Invocacidn y Danza, First Movement Measure 59 

My Ed^n 
Meno mosso 

m 

Tarragd 

Mane naouo 
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Finally, in measure 60 (61 Tarrag6's edition) I have arranged the 32nd notes in 

groups of three. This wiD help to clarify tfie articulation of this passage. Altfiough editorial 

errors are not found in terms of notes, the Diaz and Romero (1993) editions differ from 

Tarragd's edition in where the accents are placed, (see fig. 14) 

Fig. 14. JoaquKD Rodrigo, Invocacion y Danza, First Movement, Measure 60 

My Edition 
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Second Movement, Allegro Moderato-Polo 

The second movement Allegro Moderato-Polo, begins with a much more solid 

character. Unlike the first movement the key signature is speciHed. The dance-like {polo) 

rhythmic theme is introduced in B minor. During the first 16 measures of the polo, my 

editorial choices are based on a detailed analysis of aU editions. Additionally, the accents are 

modifled to follow the typical accents in a flamenco polo. 

One of the many characteristics in flamenco dance is the irregular accents often 

found in 3/4 or 3/8 meter. In the second movement of Invocacidn y Danza. these accents 

consist of four complete measures of 3/4 or 3/8 forming a twelve-beat structure. The 

accents are placed on the third beat of the first bar, on the sixth in the second one, on the 

eighth beat in the third bar and on the tenth and twelve beats in the fourth measure as 

shown below: 

3/8 I 2 (» 14 5 (» I 7 (» 9 I (» 11 (» I 

Although the accents are not clear in Tarrago's edition, it is obvious that Rodrigo's original 

intent was based on his knowledge of typical polo accents. Rodrigo seems to start the 

second movement {polo) on the second measure of the pattern shown above, (see Og. IS) 
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Fig. 15. Joaqum Rodrigo, fnvocacion vDanza, Second Movement, Measures 1-16 

My Edition 
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Tremolo Technique 

Following the first 16 measures of the second movement, another flamenco guitar 

technique, tronolo, is introduced. It is very interesting to note how the second movement 

of Invocadon y Danza is, to a large extent, based and developed on the tremolo technique. 

It is important to clarify that there are two diffoent ways in whidi to realize die 

tremolo on the guitar. The first one is the regular classical guitar version of the tremolo, 

basically consisting of four notes, a bass note and three notes in the trebles, (see fig. 16.a) 

They are played as follows: thumb (p), ring Hnger (a), middle (m) and index (i).^ This one 

has been adapted by classical guitarists in general, as an alternative to the original flamenco 

tremolo technique. The original flamenco tremolo technique consists of five notes, a bass 

note and five notes in the trebles, (see fig. 16.b) It is played: tfiumb (p), index (i). ring 

finger (a), middle (m) and index (i). 

Fig. 16.a Classical Guitar Tremolo Technique 

P A m  i  

Fig. 16.b Flamenco, Tremolo Technique 

PI A H I 

^ By nadiliofi the fin^rs of the right hand are known by the initial letters of the Spanish words 
(pulgar. uutice, medio, anular) for them. 
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The first tremolo passage occurs in measures 21-30. For this specific passage my 

editorial choice is to retain the classical guitar version of the tremolo, (thumb, ring finger, 

middle and index) because Rodrigo wrote a bass and three notes in the trebles, (see tig. 17) 

The second tremolo passage happens in measures Sl-60. This passage is identical to the 

one mentioned above (measures 21-30) however it is transposed a perfect Sth up. 

Although my editorial choice is to employ the classical version of the tremolo, if 

accomplished, the flamenco tremolo version would add a certain richness and uniqueness 

to these passages. 

Fig. 17. Joaqum Rodrigo, Invocacidn y Danza, Second Movement. Measures 21-

30 

The polo is introduced again in measures 31-46 after the tremolo passage discussed 

above. This time the polo is transposed a perfect fiftti up. Even though Rodrigo introduces 

the same material as in the first 16 measures of the second movement some differences 

are found here. Tarragd's bass line intervals are slighdy changed in measures 31 and 3S. I 

have modified these measures in order to imitate Rodrigo's consistent bass pattern 

indicated previously at the beginning of the second movement The bass part intervals in 
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measures 1 and 5 are a perfect Sth and a minor 6th, howevo- in measures 31 and 3S they 

are a perfect Sth and a major 3rd. The third beat in Tatragd's edition bass pan is doubled in 

8ves. This, breaks the original interval pattern intended by Rodrigo and makes the 

realization of this passage more difificulL Therefore, my editorial choice here is to eliminate 

Ae bottom note (A) in tfie tfiird beat of the bass part in measures 31 and 35 thus creating 

the same bass line intervals as in measures 1 and 5. (see fig. 18) 

Fig. 18. Joaquui Rodrigo, Inwcacidn y Danza, Second Movement, Measures 31-

46 

My Edition 
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Following the passage in measures 61-64, Rodrigo again introduced the theme in D 

minor found in the bass part of the first movement in measures 33 and 34. This time it is 
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in F# minor, a major 3rd up. There is an arpeggio pattern accompanying this bass line 

melody that is practically impossible to accomplish on the guitar. Both the Diiaz and the 

Romero (1993) editions modified tfiis arpeggio. The Alirio Dliaz edition contains the most 

evident changes in these measures. The bass line melody is slightly changed, but the 

rhythmic pattern is completely different Measures 62 and 64 have a missing beat 

throughout because of the meter changes used. 

Romero's (1993) edition is the same as Tarragd's original with the exception of 

one note. Thoughtfully done, Romero substimted the first C# in the arpeggio for an A, 

making this passage suitable for the guitar. I have chosen Romero's editorial choice in this 

passage for my edition, (see fig. 19) 

Fig. 19. Joaqum Rodrigo, Invocacion y Danza, Second Movement, Measures 61-

svuile 

Rodrigo develops the second movement of Invocacion y Danza by switching the 

bass melody discussed above to the treble roister in measures 65-81. This time Rodrigo 
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employs the tremolo technique against some dissonant notes in the bass part This passage 

is full of intensity. Rodrigo specified that it should always be crescendo. It is important to 

remember that due to the appearance of some accidentals in measures 78 and 79, the last 

8th note in the third beat (bass line) should be a Db unlike measures 80 and 81 where it is 

always natural. 

Fig. 20. Joaqum Rodrigo, Invocacidn y Danza, Second Movement, Measures 65-

81 

My Edition 

Right after tfiis there is a passage of great difBculty, found between measures 82-87 

and measures 107-109. As an alternative solution. Diaz's edition modified the whole 
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passage. His solution deviated completely from Tarragd's edition. The Romero (1993) 

edition is the same as Tarrago's edition. 

In this passage Rodrigo used continuous meter changes combined with the two 

flamenco techniques discussed before: the rasgueado and the tremolo technique. The 

group of four 32nd notes in the soprano part after the rasgueado chord are very difHcult to 

play at the speed specified by Rodrigo. After closely examining the editions, I have 

modified the passage, respecting as much as possible Tarrago's edition. There are four 

notes in the soprano pan of Tarrago's edition in measures 82-87 and measures 107 and 

109, but three notes are always repeated (G G G, F F F, E E E, F F F, G G G, E E E). 

These have a tremolo effect when played very fast Though it is almost impossible to 

realize as originally written, I have taken the flrst note of every group shown above as the 

bass melody (played with the thumb) and the highest notes in the soprano (Bb. A, G. A. 

Bb, G) as a tremolo accompaniment played with fingers a,m j. (see fig. 21) 

The following is the resulting pattern of my combination: 

Rasgueado chord IFAAAIEGGGIFAAAIGBbBbBblEGGGI 

When there is a rasgueado before the tremolo, all the notes of the chord should be played 

at once followed by the corresponding tremolo pattern, (see fig. 21) 
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Fig. 21. Joaqiua Rodrigo. Invocacion y Danza, Second Movement, Measures 82-

87 

My Edition 

Rodrigo presoits a new and transitional section in measures 88-93. It is basicaOy 

made of a series of chords, that are Phrygian in character, containing metrical changes over 

a bass pedal on A. Due to die appearance of some accidentals in this passage. I thin if is 
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important to remember that the 8th notes on the second and third beats of the bass part in 

measures 90 through 93 should be a C natural, (see fig. 22) 

Fig. 22. Joaquin Rodrigo, Invocacion y Danza, Second Movement, Measures 88-

93 

After the transitional section shown above, Rodrigo, brings back for two measures 

(94-95) the same theme used in the bass part during the first movement (measures 33-34) 

and developed here throughout the second movement between measures 61-82. Once 

more he expertly employs the tremolo technique. 

The melody is in D minor but goes back to F# minor in measure 98 with identical 

material previously used early in the movement In measures 102 and 103, the theme is 

slightly varied and extended. This passage, growing in intensity as specified by Rodrigo. is 

interrapied in measures 107-109 by the same climatic moment between measures 82-87 

(see pp. 46-48) combining rasgueado and tremolo. 
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Suddenly, the polo returns again (measure 110-128) but for the first time in D 

minor. When the polo was introduced during the first 16 measures of the second 

movement, it was in B minor. This is the relative minor key of D major, the main key for 

the most part of the second movement The second time the polo appears in measures 31-

46 it is in the dominant (F# minor) key of B minor. Since all aspects of the polo, as well as 

modifications and discrepancies found between editions are discussed in detail in both the 

critical commentary and in the comparison of editions section of this paper, I will only 

address editorial changes that are completely different and I have not mentioned before. 

Additionally, the Diiaz edition introduces for the first time grace notes in the 

soprano part (measures 116 and 120) that are not specified in Tarragd's nor in Romero's 

1993 edition, (see fig. 23) Although they are not specified in the Tarrago edition, in recent 

revisions (Romero's 1997 edition), several recordings as well as live performances by 

major artists who have played for Rodrigo suggest that they should be included. My 

editorial choice here is not to include them even though there is still the possibility that they 

can be done. Romero's 1993 edition based on Tarragd's 1962 edition did not include the 

grace notes nor did his 1992 recording of Invocacion y Danza. (see fig. 23) 

Fig. 23. Joaquin Rodrigo, Invocacion y Danza. Second Movement, Measures 116-

120 

My Edition Dvaz 
IK 

9 
00 "S—1 
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There is another section in measures 129-132 before the end of Invocacion y Danza 

that is difRcuit to realize on the guitar. This passage consists of a fast arpeggio with very 

quick slurs similar to the one Rodrigo introduced during the transitional section earlier in 

the second movement. Diiaz's edition modified this passage as an alternative solution 

changing the first two notes in the soprano part at the beginning of the 2nd and 3rd beats. 

His editorial choices also include playing the last 8th note of the bass part in measures 130 

and 132 an gve higher. Romero's (1993) edition imitates the Tarrago edition. 

Even though this passage could be tried as originally written, a section of it feels 

very odd to the left hand. After closely analyzing this passage, I realize that Diiaz's editorial 

choice of playing the last 8th note (G) of the bass part in measures 130 and 132 an 8ve 

higher and changing the notes at the beginning of the 2nd and 3rd beats of the bass part, the 

arpeggio could be realized without moving the left hand position. The original notes for the 

bass part are A E C G C G. My editorial choices substitute both C's creating the following 

solution: A E A G A G. My editorial choices are made respecting the arpeggio's Phrygian 

character, (see fig. 24) 
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Fig. 24. Joaquin Rodrigo, Invocacidn y Danza, Second Movement, Measures 129-

132 

My Edition 
.V 

a 

Tarrag6 

129 

Rodngo surprises us with the ending of Invocacidn y Danza. The melody in 

harmonics is introduced again (measures 133-137), reminiscent of die b^inning of the 

work, but now witfiout ttie syncopated bass. Widi a calm and somberly transition, the poco 
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meno and espressivo (measures 139-142), brings a small quote from the last movement 

ilntermedio) first scene of Falla's El Amor Brujo. This small quote leads us to some final 

arpeggios, played perdendosi and raUeruando. Lastly, the final chords make up a perfect 

5th and a 4th repeated three times, the third time with a perfect 4th added above, (see fig. 

25) 

Fig. 25. Joaqum Rodrigo, Invocacidn y Danza, Second Movement, Measures IBS-

MS 

My Edition 
A Tempo 
c 

" f , "  .  
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SUMMARY: CLOSING REMARKS 

Invocacidn y Danza is definitely one of Rodrigo's Hnest compositions for the 

guitar. It embodies the nature of the virtuoso Spanish flamenco guitar tradition presented in 

Rodrigo's unique harmonic language. Joaqu£a Rodrigo was undeniably Falla's legitimate 

successor and recognized as one of the most original and historically significant Spanish 

composers of the guitar in the twentieth century. 

It is with great optimism that I present this document hoping that it will allow 

performers, teachers, students and amateurs to extent their understanding of Invovacidn y 

Danza. The included critical commentary, the comparison of editions section and my 

complete edited score of Invovacidn y Danza contains invaluable information to those 

wishing to perform this piece. At the same time this edition does not represent a status quo 

of fingerings for the piece, but on the contrary should be consulted as an alternative to 

make Invovacidn y Danza more accessible to guitarists. 
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APPENDIX A: PRINTED EDITIONS: A COMPARISON 
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PRINTED EDITIONS: A COMPARISON 

There are four editions of Invocacidn y Danza. The first edition was made by 

Graciano Tarrago and published by Editions de France in 1962 for the Coupe 

International de Guitarre. At the time, it was considered unplayable and was simplified 

and edited by Alirio Diaz in 1962 during the premiere at the Bordeaux Festival in France. 

This edition was not published until 1973 by Editions de France. Even though Diaz's 

edition was effectively edited, Rodrigo preferred the Tarrago 1962 edition. This is 

according to Dr. Randy Pile, who personally interviewed Rodrigo in Spain while he was 

preparing his dissertation, the Performer's Guide to the Complete Guitar Works of Joaqum 

Rodrigo. 

As an alternative to previous editions and based on Tarragons 1962 edition. 

Ediciones Rodrigo published an edition in 1993 edited by the Spanish guitarist Pepe 

Romero. In 1997. Romero published yet another edition of Invocacidn y Danza. This 

edition contains corrections of editorial errors found in his 1993 edition. Although 

Romero's 1997 edition is also based on the Tarrago edition, some passages are found 

having the same differences as his 1993 edition. It is not clear how and why some 

decisions were arrived at in this edition. For this reason, my smdy is based on three 

sources: Graciano Tarrago, (which was the first printed edition in 1962), Alirio Diaz 

(1972) and Pepe Romero (1993) editions. Since Graciano Tarrago's 1962 edition was the 

first one published, I am using it as the base to compare the other editions. 

It is necessary to compare these editions in order to identify those passages of 

contradiction. Many sections of the work contain editorial and technical errors, or passives 

Rodrigo has since revised. The major differences in the editions have been found through 
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close study of each one. The included critical commentary and my edition of Invocacidn y 

Danza offers solutions, corrections and modifications. 

First Movement, Modenito 

The first major difference between these editions occurs at the beginning of the 

piece in measure 16. The Tairagd and Dtiz editions show a B natural in the soprano voice 

while Pepe Romero's 1993 edition indicates a B flat In 1992, a year before the publication 

of his edition Romero recotded Invocacidn y Danza and played B natural instead of B flat 

(Romero's editorial choice in his 1997 edition is to keep the B natural) 

Fig. 26. Joaqum Rodrigo, Invocacidn y Danza, First Movement, Measure 16 

The foOowing discrepancies are only found m the Diiaz edition, specifically in the 

Piu mosso section. During measures 27 through 32, he transposed the alto voice (E) an 

8ve lower. An editorial error is also found on the third beat of measure 29. The Diaz 

edition shows an F# in the bass part but according to Tanagd's edition it should be an A 

natural, (see fig. 27) 

Tarrag6 Diiaz Romero 
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Fig. 27. Joaquin Rodrigo, Invocacidn y Danza, First Movement, Measures 27-32 

Tarrag6 

Piu mosso 

Diaz 

In measure 28, the bass line notes (A D) on the third beat of Tatragd's edition are quarter 

notes; however, they are supposed to be 8th notes beamed together, (see fig. 28) 

Fig. 28. Joaqum Rodrigo, Invocacidn y Danza, First Movement Measure 28 
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Measure 33 in the Diiaz edition contains an editorial error showing an A on the first 

beat of the bass part instead of a D. (see fig. 29) 

Fig. 29. JoaquiiD Rodrigo, Invocacidn y Danza, First Movonent, Measure 33 

Diiaz 

pr^afond 

pre/en? 

One of die major deviations firom Rodrigo's first published edition (Tarragd's 1962 

edition) occurs in the Diaz edition between measures 33 through 38, measures 35 and 37 

are missing. The Diiaz edition skips from measure 34 to measure 36 and then to 3S. It is 

important to remember that at this point the Diaz edftion measure numbers no longer 
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match with either the Tarragd or Romero editions. Tarragd's measure 36 corresponds now 

to measure 35 in the Diaz edition. Notice also here how Ae Diiaz edition has an A in the 

first beat (bass p£vt) of measure 36 (measure 38 in Tatiagd's) instiiaH of an E on the sixth 

string as in the Tarragd edition. Another major difference in Diaz's edition is in measure 35 

(measure 36 in Tarragd's) where the A on the first beat of the bass part should be a D. 

Fig. 30. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measures 33-38 

Tarragd 
» 

33 

Diiaz 
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Some additional discrepancies between the Tarragd and Romero (1993) editions in this 

section start on the third beat of measure 37 (measure missing in Diiaz's) and continue to 

measure 38. Tarragd's original bass part is doubled in 8ves, but Romero ffliminarp^ the lop 

note, keeping the lowest note of the bass. Tarragd's edition also has a misprint in measure 

38. The last 8th note (lowest bass note) should be a D on the sixth string and not a G. This 

revision was made by Rodrigo during a series of interviews in Madrid, Spain with Dr. 

Randy Pfle. 

Fig. 31. Joaquin Rodrigo, fnvocadon y Danza, First Movement, Measures 37-38 

Tarr^o 

Romero 
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As a reminder, measure 37 in the Diaa. edition corresponds now to measure 39 in 

Tarragd's edition. In this measure the first beat in the bass pan of the Diiaz edition should 

be a C# as is clearly marked in the Tarragd edition, (see fig. 32) 

Fig. 32. Joaquin Rodhgo, Invocacidn y Danza, First Movement, Measure 39 

Tarragd 

Dbz 

A very important moment during the first movement of invocacidn y Danza 

place when Rodrigo briefly quotes from FaBa's only guitar piece, U Tombeau de Debussy 

in measure 40 (measure 37 in Diaz edition). This melody in the tenor voice (F E F) is 

completely omitted in the Diaz edition. Diiaz's second beat shows a quarter note in the bass 
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pan but according to Tarragd's edition it should be a half-note. There is also a misprint in 

the Tarragd bass part in measure 40; therefore, the otfier editions (Romero's 1993 and 

Diaz's 1973) contain the same error. Tarragd's edition shows a C# as the bass note instead 

of an A naniral. (This misprint was corrected in Romero's 1997 edition) 

Fig. 33. Joaquin Rodrigo, Invocacion y Danza, First Movement, Measure 40 

Tanagd 

Diaz 

Romero 
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Figure 34 shows measure 47 (measure 45 in Diaz). The six-note chord (D A G Eb 

F# A) is invened in the Dtaz edition (D Eb G A F# A), while Romero's (1993) edition 

eliminated the third note (G) by doubling the bass note. Romero spelled it D A D Eb F# A. 

(Romero's editorial choice in his 1997 edition is to copy the Tarragd edition) 

Fig. 34. Joaquin Rodrigo, Invocacidn y Danza, First Movement, Measure 47 

Tarragd 

Diaz 

Romero 
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One of the most difficult and controversial passages of Invocacidn y Danza occurs 

in measures 51 to 60. In this section very few notes in the Diiaz edition suit Tarragd's 

edition. This passage is almost impossible to play as it is, led to multiple notations between 

editions as editors attempted to make die passage playable. Since Romero's 1993 edition is 

based on Tarragd's edition, no changes are found in this section. (Romero gives an 

alternative notation for this passage in his 1997 edition) The major differences are found in 

the Diaz edition. The first discrepancy in this passage is the groufmg of notes in the bass 

part In Tarragd's edition there are groups of ten 32nd notes for every quarter-note in the 

soprano melody and five 32nd notes when there is an 8th note in the melody, (see fig. 35) 

Fig, 35. Joaquin Rodrigo, Invocacidn y Danza, First Movement, Measures 51-52 

Tarragd 

The D£az edition has a different grouping for the same passage using groups of eight 32nd 

notes for both quarter and 8th notes in the soprano melody. Other major disparities found 

in the Diaz edition in this passage is that meter changes are not specified in the score and 
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that two more bars are missing (bars 57-58). At the end of this passage, at the start of the 

meno mosso, the Diaz edition's five-note chord D C# E G D differs from Tarragd's 

edition. It is spelled DAD C# G D. Diiaz's edition adds (A), an extra note to the chord, 

while the E is omitted and the bass note is doubled. In the following measures, the sempre 

meno mosso varies from the Tarragd edition in how the accents are placed, (see fig. 36) 

Fig. 36. Joaqum Rodrigo, Invocacidn y Danza, First Movement, Measures 60-61 

Tarragd 

Meno moMo 

Diiaz 

Romero 

•cmpre meno memo 
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There are some differoices in the last five measures (Tonpo I) of the first 

movement. The two bass notes (F#-C#) at the b^inning of bar 62 in Tarrag6's edition are 

a misprint. They should be a D and an A. Romero's 1993 edition contains the same 

editorial error during the first three measures of Tempo I. This editorial error was corrected 

in Romero's 1997 edition. Though Diaz's edition is correct, a difference exists in that the 

top bass note (A) in measure 62 is transposed an 8ve higher. Lastly, in measure 65, Diaz 

keeps the bass note (D) down an 8ve instead of an 8ve higher as in Tarragd's edition. 

Fig. 37. Joaquin Rodrigo, Invocacidn y Danza, First Movement. Measures 62-66 

Tarragd 

A R 
Diiaz 

f f -  '  ,  T -  • -  f  

Romero 
> a. 



Second Movement, Allegro Modenito-Polo 

The second movement, the Allegro Moderato-Polo, contains many disparities as 

well. During the first movement, unlike the Tarrag6 and Romero editions, the Diaz edition 

had four measures missing, making it very difficult to compare the editions by measure 

numbers. Since no more measures are missing until the end of the piece, henceforth, I refer 

to measure numbers within the new section (e.g., measures I to 10 of the polo movement). 

The first major difference in the second movement occurs with the accents during 

the initial 16 measures of the polo. Even though the accents are not clear in Tarrago's 

edition, there is an obvious consistent pattern every four bars that can be inferred when 

comparing all the editions. The main reason for this pattern is that Rodrigo based this 

movement on a flamenco triple meter dance called polo. The accents (>) should be as 

follow: 

3/8 I 2 (>) I 1 (>) 3 I (>) 2 (>) II (>) 3 I 

Diaz's edition did not follow the pattern at all. It is important to remember that 

Alirio Diiaz's edition was thoughtfully done but simplified. This is why it contains the most 

obvious deviations from Tarragd's edition. Measures 11, 12 and IS have some changes 

when compared to the Tarrag6 edition. In measure 11 an E is omitted from the chord on 

the second beat while on the third beat the bottom note G appears in place of the E from the 

previous chord. Also in the third beat of both measures 11 and IS, the top note, a C# is 

written down an 8ve rather than as originaDy written, (see fig. 38) 
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Fig. 38. Joaqu& Rodngo, Invocacidn y Danza, Second Movement, Measures 1-16 

Tarragd 

Romero 

All«(m Morferaio Polo c-
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During measures 31 to 46 in the second movement, the polo shows up again but 

this time transposed up a perfect fifth. However it contains material similar to the Hrst 16 

measures. The Diiaz and Romero (1993) editions have some notes added in the bass part 

[n measure 31, Tarrago's bass line is F# C# A, but the Romero and Diaz editions have F# 

C# F#. On the third beat of measure 32, Diiaz's bass part is an 8ve higher than Tarragd's 

edition. 

Romero's (1993) edition shows a difference in measure 33. Originally, the chord 

on the third beat is F# A G# but Romero has A C# and G#. Diiaz's notes are similar to 

Romero's with the exception of the highest note (G#), that is down an 8ve. Measure 34. of 

the Diiaz edition contains a C# on the third beat as in Tarrago's original but it is written out 

an 8ve higher. These notes should be the same as in measures 35 to 38. Diaz measures 41 

and 45 are slightly different than Tarrago's edition. The second beat on measure 41 has the 

B missing from the chord, and the highest note in the third beat (G#) is written down an 

8ve. In measure 45. the bass Une is also down an 8ve. On the next page, figure 39 shows 

the note di^erences between the Tarrago, Diiaz and Romero (1993) editions in measures 

31-46. (see fig. 39) 
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Fig. 39. Joaqum Rodrigo, Invocacidn y Danzja, Second Movement, Measures 31-

46 

Tarrag6 

Diaz 

Romero 
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The next section with discrepancies is to be found in measures 61 to 64. There is a 

right hand pattern using the bass line melody found in measures 33 and 34 at the beginning 

of the first movement This time, the melody is transposed up a major third. Pepe 

Romero's edition is the same as the Tarragd with the exception of one note. The Alirio 

Diaz edition contains the most evident changes in these measures. The bass line melody is 

slightly changed and the rhythmic pattern is completely different Measures 62 and 64 

always have a missing beat because of the meter changes used. Tarrago's edition has a 

misprint in measures 62 and 64. The 5th note in the first beat of the accompaniment should 

be a D. [ have created a breakdown of measure 61 to facilitate the comparison of the 

editions. The notes in parentheses are the bass line melody while the others create a three 

note pattern as the accompaniment Notice that the Diiaz edition is missing a note. 

Tarragd 

(F#) D C# C# 

(A) DC#C# 

(G#) DC#C 

(A) DC#C# 

(B) DC#C# 

(G#) DC#C# 

(F#) D A C# 

(A) D A C# 

(G#) D A C# 

(A) D A C# 

(B) D A C# 

(G#) D A C# 

Diaz 

(F#) D C# 

(A) D C# 

(G#) D C# 

(A) D C# 

(B) D C# 

(G#) D C# 
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Fig. 40. Joaqufo Rodrigo, Invocacidn y Danza, Second Movemeau Measures 61-

64 

Tanagd 

Romero 
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The next disparity is found in Romero's (1993) edition measure 75. According to 

Tarrago's edition die last group of 32nds in the soprano should be an E and not a D. It is 

not clear why in his 1997 edition Romero's editorial choKe is to mirror Tarrag6*s 1962 

edition. 

Fig. 41. Joaqum Rodrigo, Invocacidn y Danza, Second Movement. Measure 75 

Tarn^6 

Romero 

Due to the appearance of some accidentals in this passage, it is important to clarify that the 

last 8th note in the third beat of the bass line in measures 78 and 79 should always be a D 

flat in an editions. In measures 80 and 81 it should always be natural, (see fig. 42) 
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Fig. 42. Joaqiuh Rodrigo, Invocadon y Danza, Secoad Movement, Measures 78-

81 

Tarragd 

Another passage of great difQculty that contains discrepancies, is found in 

measures 82 to 87 and 107 to 109. This passage is very difficult to realize on the guitar. 

Romero's edition imitates what is originafly written in the Tarragd edition, unlike Diiaz who 

modified die complete passage. 

Fig. 43. Joaqufa Rodrigo, Invocacidn y Danza, Second Movement, Measures 82-

87 

Tarragd 

'PvllMl 



76 

(Fig. 43-continued) Joaqum Rodrigo, Invocacidn y Danza, Second Movement 

Measures 82-87 

After the previous passage it is important to remember that due to the appearance of some 

accidentals the 8th notes on the second and third beats of the bass part in measures 90 

through 93 should be a C natural in aU editions. 

Fig. 44. Joaqum Rodrigo, Invocacidn y Danza, Second Movement Measures 90-93 

Tarragd 

Romero's 1993 edition has an editorial error in measure number 96. According to 

Tarragd's edition the last four 32nds in the soprano part should be an A. This editorial error 

was corrected in Romero's 1997 edition, (see fig. 45) 
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Fig. 45. Joaquin Rodrigo, Invocaddn yDanza, Second Movement, Measure 96 

Romero 

Measure 100 has another disparity in Romero's 1993 edition similar to the one mentioned 

above. According to Tarragd's edition the last four notes of the soprano section ghrmiH be 

an E not a D, as shown in figure 46. (This editorial error was also coirected in Romero's 

1997 edition) 
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Fig. 46. Joaqum Rodrigo, Invocacidn y Danza. Second Movement, Measure 100 

Tarragd 

Romero 

Due to the appearance of some accidentals in this passage, the D in the second half of the 

third beat in measure 104 is flatted, even though in the following two bars (105-106) it is a 

natural. 

Fig. 47. Joaquin Rodrigo, Invocacidn y Danza, Second Movement Measures 104-

106 

Tarragd 
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Towards the end of the piece, the polo appears again in measures 110-128. This 

time in the key of D minor. The accents mentioned and discussed before during the first 16 

measures of the polo are alike. Another disparity is found in Romero's 1993 edition in the 

chord on the third beat in measures 112 and 116. Tarragd's edition spells the chord D F E 

but Romero spells it F A E. (Romm)'s editorial chok% in his 1997 edition is to copy 

Tarragd's edition) 

Fig. 48. Joaqum Rodrigo, Invocacidn y Danza, Second Movement Measures 112-

116 

Tarragd 

Romero 
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The differences in Diaz's edition in diis section (measures 110-128) are mainly found in 

the bass part In measures 110.112, 114 and 116. the first two beats of the bass line have 

been transposed an 8ve lower. Another obvious deviation in the bass line in measures 110 

and 114 is the addition of the note D to the third beat. The third beat in measures 111. 115. 

119 and 123 is always down an 8ve. Measure 118 shows the third beat bass note (D) 

doubled. Diaz's edition also has a grace note appearing in the soprano in measures 116 and 

120. AdditionaUy in measures 120 and 124 the bass line is an 8ve lower, (see fig. 49) 

Fig. 49. Joaqum Rodrigo. Invocacidn y Danza, Second Movement. Measures 110-

124 

Tarragd 

Finally, the passage in measures 129 to 132 before the end of the composition 

contains some differences in Alirio Dvaz's edition. Graciano Tam^o's top melody in 
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32nds is B C# A. Diaz shows C# E A. He has changed the first two notes at the beginning 

of the second and third beats. A final disparity is found in the last 8tfi note of the bass part 

in measures 130 and 132. Tatrag<S's edition shows a low G, while the Diaz edition placed it 

an 8ve higher. 

Fig. 50. Joaquin Rodrigo. Invocacion y Danza, Second Movement, Measures 129-

132 

Tarrag6 

Diiaz 
B 1 
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