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ABSTRACT 

 The Harp Concerto, Op. 25 by Alberto Ginastera holds an important place in the 

harp repertoire, as it is one of the longest and most virtuosic concerti, and yet even the 

most prominent Ginastera scholars have not included it in their analyses. This study 

examines Ginastera’s musical styles and how they are combined in the Harp Concerto to 

create a piece that both portrays Ginastera’s Argentine heritage and appeals to an 

international music audience through the use of contemporary compositional techniques. 

 The overarching styles used in the Harp Concerto are Argentine Nationalism and 

Neo-Expressionism. Argentine Nationalism is seen in Ginastera’s use of the malambo 

rhythm, special effects that mimic guitar writing, the guitar chord, and specific melodic 

figures and orchestral textures. Aspects of Neo-Expressionism include the replacement of 

traditional harmony with large clusters, the prominence of the (0167) tetrachord, the 

presence of a twelve-tone row, an overall increase in chromaticism, and the use of 

extended harp techniques. 

Argentine traits are present throughout several of Ginastera’s Neo-Expressionistic 

compositions; however, the Harp Concerto stands out because of the clarity with which 

each style is incorporated, as well as in the unique way in which they are combined.  
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INTRODUCTION 

A Brief History of Argentine Nationalism 

Born in Buenos Aires on April 11, 1916, Ginastera followed a generation of 

Argentine composers that were concerned with the issue of how to create modern music 

while at the same time constructing an Argentine musical heritage.1 Ginastera took great 

pride in his heritage. His father was of Catalan descent and his mother was Italian. One 

aspect that shows Ginastera’s concern for heritage was the fact that he preferred the 

Catalan pronunciation of his last name (JEE'-nah-STEH-rah) to the Spanish 

pronunciation (KHEE'-nah-STEH-rah).2  

Deborah Swartz-Kates gives a helpful summary of Argentine Nationalism in her 

article Alberto Ginastera, Argentine Cultural Construction, and the Gauchesco Tradition. 

From the earliest nationalistic works, Argentine Nationalism has been primarily 

represented by the gauchesco tradition. Gauchos are cattle workers who inhabited the 

pampas (plains) of Argentina. They were primarily criollos, American born descendants 

of European immigrants.3 Back in 1872, José Hernández’s epic poem Marún Fierro 

																																																													
1 Deborah Schwartz-Kates, “The Gauchesco Tradition as a Source of National Identity in 

Argentine Art Music (ca. 1890-1955)” (PhD diss., University of Texas at Austin, 1997), 860. 
 
2 Carlos A. Gaviria, “Alberto Ginastera and the Guitar Chord: An Analytical Study” 

(MM thesis, University of North Texas, 2010), 3. 
	

3	Mary Ann Hanley, “The Compositions for Solo Piano by Alberto Ginastera, (1916-)” 
(DMA diss., University of Cincinnati, 1969), 2.  
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sparked a craze for popular and erudite literature that romanticized the gaucho.4 Edward 

Larocque Tinker notes: 

 
Compared with our cowboy saga, which tells a purely regional story of a body of 
horsemen that existed in full flower only a little more than half a century, gaucho 
literature is of greater scope and importance, for the pampas centaur played a 
major and indispensable role in his country’s history for some three hundred 
years. It was this rawhide-tough horseman who fought the Indians, made possible 
the huge cattle industry that for some centuries was the country’s major source of 
wealth, and formed the backbone of the armies that repulsed invasions and fought 
bravely to secure freedom from Spanish rule. These accomplishments inspired the 
best writers to sing his praises and produce a literature of great importance and 
interest.5 
 

 A successful topic for literature, the gauchesco tradition also provided the perfect 

source for early Argentine composers who sought a symbolic Argentinian heritage. There 

are three main generations of Argentine composers that came before Ginastera that 

directly influenced his music. 

One important composer from the first generation, Julián Aguirre (1868-1924), 

established the stylistic basis of Argentine music “by elaborating a lexicon of stylized 

formulas through which the national character could be musically portrayed.”6 These 

formulas include an emulation of strummed (rasgueo) and plucked (punteo) guitar 

sounds, units of two or four measures that are developed through repetition, variation, 

																																																													
4 Deborah Schwartz-Kates, “Alberto Ginastera, Argentine Cultural Construction, and the 

Gauchescho Tradition,” The Music Quarterly 86, no. 2 (Summer 2002): 254. 
 
5 Edward Larocque Tinker, “Three Aids to the Study of the Gaucho,” Books Abroad 31, 

no. 4 (Autumn 1957): 367. 
 
6 Swartz-Kates, “Alberto Ginastera, Argentine Cultural Construction, and the 

Gauchescho Tradition,” 255. 
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and sequence, melodies harmonized in parallel thirds, and a harmony based on the 

repetition of primary triads with fluctuation between relative major and minor keys.7 As 

will be demonstrated later, Ginastera wrote many guitar-like sounds in the Harp 

Concerto, and he constantly used repetitive one or two-bar phrases. 

Carlos López Buchardo (1881-1948), a member of the second generation of 

Argentine composers, carried on Aguirre’s legacy, using the musical formulas that he 

established, but also incorporating other musical ideas to represent Argentina. One 

important contribution was the stylization of the gato, a popular Argentine folk dance.8 

The rhythm of the gato is characterized by hemiola that is created by an alteration of 6/8 

and 3/4 divisions. In the Harp Concerto, Ginastera uses this particular rhythm multiple 

times in both the first and third movements. 

The third generation of Argentine composers was called the Grupo Renovación, 

as they sought to portray Argentina using contemporary musical aesthetics rather than the 

formulas developed by Aguirre. Juan José Castro (1895-1968), one of the members of 

Grupo Renovación, knew Ginastera personally and worked with him on a regular basis.9 

In his music, Castro represented the Argentine plains through a pastoral topos, which 

included an emphasis on woodwind instruments, the use of slow tempos and compound 

duple meters, and a preference for perfect fourths and fifths, which is an iconic way of 

																																																													
7 Swartz-Kates, “Alberto Ginastera, Argentine Cultural Construction, and the 

Gauchescho Tradition,” 256. 
 
8 Ibid, 269. 
 
9 Ibid, 271. 
 



12	
	

portraying the guitar.10 Ginastera used these same elements in his own compositions. His 

Pampeana No. 3 has the subtitle Pastorale Sinfónica, and he uses the notes of the open 

strings of the guitar as a structural harmony in pieces such as Variaciones Concertantes. 

In the Harp Concerto, the second movement has elements of this pastoral style as it is 

slow and has a 6/8 meter. Furthermore, the “guitar chord” plays an important role in the 

cadenza.  

 

Ginastera’s Musical Styles 

 Ginastera’s works are typically analyzed by scholars as belonging to one of three 

style periods. Ginastera himself created these categories, and he described his music 

under these terms in a series of interviews with Pola Suarez Urtubey in the 1960’s. The 

style periods are Objective Nationalism (1934-1947), Subjective Nationalism (1947-

1957), and Neo-Expressionism (1958-1983).11  

Ginastera’s early works from his Objective Nationalistic period are tonal and they 

directly connect to Argentine folk music in a way that an audience can easily grasp. 

Regarding this first period, Michelle Tabor notes that “even when the composer’s music 

was deemed so authentic that he was considered to be Argentina’s outstanding 

spokesman for nationalism in music, his works did not contain quotations of existing folk 

																																																													
10 Swartz-Kates, “Alberto Ginastera, Argentine Cultural Construction, and the 

Gauchescho Tradition,” 272. 
 
11 Pola Suarez Urtubey, Alberto Ginastera (Buenos Aires: Secretam de Cultura de la 

Nación, 1967), 68-69. 
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music.”12 Ginastera describes his music as “folklore imaginaire,”13 and rather than 

quoting folk melodies directly, he evoked the Argentine folk tradition though melodic 

types, rhythms, forms, and subject matter from folk sources. For example, in Panambí 

(1937), the titles of the movements reflect specific activities of Argentine culture – Los 

trabajadores agricolas (The Land Workers), Danza del trigo (Wheat Dance), Los peones 

de hacienda (The Cattle Men), and Danza final, (Final Dance). Lillian Tan notes that 

Ginastera had “an early and enduring desire that his music be understood and appreciated 

by the common people.”14 The strong rhythms, folk-like themes and depictions of 

Argentine landscapes had popular appeal.15 

In 1945, receiving a Guggenheim scholarship allowed Ginastera to travel to the 

United States. He attended many concerts and festivals, and he also had the opportunity 

to give lectures on his own music and to meet with other composers including Aaron 

Copland. This exposure to other compositions led to a change in Ginastera’s own style, 

leading to his Subjective Nationalistic period (1947-1957). Regarding this style, 

Ginastera wrote: 

 
En el Primer Cuarteto de Cuerdas, la Sonata para piano, las Variaciones 
Concertantes, y las Pampeanas No. 2 y 3, el carácter argentino comienza a 

																																																													
12 Michelle Tabor, “Alberto Ginastera's Late Instrumental Style,” Latin American Music 

Review / Revista de Música Latinoamericana 15, no 1 (1994): 2. 
 
13 Alberto Ginastera, “Homage to Bartok," Tempo (Feb. 1981): 4. 

	
14 Lillian Tan, "An Interview with Alberto Ginastera," American Music Teacher 33, no. 3 

(1984): 6. 
	

15 Ibid.  
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adquirir una nueva fisonomía y el lenguaje musical inicia su evolución hacia la 
dodecafonía. Este sería el período de nacionalismo subjetivo.16 
 
[In the First String Quartet, the Piano Sonata, the Variaciones Concertantes, and 
the Pampeanas No. 2 and 3, the Argentine character begins to acquire a new 
appearance and the musical language starts in evolution towards twelve-tone 
procedures. This is the period of subjective nationalism.]17 

 

Ginastera goes on to say that the works from this period exhibit characteristics of 

a style that, without abandoning the Argentine tradition, had become broader, with a 

greater universal appeal, no longer tied directly to creole themes or rhythms, but having 

an Argentine character created by means of an atmosphere made up of symbols.18 One of 

the most important symbols of this period was the integration of the chordal sonority 

based on the open strings of the guitar (E-A-D-G-B-E). Ginastera used this chord to 

reference the guitar in his early works, but now he gave the chord a structural role as 

well. For example, in Variaciones Concertantes, E is the tonic, and the secondary key 

areas of the piece are B, D, A, and G.19 

Ginastera’s Neo-Expressionistic period began in 1958 with the composition of 

String Quartet No. 2. By 1962, Ginastera was composing entirely on commission, 

																																																													
16 Suarez Urtubey, 68. 
 
17 Translation by Roy Wylie in his “Argentine Folk Elements in the Solo Piano Works of 

Alberto Ginastera” (DMA diss., University of Texas at Austin, 1986), 29. 
 
18 Suarez Urtubey, 72. 
 
19 Swartz-Kates, “Alberto Ginastera, Argentine Cultural Construction, and the 

Gauchescho Tradition,” 273. 
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allowing him to freely compose without the pressure to appeal to populist audiences.20 In 

1962, Ginastera described his quest for a personal style: 

 
I think that I achieved what I wanted back in 1944. My ballet Estancia and some 
minor pieces for piano, violin, and cello as well as song cycles, are the expression 
of an objective Argentine feeling. In my own development, this problem has 
acquired another outlook. I am not so much interested in finding an intrinsical 
Argentine language any more because I know that if I achieve a personal musical 
idiom, this will also be the inevitable expression of my own surroundings. So I am 
no longer searching for a national style, but a personal style. If I am on the way of 
achieving this in my most recent works such as the Piano Concerto and the 
Cantata para América Mágica, it is not for me to say.21 
 

Mary Ann Hanley, who interviewed Ginastera in 1969, shared that: 
 

Ginastera describes his third-period style as more personal, more international, 
and more abstract, with growing interest in inner emotions and unreal elements. 
He has developed a technique and an aesthetic of his own, using elements of 
serial music, but stressing the dramatic impulse of an expressive art. He calls this 
style New Romanticism or Expressionism because it has an excited lyricism, 
passion, and drama as well as poetic mystery.22 
 

Musically speaking, this meant the inclusion of chromaticism, 12-tone writing, 

the use of quarter tones and other micro-intervals, and extended techniques. His opera 

Don Rodrigo from 1963 provides a good example, as it includes twelve-tone rows, 

microtonality, and extended vocal techniques.  

																																																													
20 Gaviria, 6. 
 
21 Alberto Ginastera, "Alberto Ginastera Speaks," Musical America 82, no. 10 (October, 

1962): 10-11. 
 
22 Hanley, 13. 
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These three style periods - Objective Nationalism, Subjective Nationalism, and 

Neo-Expressionism - are held by many prominent Ginastera scholars including Gilbert 

Chase, Pola Suárez-Urtubey, and Mary Ann Hanley. Deborah Swartz-Kates also holds to 

these divisions, but she adds a fourth period of works (1976-1983) that she labels “final 

synthesis.”23 However, as with the works of many composers, the boundaries between 

these periods are imprecise, and later in his life, Ginastera even changed the way he 

viewed his own music. At an interview in 1984, Ginastera re-categorized his periods, 

saying, "I think that there are not three, but two. The first I would call tonal and 

polytonal. Then a second period where I used atonality.”24 For this reason, Ginastera 

scholar Guillermo Scarabino analyzes Ginastera’s works based on two periods, tonal and 

atonal, with the division at 1958.25 Back in 1964, David Wallace took yet a different 

approach, breaking down Ginastera’s works between 1934 and 1940 into four different 

periods: early works (1934-1940), consolidation and expansion (1941-1946), old and new 

techniques (1947-1954) and recent tendencies (1955-1963).26  

Regardless of how Ginastera’s style periods are categorized, it is clear that 

Ginastera’s style changed over the course of his life as he began to disguise the Argentine 

																																																													
23 Deborah Schwartz-Kates, “Alberto Ginastera,” Grove Music Online, ed. Deane Root, 

accessed May 4, 2017, http://www.oxfordmusiconline.com. 
	

24 Tan, 7. 
 
25 Guillermo Scarabino, Alberto Ginastera: técnicas y estilo (1935-1950) (Buenos Aires: 

Instituto de Investigación Musicológica Carlos Vega, 1996), 5. 
 
26 David Edward Wallace, “Alberto Ginastera: An Analysis of His Style and Techniques 

of Composition” (PhD diss., Northwestern University, 1964), ii-iii. 
 



17	
	

traits and to incorporate more modern Western techniques. The Harp Concerto plays an 

important role in Ginastera’s output, as it was his first composition to combine traits of 

Argentine Nationalism (including some that are objectively nationalistic) with explicit 

Neo-Expressionistic traits. The success of this concerto can be attributed to the 

combination of Ginastera’s national style with his personal style.  

 

Background of the Harp Concerto 

Ginastera began writing the Harp Concerto for harpist Edna Phillips, who 

commissioned the work in 1956 for the 1958 Inter-American Festival.27 For reasons that 

are not clear, Ginastera did not finish the concerto in time, but he did eventually finish it 

seven years later. By this time, Phillips had retired as a professional harpist, thus she 

agreed that Nicanor Zabaleta play the premiere, which he did in 1965 with the 

Philadelphia Orchestra under Eugene Ormandy.28  

The Harp Concerto has since become one of the great standards of the harp 

repertoire. Just in the past couple of years, it was repertoire for the 4th International Harp 

Competition in Mexico (2015), the 25th Nippon Harp Competition in Japan (2015), the 

2016 USA International Harp Competition and the 2017 Petar Konjovic International 

Competition in Belgrade, Serbia. 

																																																													
27 Tess Epperson Maxwell, “Worth the Wait: The History of the Ginastera Harp 

Concerto,” The American Harp Journal 23, no.4 (Winter 2012): 46. 
 
28 Ibid, 47. 
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Primarily written during Ginastera’s third period, the Harp Concerto shares many 

traits with the other compositions written in the 1960’s. The term “Neo-Expressionism,” 

as used by Ginastera, describes the elements of his style that he developed during this 

third period. The Harp Concerto exhibits many characteristics of this style: extended 

techniques are used, new combinations of sounds are explored, and harmonies become 

more dissonant. 

Unlike the other concerti that Ginastera wrote in the early 1960’s, Piano Concerto 

No. 1 (1961) and the Violin Concerto (1963), the Harp Concerto also shares many 

explicit characteristics of Nationalism. Argentinian dance rhythms play an integral role 

and the cadenza opens with a statement of the notes of the open strings of a guitar, a 

symbol of Argentina. Furthermore, the melodies and orchestral textures found in the 

Harp Concerto are similar to those of Ginastera’s Nationalistic orchestral works.   
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NATIONALISTIC CHARACTERISTICS 

 

In the Harp Concerto, Argentine Nationalistic traits include the malambo rhythm, 

guitar-like sounds, sonorities based on the “guitar chord” and specific melodic motives 

and orchestral textures. 

 

The Malambo 

The primary Argentinian dance rhythm found in the concerto is that of the 

malambo. Gilbert Chase points out that, “Strictly speaking, the malambo is a regional 

rather than a national dance, associated with the pampa. . .but it has become a national 

symbol.”29 The malambo is characterized by a perpetual eighth-note rhythm in a 6/8 

meter. The harmonic pattern consisted of two measures that would repeat for the duration 

of the dance - the first containing subdominant and dominant chords, and the second 

measure returning to tonic. 

Most of Ginastera’s malambo movements are considerably faster than the 

traditional tempo, and in the Harp Concerto, the meter is 3/8 rather than 3/4. Deborah 

Swartz-Kates notes: 

 

The folkloric malambo bears little resemblance to the composer’s artistic 
construction of the dance. . . . The musical accompaniment was purely 
instrumental and lacked any melodic interest whatsoever; it was based on simple 
strummed guitar chords and their rhythmic variations. . . . Hemiola actually 

																																																													
29 Gilbert Chase, “Alberto Ginastera: Argentine Composer,” Musical Quarterly 43 

(October 1957): 454. 
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appeared far less frequently in the malambo than in Argentine folk music as a 
whole.30 

 

Ginastera is more concerned with the idea of the dance rather than with a literal 

interpretation - important elements include energy, controlled motion, virile strength, and 

cumulative emotional impact.31  

The malambo rhythm is found throughout the third movement of the Harp 

Concerto. There are only four moments in the entire movement where there is not an 

instrument playing on every sixteenth note of the measure (mm. 35-37, m. 50, mm. 111-

113, and mm. 192-196). Most often, the malambo rhythm is found in the strings, while 

the harp, percussion and brass have highly syncopated melodies. However, there are also 

moments where both the harp and the orchestra play the malambo rhythm, particularly at 

climaxes and the bars leading back to the main melody, such as mm. 161-164. At each of 

the climaxes, the harp part becomes more repetitive in nature, and the driving rhythm 

becomes even more vigorous.  

 

																																																													
30 Deborah Schwartz-Kates, “The Gauchesco Tradition as a Source of National Identity in 

Argentine Art Music (ca. 1890-1955)” (PhD diss., University of Texas at Austin, 1997), 872-873. 
 
31 Chase, 455. 
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Fig. 1. Movement 1, mm. 161-164, malambo rhythm in the harp leading up to a climax. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
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Chase notes that in the malambo, “dotted quarter notes often serve as points of 

repose, marking the end of a period and punctuating the impetuous motion generated by 

the repeated eighth notes.”32 The third movement of the Harp Concerto is in rondo form 

(ABACA-Coda). Ginastera uses this rhythm as an additional way to clearly define each 

section, as he writes one or two bars of dotted eighth notes (the equivalent of dotted 

quarter notes in a 3/4 meter) between four out of the five sections (m. 36, m. 81-82, m. 

112, and mm. 194-195).  

 

Folk Guitar Sounds 

A second characteristic that ties the Harp Concerto to Argentine Nationalism is 

the use of extended techniques that mimic the criollo guitar music played by the gauchos. 

The guitar was the standard instrument for the accompaniment of criollo songs and 

dances. There are three specific guitar techniques the gauchos commonly used to 

generate the rhythms of the music – rasgueado, tambura, and percussion techniques.33 

Rasgueado refers to the technique of strumming the guitar rather than plucking individual 

notes.34 Ginastera mimics rasgueado through the use of chords created by playing a fast 

glissando. This effect is similar to what Carlos Salzedo calls Gushing Chords,35 except 

																																																													
32 Chase, 455. 
 
33 Mark Grover Basinski, “Alberto Ginastera’s use of Argentine Folk Elements in the 

Sonata for Guitar, Op. 47” (DMA diss., University of Arizona, 1994), 15. 
 
34 Carlos Vega, Las danzas populares argentinas (Buenos Aires: Instituto de Musicologia, 

1952), 71. 
 
35 Carlos Salzedo, Modern Study of the Harp (New York: G. Schirmer Inc., 1921), 12. 
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that Ginastera indicates for the harpist to use fingernails, thereby creating a sound even 

closer to that of a guitar. 

 

Fig. 2. Movement 3, mm. 131-131, fingernail strumming imitating rasgueado. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

Ginastera does not have an equivalent harp gesture for tambura, but he does 

include percussion effects. In Argentine folk music, gauchos used an effect called 

cajoneo, the imitation of folk drumming by beating on the top and sides of the guitar with 

the open palm or a closed fist.36 In m. 150 of the first movement of the concerto, 

Ginastera directs the harpist to knock on the sound board with a closed fist in the left 

hand and to tap it with the middle three fingers of the right hand.  

 

Fig. 3. Movement 1, mm. 153-158, tapping/knocking imitating guitar percussion effects. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

																																																													
36 Basinski, 17. 
 



24	
	

In addition to the common techniques of rasgueado and percussion sounds, one 

unusual effect in criollo folk music that Ginastera mimics is a high-pitched squeaking 

sound. On the guitar, this sound is created by placing the open palm of the right hand on 

the face of the guitar and sliding very quickly and forcefully.37 On the harp, this technique 

is called whistling sounds, and is created by rapidly swiping the strings up the bass 

wires.38 (Sons sifflés is French for “whistling sounds.”) 

 

Fig. 4. Cadenza, whistling sounds. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

The Guitar Chord 

One final characteristic that ties the Harp Concerto directly to Nationalism is the 

presence of the guitar chord at the opening of the cadenza (the notes of the open strings 

of a guitar - E-A-D-G-B-E). The guitar chord harmony is not found directly in Argentine 

folk music, but it holds great symbolic significance. Carlos A. Gaviria says: 

 
The guitar chord is an intellectualization of traditional elements, since it is not 
used in traditional Argentinean music––no gaucho would play the guitar without 
using the left hand to create triads––given that traditional Argentinean music is 

																																																													
37 Basinski, 17. 
 
38 Salzedo, 15. 
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tonal by nature. The guitar chord was initially used as a pictorial element 
depicting the importance of the guitar in traditional Argentinean music.39 
 

In the Harp Concerto, Ginastera transposes the guitar chord down a half step, 

allowing the harpist to play all the notes of the chord as well as the neighboring tones to 

the “tonic” Eb without having to change pedals, which is not possible if the guitar chord 

begins with E natural. The opening of the cadenza should be played freely, rather than 

metronomically, in order to better depict the open space of the pampas. The glissando at 

the mosso section has the following pitches – Eb-Fb-Gb-Ab-Bb-D-C#. The pitch C# 

functions as Db, a member of the guitar chord, and Fb and D are the upper and lower 

neighbor tones of Eb. 

 

Fig. 5. Cadenza opening based on the guitar chord. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission.  

																																																													
39 Gaviria, 14. 
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Melodic Motives 

In addition to the malambo rhythm and the guitar chord, there are other aspects of 

the Harp Concerto that can be tied to Ginastera’s Nationalistic style that do not have as 

direct of a correlation to Argentine folk music. According to Erick Carballo: 

 
Ginastera works with the folkloric elements in Argentine music, not as arranger or 
reproducer, but as interpreter. These two compositions [Canción al árbol del 
olvido (from Dos Canciones, op. 3) and Vidala (No. 4 from Doce preludios 
americanos)] highlight how he manipulates the ingredients (harmonic, rhythmic, 
and/or melodic patterns) of traditional genres—without actually employing any 
single previously existing work—to create a repertoire, distinctly his own, that 
maintains a strong, recognizably Argentine flavor.40 
 

Ginastera’s Nationalistic Orchestral works share many of the same “ingredients,” 

including melodic figures and orchestral textures. After comparing the shared traits that 

give Ginastera’s Nationalistic works their particular flavor, it becomes apparent that the 

Harp Concerto shares these same characteristics. 

 The clearest connection pertaining to the aspects of melody occurs in the sections 

that have a malambo rhythm. David Wallace notes, “In his fast movements, Ginastera 

seems capable of producing an endless number of variations on a basic malambo motive, 

all similar in range and contour, but different in detail.”41 When comparing the main 

																																																													
40 Erick Carballo, “De la pampa al cielo: The Development of Tonality in the 

Compositional Language of Alberto Ginastera” (DMA diss., Indiana University, 2006), 111. 
 
41 Wallace, 212. 
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melodies of each of the orchestral pieces listed below, a number of similarities become 

apparent.  

 

 

 

 

 

 

 

Fig. 6. Ginastera’s malambo melodies. 
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First, each melody is composed of two halves, creating either a four-bar phrase or 

an eight-bar phrase. Second, each melody has a primary pitch that is ornamented by the 

lower neighbor tone. Third, the melodies are diatonic, except for the second half of the 

theme from Variaciones Concertantes. Half of them are pentatonic like the Harp 

Concerto (Panambí, Ollantay, and Pampeana No. 3). Fourth, the meters are similar, 

composed of six eighth notes - either divided in groups of two to make 6/8, or in groups 

of three creating 3/4. The exception to this is Ollantay, which is in 2/4 meter. Finally, the 

rhythm of each melody includes syncopation. 

Looking more closely at specific melodic contours and rhythms, further 

connections can be made between each piece and the concerto. The opening two 

measures of Panambí and Variaciones Concertantes share a nearly identical rhythmic 

and melodic structure to the Harp Concerto. The opening pitch is repeated, and there is 

constant eighth-note motion in the first measure followed by a cessation of motion in the 

second bar. Pampeana No. 3 is closely tied to the concerto in that the melody is based on 

an ascending third followed by a turn with the lower neighbor of the primary tone. In 

regard to the melodic shape as a whole, the melodies of Estancia and the Harp Concerto 

are similar in that the melody spans a fifth, ending a perfect fifth lower than the primary 

pitch that opens the melody. The final gesture at the end of the Harp Concerto is most 

similar to that of Obertura para el “Fausto” criollo, as both melodies descend for four 

pitches sequentially.  

Rhythmically, though the meter of Ollantay is 2/4, the rhythmic structure is still 

closely related to that of the Harp Concerto due to the specific use of syncopation. In 
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both cases, there are measures where the downbeat is not played, and neither melody 

ends on a downbeat, but rather on an accented note placed right before the downbeat.  

Based on these observations, one might consider the melody of the third movement of the 

Harp Concerto a combination of all the melodies from Ginastera’s Nationalist orchestral 

compositions. 

 Another important motive found throughout Ginastera’s Nationalist works is 

called the “gaucho motive” by Erick Carballo, not because it is inherently gaucho, but 

because of the direct correlation to Ginastera’s overtly Nationalistic works, specifically 

compositions written between 1940 and 1944. “The general defining characteristic of the 

gaucho motive is the double neighbor tone figure, often followed by an ascending scale 

pattern.”42 This motive is particularly associated with Ginastera’s malambo melodies, but 

in the Harp Concerto, he expands his use of the motive to melodies not associated with 

malambo movements. At the end of the first statement in the second movement, he writes 

the gaucho motive in a slow melodic section. 

 

Fig. 7. Movement 2, mm. 11-15, gaucho motive. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 

																																																													
42 Carballo, “De la pampa al cielo,” 210. 
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Previously, Ginastera typically used the gaucho motive at the ends of phrases, but 

in the first movement, he incorporates it in the middle of both the primary and the 

secondary themes. In the first theme, though the actual motive occurs just once, the 

whole melody is focused on Eb and its two neighboring tones. 

 

Fig. 8. Movement 1, theme 1 (mm. 3-11), gaucho motive. 

 

Fig. 9. Movement 1, theme 2 (mm. 82-85), gaucho motive. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

Orchestral Textures 

In addition to sharing similar melodies and with Ginastera’s Nationalistic works, 

the Harp Concerto also shares similar orchestral textures. The overall orchestral sound 

throughout the concerto is difficult to define by musical analysis, but there are a number 
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of specific places that have direct correlations to Ginastera’s other orchestral 

compositions. 

For example, compare the timpani solo in mm. 65-72 of the first movement with 

the timpani solo at rehearsal 10 of Obertura para el “Fausto” criollo. Both solos are 

eight measures long and are characterized by a gradual lengthening of the value of notes, 

ending with two bars where the timpani is played only on the downbeat. 

 

Fig. 10. Ginastera timpani solos. 
 

In the slow movements of Ginastera’s Nationalistic orchestral works, the textures 

are sparse, often including passages for the string section only. These passages are 

characterized by stepwise motion in the main melody accompanied by longer sustained 

notes. The melodies are in two or four bar phrases, and the phrases often repeat. The 

opening of the second movement of the Harp Concerto is especially similar to the 

variation for viola from Variaciones Concertantes. In both cases, Ginastera writes a 

canon for strings only. The motive starts in the lower strings and proceeds upwards, 

ending with the first violins.  
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NEO-EXPRESSIONISTIC CHARACTERISTICS 

 

As seen above, the Harp Concerto is closely tied to Ginastera’s Nationalistic 

compositions; however, the concerto does not completely fit the mold of pieces 

composed during his Objective or Subjective Nationalistic periods. This is because 

Ginastera also included elements of his Neo-Expressionistic period, which started in 

1958. In the Harp Concerto, Neo-Expressionism is seen in the replacement of consonant 

harmony (based on perfect fourths and fifths) with large clusters, the prominence of the 

(0167) tetrachord, the presence of a twelve-tone row, an overall increase in chromaticism 

and the use of extended harp techniques.  

 

Chromatic Clusters 

 Throughout Ginastera’s Subjective Nationalistic Period, he added semitones to 

otherwise consonant harmonies built on perfect fourths and fifths. As Ginastera’s style 

further developed, he began to frequently include harmonies that were even more 

dissonant, such as clusters with six or more pitches. The opening of the first movement of 

the Harp Concerto provides an example of how Ginastera harmonized a diatonic melody 

using chromatic clusters.  
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Fig. 11. Movement 1, mm. 3-21, (reduced score), opening theme harmonized with 
clusters. 

 

The melody played by the harp is in the key of Eb minor (though notated in the 

key of Eb major). However, in the orchestra part, apart from the presence of Eb in the 

bass of the first and last chords, there is not even a hint of tonality. One might expect the 
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fifth scale degree (Bb) in the bass in m. 18, thereby fulfilling a dominant role, but 

Ginastera writes A-natural - a tritone away from the tonic. 

In each of the clusters in the orchestra, there are at least six pitches present. In set 

theory notation, the chords are (0123456), (012478), (014579), and two versions of 

(012569) – each chord is different except for the first and last chords. The first cluster 

contains seven sequential notes of a chromatic scale. This cluster is particularly 

significant as it plays an important role in the 12-tone compositions that Ginastera was 

writing around the same time as the Harp Concerto. The primary tone-row in the Violin 

Concerto (1963) is composed of two (012345) hexachords.43 Also, the 8-note version 

(01234567) is present as the opening chord of the Piano Quintet (1963).44 

 

Prominence of (0167) 

A second characteristic of Ginastera’s Neo-Expressionist period is the use of the 

(0167) tetrachord. Though (0167) can be found in his Nationalistic compositions, it takes 

greater prominence in his Neo-Expressionistic works, even replacing (0257), which up 

until that point was the predominant harmony. Jessica Barnett notes how this change 

occurred: “(0257) and (0167) are the most quintessential tetrachords of Ginastera’s pre-

1960 and post-1960 works, respectively. . . . In his later works, Ginastera shifts his 

melodic-motivic emphasis from ic2/ic5 [ic = interval class] to ic1/ic6, thereby replacing 

																																																													
43 Jessica R. Barnett, “Clusters, Clouds, and Constellations,” (PhD diss., University of 

Cincinnati, 2015), 276.  
 
44 Ibid, 31. 
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(0257) with (0167) as the most prominent tetrachord.”45 In addition to the interval-class 

shift from the more consonant ic2 and ic5 to the more dissonant ic1 and ic6, the particular 

choice of (0167) is also the result of Berg’s influence on Ginastera’s compositions. In 

answering the question “Have you had an encounter which changed your thinking and 

ushered in a new creative period,” Ginastera replied, “An aspect of a work by another 

composer may set my fantasy in motion. . . .When I was young, Bartók and Berg 

influenced me in this way. . . .When I was feeling my way toward dodecaphony, I was 

gripped by the expressive power of Berg’s music.46 . In another interview, Ginastera 

noted that Berg’s “sensitivity” was closest to his own. 47  

Jessica Barnett draws multiple correlations between Ginastera’s twelve-tone 

music and that of Berg. For example, both composers treat their rows freely, using them 

as “derivational source sets” from which segments or partitions can be extracted and 

combined in new ways. Furthermore, both composers favored (0167), even using the 

same three particular transpositions – [1278], [349t], and [56e0].48 

Antonieta Sottile gives a detailed explanation of the importance of (0167) in 

Ginastera’s serial works including Cantata para Amémeric Mágica (1960), Piano 

Concerto No. 1 (1961), Piano Quintet (1963), Violin Concerto (1963), and Don Rodrigo 

																																																													
45 Barnett, 39. 
 
46 Bálint András Varga, Three Questions for Sixty-Five Composers (Rochester, 
NY: University of Rochester Press, 2011), 94. 
 
47 Tan, 7. 
 
48 Barnett, 83-84. 
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(1963-1964), 49 all of which were composed before the Harp Concerto was completed. In 

a review of Sottile’s dissertation, Carballo confirms “This analysis astutely unravels a 

(0167)-laden texture, finding not only note-by-note foreground groupings of the set-class 

but also a middleground progression in which this set-class provides the structural 

points.”50 Carballo is borrowing the term “middleground progression” from Schenkerian 

theory and applying it to chromatic harmony to indicate the most prominent chords that 

form the basis for the harmony encountered in the whole movement. Foreground 

progressions, on the other hand, refer to a local event, and do not necessarily connect to 

the piece as a whole. 

Like Ginastera’s serial works, the second movement of the Harp Concerto 

includes many statements of (0167). The tetrachord (0167) is also the basis for the 

middleground progression. At the beginning of the second movement, the canon in the 

strings is based on (0167). Note the primary tones that outline the melody in the basses – 

C-F-F#-C-B. Together, they form (0167). (See Figure 12.) The cellos enter next with an 

exact transposition of the melody a whole step lower. (The primary pitches are Bb-Eb-E-

Bb-A.) The viola entrance also follows the same pattern, one step higher from the 

opening statement (D-G-G#-D). Instead of ending with a C# as would be expected to 

complete an (0167), Ginastera changes the pattern in order to accommodate the entrance 

of the first violins, who play an inversion of the melody beginning on C, the opening 

																																																													
49 Antonieta Sottile, “Le(s) style(s) d’Alberto Ginastera (1916-1983)” (PhD diss., 

Université de Montréal, 2005), 135. 
 
50 Erick Carballo, “Alberto Ginastera: Le(s) style(s) d’un compositeur argentin,” Latin 

American Music Review 32, no. 1 (Spring 2011): 154. 
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pitch. The melody of the violins outlines C-G-Gb-C. The last note of this statement in 

inversion (Db) is found in the second violins, allowing the first violins to complete this 

opening section with a return to the “tonic” C in m. 9. 

 

Fig. 12. Movement 2, mm. 1-10, (string parts), canon based on (0167). 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 

 

The subset (016) is the opening chord of the first three entrances of the harp. It 

also is the prominent harmony at the transition in mm. 27-28. In the first measure of this 

example, an (016) occurs on the downbeat (B-C-F), before seemingly “resolving” to the 
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more consonant (027) (C-F-G), but in the following measure, it is seen that (016) is the 

harmony being prolonged, as an (0147) (G-Ab-Db-C) resolves back to (016) (Gb-C-Db). 

 

Fig. 13. Movement 2, mm. 26-27, transition resolving to (0167). 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

In the following section at m. 36, the complete (0167) tetrachord appears in the 

harp part in an arpeggio that spans four octaves. This is the peak of the second 

movement, and the writing is like a cadenza. (Ginastera wrote improvvisando in the 

previous bar.) 

 

 

Fig. 14. Movement 2, m. 36, the climax of the second movement. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
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In mm. 43-44, the B material returns. There is a series of highly chromatic 

clusters, ending with two statements of (0167) (B-C-F-Gb) before the transition back to 

the opening material. (The Db is an upper neighbor to the C melody note, following the 

pattern in m. 42.) 

 

Fig. 15. Movement 2, mm. 43-44, repetition of the B material. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 

 

The last statement begins like the opening with a (016), this time a m3 higher. 

The final chord in the second movement is (0167). This is preceded by two statements of 

(016) in inversion to each other.  
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Fig. 16. Movement 2, mm. 59-63, final phrase. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

 As seen above, the second movement is laden with (0167) and its subsets. This 

tetrachord plays an important role at the middle ground level as it is present in the canon 

at the opening of the movement, at the climax in the cadenza, and as the very last chord. 

The prominence of this chord connects the Harp Concerto directly with Ginastera’s later 

compositions as the harmony is no longer based on the perfect fourths and fifths that 

portrayed the Argentine landscape, but is rather an expression of his expanding personal 

idiom. 

 

Twelve-tone Row 

A third characteristic of Neo-Expressionism found in the cadenza is a twelve-tone 

row, found in the cadenza of the third movement. Given the difficulty of playing 

chromatic passages on the harp, it is surprising that a twelve-tone row would be found in 

the Harp Concerto. Ginastera demonstrates his skill in composing as he writes a 
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continuous glissando in the right hand, providing interest while allowing the harpist to 

take the time needed to change the required pedals for the left hand. 

Not only does the twelve-tone row stand out because of the instrument, but it is 

also surprising given the context. Right before the section with the glissandos containing 

the row, Ginastera writes a second statement of the guitar chord, followed by arpeggios 

based on the guitar chord’s harmony (02479). The guitar chord is one of the clearest 

connections to Ginastera’s Nationalistic style, and he follows this with the clearest 

expression of serialism - the twelve-tone row.  

 

Fig. 17. Twelve-tone row in cadenza. 
 

In integer notation, the row is (3t49280715e6). Based on the contour of the row, it 

makes sense to partition it into a group of five notes, a group of four notes and a group of 

three notes. This partitioning also makes sense based on the rhythm. The first nine notes 

are written as quarter notes, while the last three pitches are longer – two half notes and a 

whole note. These groups form the following pitch collections – (01267), (0167), and 

(016). The first four notes in the first group form (0167), and the last group also forms 

(0167) if the C natural immediately following the twelve-tone row is included (Cb-C-F-

F#). Finally, Ginastera writes three more quarter notes after the twelve-tone row has been 

completed, and these also form (0167) including the last note of the row (C-Db-F#-G). 
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This row used in the cadenza is similar to those used by Ginastera in other 

compositions. Below are the rows for the third movement of the Piano Quintet (1963)51 

as well as the primary rows from Don Rodrigo (1964), 52 as analyzed by Jessica Barnett. 

 

 

 

 

 

																																																													
51 Barnett, 74. 
 
52 Ibid, 78-79. 
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Fig. 18. Twelve-tone rows in Piano Quintet and Don Rodrigo, “Clusters, Clouds, and 
Constellations: Twelve-Tone Techniques and Variation Strategies in Two Concertos by 
Ginastera (PhD diss., University of Cincinnati, 2015) 78-79.  
 

Each of these rows is mostly composed of leaps, as Ginastera has broken away 

from the stepwise melodies of Argentine folk-tunes. Furthermore, they are derived from 

(0167), which, as noted earlier, shows the influence of Berg.  

	

Increase in Chromaticism 

The fourth characteristic of Neo-Expressionism is an overall increase in 

chromaticism compared to his earlier works. Ginastera incorporated more chromaticism 

even in passages that he borrowed from previous compositions, such as mm. 201-214 in 

the third movement of the Harp Concerto, borrowed from the Sonatina for Harp (1938).  
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Fig. 19. Movement 3, mm. 201-214, more chromatic version of Sonatina for Harp. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
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Fig. 20. Sonatina for Harp, Toccata, opening. 
 

The glissandos leading up to the arpeggios are identical, and the first three beats 

include the same pitches. The Harp Concerto has five notes per beat, while the Sonatina 

for Harp has only four, but the harmony is the same – (D-Eb-G#-A). The first change 

occurs after the C# in the melody. In the Sonatina, the harmony is (0358), a symmetric 

chord that is relatively consonant. In the concerto, Ginastera adds pitches, forming 

(012569), which is neither symmetric nor consonant. Similarly, in the following measures 

where the pattern changes, Ginastera writes a C-natural in the Sonatina for Harp, forming 

a series of perfect fourths in the melody that together form (0257) (F-C-Bb-Eb), the 

classic chord Ginastera used in his Nationalistic compositions. In the Harp Concerto, the 
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melody is no longer based on perfect fourths, and it is much more chromatic (G#, Bb, D, 

A).  

 

Extended Techniques 

The final characteristic of Neo-Expressionism found in the Harp Concerto is the 

use of extended techniques. As demonstrated earlier, several of the extended techniques 

have a direct correlation to the folk guitar sounds. However, the fact that Ginastera uses 

extended techniques ties the concerto more closely to his Neo-Expressionistic period. In 

Ginastera’s Nationalistic compositions, his harp writing follows traditional expectations. 

The harp was used for adding color, and the writing primarily included rolled chords and 

arpeggios. The only techniques used other than plucking strings were harmonics and 

single-fingered glissandi. However, in the Harp Concerto, Ginastera expands his range of 

techniques, even going far beyond his contemporaries in the creation of new sounds and 

textures. 

In 1929, Carlos Salzedo compiled a list of modern harp techniques in his book 

Modern Study of the Harp, and his Harp Concerto from 1926 is considered the first 

modern Harp Concerto because of the use of extended techniques.53 Though finished 

nearly 40 years after Salzedo’s concerto, the Ginastera Harp Concerto is only the second 

Harp Concerto to incorporate these techniques. Ginastera uses multiple techniques that 

																																																													
53 Wenonah Milton Govea, Nineteenth and Twentieth Century Harpists (Westport, Conn.: 

Greenwood Press, 1995), 189.  
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are described in Salzedo’s book: gushing chords, aeolian chords, whistling sounds, 

tympanic sounds, pedal slides, and several different types of glissandi. 

Gushing chords are large clusters of notes that are strummed aggressively. This 

technique takes on motivic value as Ginastera uses it between each of the sections of the 

third movement. Before the coda, the motive expands from two measures to three 

measures. The coda begins with gushing chords in the very lowest register of the harp.  

 

 

Fig. 21. Movement 3, mm. 194-200, gushing chords. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

 Aeolian chords are similar to gushing chords except they are much smaller, 

typically covering about half an octave. Ginastera calls these chords picc gliss, or short 

glissandi. In the Harp Concerto, aeolian chords are always in the malambo rhythm, and 

they are interspersed between phrases, building the intensity leading up to the next 

measure. 
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Fig. 22. Movement 3, mm. 76-79, aeolian chords. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

Though Salzedo included the technique of whistling sounds in his book, Ginastera 

was the first composer to incorporate it into a concerto. This technique is used in the 

cadenza in conjunction with two other techniques – pres de la table, which Ginastera 

marks using the Italian term sulla tavola (literally “on the table”) and harmonics, forming 

an unprecedented texture. 

 

Fig. 23. Cadenza, whistling sounds. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

 As noted earlier, tympanic sounds occur in the first movement, imitating tapping 

on the guitar. In addition to tapping the sound board of the harp, Ginastera writes chords 

that are percussionistic in nature. Rather than having a melody, the chords leap over the 
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span of three octaves, creating a barbaric atmosphere that breaks the stereotype of harp 

writing. 

 

Fig. 24. Movement 1, mm. 149-164, tympanic sounds. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

 By the 1960’s, pedal slides were not a ground-breaking technique like whistling 

sounds or tympanic sounds, but Ginastera expanded their use in concerti. Rather than 

having a single note affected by the pedal change, Ginastera writes unison octaves in both 

hands. Like the gushing chords, the pedal slides are not just a single special effect, but 

they are used motivically. Ginastera begins in m. 151 with a single measure of pedal 

slides. He expands the motive to two measures in m. 154 and to three measures in m. 

158. 
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Fig. 25. Movement 3, mm. 151-160, pedal slides. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

 The glissando also is not a new technique, but Ginastera uses it in new ways. He 

expands the range of glissandi to include the whole harp, rather than just a couple of 

octaves, as in mm. 55-60 of the first movement. 

 

Fig. 26. Movement 1, mm. 55-61, glissandos covering the full range of the harp. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
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 Ginastera also varies the speed and dynamics of glissandi, as demonstrated by 

mm. 128-129 of the first movement. Throughout the concerto, Ginastera writes double 

and triple glissandi, and here he even includes a quadruple glissando. 

 

Fig. 27. Movement 1, mm. 127-130, quadruple glissandi. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

Some of the glissandi are rhythmic while others are free. Furthermore, throughout 

the cadenza, Ginastera alternates between glissandi played with fingernails and those 

played with the flesh of the finger.  

 

Fig. 28. Cadenza, triple glissandi with fingernails. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
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SYNTHESIS OF ARGENTINE NATIONALISM AND NEO-EXPRESSIONISM 

Apart from the pure statement of the guitar chord and moments of sustained 

dissonant clusters, nearly every section of the Harp Concerto combines aspects both of 

Nationalism and Neo-Expressionism. Each of the movements juxtaposes these two styles 

in a unique way. 

As seen earlier, the very opening of the Harp Concerto contains a folk-like 

melody accompanied by dissonant clusters in the orchestra. In the second theme, the 

chords leading up to the entrance of the melody (mm. 73-81) are tonal, including four 

measures of (0257) (G-A-C-D), the characteristic chord of Ginastera’s Objective 

Nationalistic works. The melody contains perfect fourths and fifths and includes a 

statement of the “gaucho” motive. However, in m. 87, while keeping the same texture, 

Ginastera adds chromaticism, with awkward leaps in the melody and dissonant harmony 

in the accompaniment. 
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Fig. 29. Movement 1, mm. 73-89, combination of styles in the second theme. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

In the second movement, the prominence of the (0167) tetrachord is set in the 

context of an orchestral texture similar to that of Ginastera’s Nationalistic works. When 

the harp enters in m. 11, the subset (016) is used in a passage with a pastorale topos that 

depicts the pampas in Argentina. 
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Fig. 30. Movement 2, mm. 11-15, pastorale topos combined with (016). 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
 

 The third movement includes one of the most distinctive marks of Argentine 

Nationalism, the malambo. Ginastera combines the malambo rhythm with heightened 

expressions of dissonance and syncopation in the melody. In mm. 51-80, a constant 

sixteenth note rhythm is created through the seamless combination of the harp and the 

orchestra’s highly syncopated melodies. 
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Fig. 31. Movement 3, mm. 62-69 (piano reduction), creation of malambo rhythm through 
combination of syncopated melodies. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission.  
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CONCLUSION 

 

 Based on the analysis above, several interpretive decisions can be drawn. First 

and foremost is the importance of bringing out the driving rhythms. Nothing is passive 

about the concerto. In sections where there are accents, either metric accents or those that 

are added, the harpist should not back off on the unaccented notes, but should keep the 

energy of each sixteenth note while pressing even more into the accented notes. It is also 

important to notice whether a bar is beamed in two or in three and to bring out the 

appropriate groupings. Bringing out the correct accents is particularly tricky in mm. 161-

169 of the third movement, as the weaker third finger falls on the notes that should be 

brought out. 

 In addition to the rhythms characteristic of Argentinian folk dances, the image of 

the pampas also affects the interpretation. The open space of the plains can be better 

portrayed by broadening and taking time even in places not specifically marked to have 

rubato. One example occurs in m. 75 of the first movement.  

 

Fig. 32. Movement 2, mm. 73-79, depiction of the pampas. 
Harp Concerto, Op. 25 by Alberto Ginastera © 1974 Boosey & Hawkes, Inc. Reprinted by Permission. 
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Rather than playing these chords metronomically, the harpist should take time 

going into m. 75 as well as into m. 79, even cracking the chords slightly. Broadening 

musically creates the image of a broader landscape, which is particularly appropriate here 

as the chord is (0257), the chord most associated with the pampas in Ginastera’s 

Nationalistic works. This interpretive decision not only allows for better imagery, but it 

also provides a greater contrast with the opening theme of the concerto. Other great 

places to broaden and allow space between phrases include nearly all of the melodic 

sections played by the harp in the second movement as well as throughout the cadenza. 

 Next, as many of the special effects are meant to imitate the guitar, the harpist 

should experiment with various touches and movements to better replicate the sound of 

the guitar. For the whistling sounds, the harpist should swipe the strings quickly to avoid 

hearing the pitches and to create a louder swiping sound that mimics swiping the strings 

of a guitar. Concerning the Aeolian chords, a better effect is produced if, rather than 

turning the hand over so that the second, third, and fourth fingers are vertical and strike 

the strings at the same time, the harpist begins with a normal hand position and flicks the 

fingers outward, producing a rippling effect of the strings as they are played sequentially 

by fourth finger, third finger and then second finger. On the guitar, the notes are not 

played evenly when strummed due to the position of the fingers and their various 

distances from each string.  

 Regarding the Neo-Expressionistic characteristics found in the concerto, it is 

important to embrace the chromaticism and to bring out the dissonances, especially for 

the (0167) harmonies. In the opening statement of the second movement and like 
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passages, the top notes should be voiced as melody notes. However, rather than bringing 

out the bass notes, all the other notes should be voiced equally in order to bring out the 

dissonant half steps in the harmony. Inner notes are crucial, as in the passage similar to 

the Sonatina for Harp.  

Deborah Swartz-Kates noted that Ginastera “succeeded as an artistic leader 

because, like any steward of his age, he intuitively sensed what his country needed and 

had the ability to forge the cultural symbols that expressed and transformed his nation.”54 

Other composers such as Aguirre and Buchardo had degrees of success as they 

incorporated symbols derived from the gauchesco tradition into their music, but 

ultimately, they “failed to contrive a cohesive symbolic system to express their native 

identity that resonated with the spirit of their age.”55 Ginastera’s success lay in the fact 

that he expressed a personal and contemporary style, while at the same time portraying 

his Argentine heritage.  

In the Harp Concerto, the fusion of Argentine Nationalism and Neo-

Expressionism is particularly successful, perhaps because of the length of time it took 

Ginastera to write it, as he would have developed the idea for the concerto when he was 

consciously including Argentinian traits but finished the concerto after composing several 

Neo-Expressionistic compositions. In the Harp Concerto, Ginastera took elements from 

Argentine Nationalism, creatively transformed the material and combined it with 

																																																													
54 Schwartz-Kates, “The Gauchesco Tradition as a Source of National Identity in 

Argentine Art Music (ca. 1890-1955),” 867. 
 
55 Ibid. 
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harmonic and rhythmic developments from the twentieth century to create a ground-

breaking concerto that has found a permanent place in the harp repertoire. 
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APPENDIX A: PERMISSION FOR USE OF COPYRIGHTED MATERIAL 

This document reproduces musical excerpts from the Harp Concerto, Op. 25 by 

Alberto Ginastera, © Copyright 1978 by Boosey & Hawkes, Inc. All excerpts are used by 

permission of Boosey & Hawkes, Inc. 

 

Boosey & Hawkes, Inc. also grants permission for the placement of one copy of 

this document with ProQuest. The author can provide copies of the letter from Boosey & 

Hawkes, Inc., granting permission to use this copyrighted material upon request.  
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