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ABSTRACT

Ginastera's musical output exhibits a remarkable continuity. 
Throughout his career he consistently used and developed a 
vocabulary of motives from South American folk lore. Many of these 
motives are derived from the guitar. The Sonata for Guitar, written 
toward the end of Ginastera's career, represents Ginastera's most 
thorough exploration and development of these motives.

This document is an analysis of Ginastera's Sonata for Guitar.
It is in three parts: a general outline of his motives and style 
relevant to the Sonata; an outline and discussion of form; and an 
investigation of motives and their development.



INTRODUCTION

The Sonata for Guitar Op. 47  is a uniquely important work 

regarding Ginastera's motivic and thematic use of South American 

folk music. The Sonata, written towards the end of his life, is 

Ginastera's only composition for guitar, yet much of his other work 

draws upon guitaristic idioms. The pitches of the guitar's open 

strings, folk melodies of the native Indians and rhythms of the 

gaucho  guitar are among the nationalistic elements Ginastera uses 

to achieve an Argentine style. These elements are an important part 

of Ginastera's work and are thoroughly explored in the Sonata for 

Guitar.

This work, comparable in length and style to Ginastera's first 

Piano Sonata, incorporates a variety of compositional procedures 

including diatonic, dodecaphonic, polytonal and aleatoric techniques. 

Programmatic elements are also important. South American folk 

music and quotes from European sources are ingeniously 

incorporated into the formal design. These procedures and motives 

overlap and relate to one and another on various levels resulting in a 

highly complex structure. In addition, compositional procedures 

change from movement to movement. To consolidate similar 

material into general categories, this paper is divided into three 

general topics: 1. Ginastera's style and compositions relevant to the

Sonata for Guitar 2. the form of the Sonata for Guitar, and 3. the 

motives and their development in the Sonata for Guitar.



GINASTERA'S COMPOSITIONAL STYLE

Ginastera was influenced by Bartok, Stravinsky, de Falla, 

Debussy and Ravel. Among the most influential pieces were 

Debussy's La Mer and Stravinsky's Le Sacre du Printemps.^ The 

nationalistic influence of these works is evident in his first major 

success, Panambi Op. 1. This ballet, first performed in 1937, is 

based on a legend of the Guarani Indians of Argentina, and contains 

Impressionistic sonorities and neo-primitive rhythmic passages 

similar to Stravinsky's early ballets. Producing a nationalistic 

sound was a concern of Ginastera's throughout his career. The rich 

musical history of Argentina provided Ginastera with a wealth of 

tonal and rhythmic material which was to be the most consistent 

aspect of his music. Motives from South American folk lore made up 

a musical vocabulary that Ginastera used repeatedly and in various 

combinations. His manipulation of this material, however, changed 

over the years and accounts for the three styles Ginastera described 

as, "objective nationalism, subjective nationalism and neo- 

expressive." 1

1 Gilbert Chase, "Alberto Ginastera: Argentine Composer," The Musical 
Quarterly 153.4 (1957) : 440.
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First period

Ginastera's first period, "objective nationalism", begins with 

his first ballet Panambi Op. 1 and the piano work Danzas argentinas 

Op.2 in1937 and includes all his work up to Pampeana No. 3 in 1954. 

The music of this period draws directly on rhythms and melodies 

from Argentine folk music, although seldom contains literal quotes. 

Ginastera's derivative use of folk material fall into two types: slow

movement and fast movement forms. Slow movements or sections 

borrow mainly from the vidala or triste. Fast movements draw on 

the rhythms of the zamba, gato  and most importantly, the malambo. 

Ginastera's slow movements can be further subdivided to two

types.

The first (Ex. 1a.) imitates the single note recitation typical of many 

South American Indian tribes with a successively faster reiteration 

of a single tone often trilled or embellished.2 This form is used in 

the third movement of the Pampeana No. 2  (Ex. 1b.) and the third 

movement of the Sonata for Guitar which will be discussed in more 

de ta il.

2 David Edward Wallace, "Alberto Ginastera: An Analysis of His Style and 
Technique of Composition," dies., Northwestern University, 1964, 177.
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Example 1a. Nambicura Melody(Halmos, 1965)3

Example 1b. Pampeana No. 2 (from measures 104-107)

The second type takes its form from the Argentine vidala or 

triste. Examples of this type appear early in the Danzas argentine 

(1937) and reappear consistently throughout his work.

The word vidala comes from the Spanish word "vida", meaning 

life, and the Quechua diminutive "la " meaning little. Sometimes "y" 

is added to mean "little life of mine."4 The vidala combines Indian 

and Spanish elements. It is of Inca origin, and is similar in form to

3 Isabel Aretz, "Latin America: Indian Music, South America," The New Grove 
Dictionary of Music and Musicians. 1980.

4 L. S. Rowe, Music in Latin America: A Brief Survey, 1st ed., Vol. 3 
(Washington, D.C.: Pan American Union, 1942).



the 16th century Spanish romance or copla, a narrative song 

describing a historical event. Based on eight-syllable lines and four 

line stanzas, this quatrain usually rhymed abab, abba or abcb. The 

vidala  is performed by two voices in parallel thirds and 

accompanied by the guitar and bombo, a type of bass drum. It is in a 

slow duple or triple time, the phrases are short and the mode can be 

dorian or lydian, but most often pentatonic. The melody alternates 

between the major and relative minor modes with a melodic descent 

and a minor cadence at the end.

Example 2. Vidala, Tucaman; rec. and transcr. I. Aretz5

r d r n  i y - y - s  _ _ u , _ _ i .TJT>j > ) ^ jOr* P__C!___ 1 __1 J W I 1 ■ # r# &___J__ 1_J________ 3___ /  J 1

Va-mos can-tan-dc^y bai

k

- lan-<do Me

____

r  r

ce la y 

____ 1__ L

se va A

L

le gran

1 S 1 I  ■ m: n  T -  t \  k if  ■ #  1 * / f ) t w ) ) J i 1£____U  J B " w - r * ----^— * 1 - y —1______* ___ i j  e # J — 1

di -  to vi -  ve -  mos Due-no no ten-go ni voy bus-can - do

Similar to the vidala  is the triste. The triste, a Spanish word 

meaning sad or sorrowful, is from Peru and is a song of love or of 

the death of a loved one. The form, from the Spanish renaissance
I i

5 Isabel Aretz, "Argentina: Folk Music," The New Grove Dictionary of Music and 
Musicians, 1980.



glosa  and decima, consists of two parts: a quatrain followed by ten 

octosyllabic lines.6 7 It became popular in northern Argentina in the 

late 19th century. Like the vidala, the triste  combines Indian and 

Spanish elements both in the text and music. The melodies are also 

pentatonic and harmonized in thirds, but it is somewhat slower than 

the vidala ?

Characteristics of the vidala  and the tris te  are often found in 

Ginastera's lyrical episodes and slow movements. These include 

four part phrases, simple forms with equal phrase lengths, 

harmonizing melodies in thirds, use of major and minor modes and 

the descending melodic line. Compositions using this form include 

Impressions de la Puna, Estancia, Dos Canciones, 12 American 

Preludes and the Sonata for G u ita r.

Ginastera's formula for fast movements also fall into two 

types. The first is derived from the dance forms of the gato, zam ba  

and malambo  , all with a quick tempi and a common time signature 

of 6/8 or alternation between 6/8 and 3/4. The second type is the 

scherzo which Ginastera developed later in his career.

The gato, one of the most important rural dances of Argentina, 

is in 6/8 + 3/4 and sung to guitar accompaniment which is strummed 

during the verses and plucked in the preludes and interludes.

Example 3. illustrates a typical prelude.8

6 Aretz
7 Eleanor Hague, Latin American Music, (Detroit: Etheridge-Books, 1982) 69.

8 Brian Model, "The Guitar: Alive and Well in Argentina," Guitar Review
60 (1985) : 4.



Similar to the gato  is the zam ba, from the Peruvian 

zam acueca. It is in 6/8 but is slightly slower than the gato  and 

often consists of a guitar introduction followed by a vocal section 

of four measures repeated twice.

Example 3. Prelude to Estilo

Most important of the dance forms is the malambo. Ginastera 

used this form consistently throughout his career as a fast 

movement in

multimovement works. The malambo, a descendant of Spanish 

zapateado, is a quick dance in 6/8 or 6/8 + 3/4 time with hemiolas 

punctuating the ends of phrases. The associations with the 

energetic dance of the gaucho  accentuate the heroic qualities of 

Ginastera's malambos.

"Many times the ju s ta  lasts from six to seven hours. In 
the Bragado in 1871 we saw a m a l a m b o  that lasted 
nearly the whole night, consisting of seventy-six figures



by each of the dancers. The spectators are fascinated by 
the dancer's feet, which go through complicated tapping, 
shuffling, stamping, doubling, and criss-crossing, at 
times barely seeming to touch the ground with the soles 
of their boots. The onlookers applaud, shout, and make 
bets on one dancer or the other while even the women and 
children are swept along by the frenetic enthusiasm 
engendered by the vertiginous motion." 9

The choreography of the malambo, where each dancer imitates 

some of the steps of his predecessor and adds new steps, was the 

model for the rondo of Ginastera's fast movements. Like the 

traditional m alam bo, Ginastera's m alam bo  consists of a 6/8 + 3/4 

with the rhythmic emphasis on the eighth note. Dotted quarter note 

hemiolas mark the end of phrases with rhythmic relief from the 

intensity created by the driving 6/8 rhythm.

Ginastera departs from the traditional m alam bo  with his free 

use of dance rhythms from the gato  and zamba, a faster tempo and 

use of alternating meters. One of his common rhythmic formulas is 

a two phrase period with a four phrase extension alternating 5/8, 

6/8, and 7/8.10 The change of meter can speed up or slow down the 

rhythmic drive which contributes to the drama of the dance. 

Examples of Ginastera's malambos include "Danza del gaucho 

matrero" (Ex. 4.) from Danzas Argentinas Op. 2 1937, the "Final

9 Gilbert Chase, "Alberto Ginastera: Argentine Composer," The Musical 
Quarterly 153.4 (1957) : 454.

10 David Edward Wallace, "Alberto Ginastera: An Analysis of His Style and 
Technique of Composition," diss., Northwestern University, 1964, 116.
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Dance" from Danzas argentinas 1937, the Malambo for Piano 1940, 

"Creole Dance" from Twelve American Preludes 1944, "Scherzando" 

from Suite de danzas criollas 1946, Pampeana no. 3 (second 

movement), String Quartet no. 2, and the "Finale" from Sonata for 

Guitar.

Example 4. "Danza del gaucho matrero", measures 58-60.

Also found in these early works is the "guitar chord." 

"Throughout all of his works from the first to the last, Ginastera 

uses those notes of the six open strings of the guitar E A D G B E in 

succession."11 This chord appears as a literal quote of the 

instrument and in varied forms. "Danza del viejo boyero" from 

Danzas argentinas Op. 2 (Ex. 5.), illustrates the use of the guitar 

chord. Its position, in bold relief to surrounding sections, further 

accentuates its symbolic importance.

11 Cynthia Wiseman, "Alberto Ginastera," Guitar Review  61 (1985) : 12.
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Example 5. "Danza del viejo boyero" measures 77-78.

Poco rit.

In this first period, from 1934 to 1948, Ginastera wrote 19 

works; seven large works for symphony or chorus, and 12 solo and 

chamber works. Ginastera uses Argentine folk material throughout 

his work, but the music of this first period draws on it more 

directly. The forms are usually simple binary or ternary. The slow 

movements are derived from the vidala and triste, and the fast 

movements from the malambo, gato and zamacueca. The pitches of 

the guitars open strings are established as a significant and 

reoccurring motive. These motives continue to be used throughout 

Ginastera's career in combination with other motives and 

techniques.

Second Period

String Quartet no. 1, 1948, marked the beginning of his second 

period, which was to last for about six years. Ginastera's musical



thoughts became deeper, the forms more elaborate, and the musical 

construction based on more advanced techniques. Although rhythmic 

and thematic elements of Argentine music are present, atonal 

language and serial techniques become more frequent. Ginastera 

began using serial procedures along with other methods of 

composition. He has stated that tone rows appear in earliest works, 

such as the ballet Panambi (1940). Serial procedures, however, 

were not significantly employed until the Piano Sonata no. 1 in 

1952 and Pampeana no. 3 in1954. These works, like other works of 

the second period, do not use twelve-tone techniques in all 

movements. Furthermore, within movements where twelve-tone 

procedures are used, they are used in conjunction with tertian and 

quartal harmonies. Rows make up a motivic unit and do not 

necessarily regulate the overall structure of the piece.

The guitar chord, with its predominance of fourths, is 

compatible with Ginastera's twelve-tone techniques. It is a near 

subset of a twelve tone series of fourths. The guitar chord also is 

the germinal theme for works such as "Tema per violoncello ed arpa" 

from Variations concertantes. David Wallace explains its use in this 

work:

"The guitar chord has a more immediate musical 
effect as well. It constituency- the combination of 
a fourth chord built on E with an E minor triad, 
governs the harmonic idiom of much of the work.
Even in variations where harmonies are based on 
different in tervallic combinations, the difference



is intended to contrast the basic harmonic level of 
the fourth-third combination of the guitar chord."12

The importance of the guitar chord is further stressed by the 

amount of motivic material that is associated with it or derived 

from it. The first three notes of the guitar chord, EAD, is a motive 

that appears in a number of Ginastera's works including the String  

Quartet no. 1, Pampeana No. 1, Pampeana No. 2, Variations 

concertantes and Duo for Flute and Oboe.

The motivic material discussed so far is related directly to 

the guitar chord. There is also a substantial amount of material that 

is generated from the guitar chord. The pitch center of F# is 

important especially in its relationship to E. The tonal center of F#, 

along with the guitar chord, is found in the earliest pieces, as in 

"Danza de lamoza donosa" from Danzas Argentinas Op 2  and later in 

Pampeana No. 1 and the Second String Quartet. Malena Kuss explains 

the relationship of the guitar chord and the F# pitch center:

"the melodic series of the six-string guitar tuning 
assumed symbolic associations through repeated 
use and consistent melodic transform ation in 
thirty works written over the thirty year period 
that preceded the composition of the opera[Don 
Rodrigo, 1963]. Used unadulterated in early piano 
works, such as the Danzas argentinas(1937) and the 
Malambo (1940), G inastera introduces thematic 
variations of this idiom in the movement of the

12 David Edward Wallace, "Alberto Ginastera: An Analysis of His Style and 
Technique of Composition,” diss., Northwestern University, 1964, 181.
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Piano Sonata (1952) and in the harp accompaniment 
to the cello theme in the Variaciones concertantes 
for chamber orchestra (1953). Equally important in 
these works is a chord carved from the framing 
outer fourths of the guitar tuning (Example 4) that 
becomes the main thematic unit (Example 5) in 
Variation III of the Variations concertantes."13

Example 4. Chord Derived from the Framing Outer Fourths 
of the Six-String Guitar Tuning

Example 5. Variaciones concertantes. III, 
"Variazione giocosa per flauto "

rT\

This chromatically altered chord, B E F# A B, contains the 

major second, E F#, and the circle of fifths, F# B E, which figure 

prominently in the Sonata for Guitar. The relationship of F# to E is 

further supported by programmatic implications: the E A d g c# f# 

chord is a variant tuning of the Argentine folk guitar.14

13 Malena Kuss, "Type, Derivation, and Use of Folk Idioms in Ginastera's Don 
Rodrigo (1964)," Latin American Music Review 1/2 (1980) : 177-79.

14 Gilbert Chase, "Alberto Ginastera: Argentine Composer," The Musical 
Quarterly 153.4 (1957) : 450.



Polytonal examples in Ginastera's music are found in his 

earliest work. "Danza del viejo boyero" from Danzas argentinas is 

written in two keys a third apart. In the work of the second period, 

polytonality appears within chords and phrases rather than on a 

consistent harmonic level. The polytonal aspects structurally 

relate and connect other motives and procedures. Examples of this 

polytonality occur in chords containing both the tonic, dominant and 

including fragments of the guitar chord. As structures become more 

complex, polytonality is used as a connecting device unifying 

compositional procedures and motives increasing the harmonic drive.

Ginastera wrote six works in his second period,1948-1956, 

including the String Quartet No. 1 and his famous Piano Sonata No 1. 

Throughout this period, the motivic and thematic material remained 

the same. The compositional techniques, however, began to evolve. 

There is more compactness to the music, resulting in greater 

complexity. The guitar chord, which in the first period was used 

symbolically, becomes a germinal motive. Serial techniques begin to 

appear in single movements of multimovement works. This second 

period, considerably shorter than his first, is a transition to the 

third period.

Third Period

The Quartet no. 2  (1958) marks the beginning of the third 

period. It is Ginastera's first entirely serial work. As Ginastera



turns more to twelve-tone techniques, programmatic material is 

expanded. Where triadic and quartal harmonies are compatible with 

South American idioms such as pentatonic melodies and melodies 

harmonized in thirds, Ginastera's increased use of twelve-tone 

techniques results in more complex sonorities. In addition to South 

American idioms, mystic and magical allusions of drama passion and 

poetic mystery are included and depicted by aleatory, quarter tones, 

tone clusters and unusual instrumental and vocal effects. The 

programmatic mysticism associated with this period is related to 

South American folk lore. Among the Indians of South America, song 

is so much a part of magic that the Indian word yew in  means both 

'to sing' and 'to fall into a trance'.15

Most of the programmatic motives in his first period are 

associated with the folk melodies and dance rhythms of South 

America. His later works incorporate other programmatic material 

including quotes from European sources. Musical quotes from 

composers of the past became a reoccurring motive in the scherzo 

formula of this third period. The Paganini Caprices  are quoted in the 

Violin Concerto, and Chopin's Sonata in Bb minor is quoted in the 

last movement of the Piano Concerto # 2. The "Scherzo" of the 

Sonata for Guitar contains a quote from Wagner's Die Meistersinger 

von Nurnberg (see Example 13a).

15 Isabel Aretz, "Argentina: Folk Music." The New Grove Dictionary of Music and 
Musicians. 1980.
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The use of tonal, serial, aleatoric and programatic techniques 

from movement to movement is an eclectic trait of Ginastera's later 

works. The Guitar Sonata, like the Cello Sonata, the Piano Sonata no. 

1 and Piano Sonata no. 2, is constructed with a variety of 

compositional techniques and motives. The Argentine song forms are 

found in the first movement; the mystic associations represented by 

tone clusters, instrumental effects and aleatoric procedures are 

found in the second movement scherzo; dodecaphonic procedures in 

the third movement; and the rondo form of the malambo  in the 

fourth movement.

Ginastera never really abandoned the motives and procedures 

of his early periods. As he explored new techniques, these were 

combined with the old and resulted in more complex structures. The 

common aspect to all the motivic and compositional devices, 

however, is their compatibility with One another. The quartal 

harmonies are similar to the guitar chord. Therefore, motives 

derived from it, like BAD, fit into the quartal harmonies. Polytonal 

procedures make possible the addition of tertian harmonies. Triadic 

harmonies are either contrasted with other harmonies, or combined 

to enhance the harmonic drive.

Ginastera expresses his thoughts on his musical evolution as 

being "not so much interested in finding an intrinsically 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."16

GUITAR SONATA OP. 47

Early in Ginastera's career, Andres Segovia asked him to write 

a piece for the guitar similar to his piano works. Aurora Natola 

Ginastera, in an interview with Cynthia Wiseman, explains:

...on one of [Ginastera's] frequent trips to Buenos Aires, 
Segovia asked Alberto to write for the guitar. Alberto 
was still quite young, in his twenties. (Ginastera had 
already become famous at eighteen!) He asked Alberto to 
write something similar to what he had written for the 
piano and Segovia would then arrange it for the guitar. 
However, Alberto never accepted that because he was 
such a perfectionist. He wanted to write a work for 
guitar and he wanted to do it when he felt he was able to 
do it entirely by himself.17

Ginastera was always thoroughly familiar with any instrument he 

wrote for. Over the years he prepared for the Sonata for Guitar by 

studying a chart, as Aurora Natola-Ginastera continues:

16 Roy Wylie, "Argentine Folk Elements in the Solo Piano Works of 
Alberto Ginastera," diss., University of Texas at Austin, 1986, 30-31.

17 Cynthia Wiseman, "Alberto Ginastera," Guitar Review  61 (1985) : 12.



"In fact, some time earlier, a young South American 
guitarist Irma Costanzo had helped him. She had given 
him a schema of the gu ita r-a  chart of the positions and 
so fourth. Alberto kept this for many years, waiting for 
the right moment."18

Alberto Ginastera wrote the Sonata Op. 47  during the summer 

of 1976 while in Geneva. It was commissioned by Carlos Barbosa- 

Lima and Mr. Robert Bialeck. Carlos Barbosa-Lima, to whom the 

work is dedicated, premiered the Sonata on November 27, 1976 at 

the Lisner Auditorium of George Washington University in 

Washington D. C. Since then the Sonata has secured an important 

place in the guitar repertory, appearing in concert programs and 

competitions throughout the world.

FORM

"Esordio"

The first movement, "Esordio", meaning "beginning", is 

described by Ginastera as "a solemn prelude, followed by a song 

which was inspired by Kecua[Quechua] music and which finds its 

conclusion in an abbreviated repetition of these two elements."19 

The "prelude and song" of this first movement represent two 

thematic ideas which are repeated throughout the Sonata. The A

18 Wiseman 12.

19 Alberto Ginastera, preface, Sonata for Guitar, Op. 47.



section, or "prelude", is a prolongation and development of the guitar 

chord. The guitar chord represents the tonic in a series of four 

chord progressions that alternate with four arpeggiated flourishes. 

The repetition of four is significant and is repeated on a background 

and foreground level. The Sonata consists of four movements, the 

movements contain binary divisions and these subdivisions contain 

phrase groupings of four.

The B section consists of a melody of two whole tone 

tetrachords. This section, "inspired by Kecua music", borrows from 

the vidala  and the triste. These characteristics, mentioned in the 

previous section, include the binary form, slow triple meter, 

harmonizing melody with parallel chords, whole tone tetrachords 

similar to Indian pentatonic melodies, and the percussive effects 

which imitate the bombo, a native drum used to accompany the 

vidala .

Because the A section is unmeasured, it will be identified by 

line numbers one through four and the entire section will be counted 

as measure one. The beginning of the B section, on page two, is in 

measured time and will be counted as beginning at measure two.

The form of the first movement is A B Ai Bi A2. The 

material in the A and B sections is contrasting. The A section, lines 

1-4, is unmeasured and without contrasting dynamics. It is like a 

fantasia, emphasizing lines, harmony and color. Measure 17 marks 

the return of the A section (A1). The F#, an important pitch center, 

becomes the top note of the guitar chord, now transposed up a whole



tone. This section, tempo I, is five unmeasured phrases that 

alternate chords with parallel intervals and makes its conclusion on 

the tonic guitar chord. The last measure is a brief return to the A 

them e(A2) and outlines a minor third and minor second relationship 

to the guitar chord in harmonics. The ethereal qualities of this final 

cadence (suspension of rhythm, harmonics, and softened cadence) 

heighten the contrast of the vigorous second movement.

The introduction of the whole tone melody, regular rhythm and 

contrasting dynamics punctuate the change to the B section at 

measure two. This melodic motive is repeated in the returning B 

sections in all movements. The dotted rhythm of the melody is a 

major unifying device of this section. The whole tone melody is 

presented in the first phrase, and its rhythm is repeated with 

percussive effects imitating Indian drums in the second phrase. 

Measure 18 resumes with the dotted rhythm of the B theme(B1) on 

the guitar chord. In the first B section the melody was followed by 

rhythm; here it is reversed, starting with the rhythm, and echoing 

fragments of the whole tone melody in measures 24 and 27.

Example 6.

Section Subsec. Phrase Lines/Measures Texture Features
A a a line one 4 chords I - b 11 - 1V -

b ii arpeggio
a1 a line two 4 chords M l - V - I

b arpeggio



a2 a line three 4 chords V -S 1 -S 2-l
b it arpeggio

a3 a line four 4 chords S3-S4-S5-l20
b ii arpeggio

B a a 2 -5 melody F to B
b 5 -9 "drums"

a1 a 10-13 melody F to F#
b 13-16 "drums"

A a a m l 7 3 chords F
b (unmeasured arpeggio

a1 a line four 3 chords
b page two) arpeggio

a2 a 4 chords E

B a a 18-23 "drums" guitar chord
b 24-30 melody(drums)

A c 31

"Scherzo"

th e  second movement is a typical scherzo of Ginastera's later 

works. Ginastera describes it as "an interplay of shadow and light, 

of nocturnal and magical ambiance, of dynamic contrasts, distant 

dances, of surrealistic impressions, such as I had used in earlier 

works. Right through to the end the theme of the laud of Sixtus 

Beckmesser appears as a phantasmagoria."21 The "magical

20 Sonorities S1, S2, S3, S4, and S5 are explained in detail on page 58.

21 Alberto Ginastera, preface, Sonata for Guitar, Op. 47.
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ambiance" and "surrealistic impressions" are achieved through 

instrumental effects, aleatoric techniques and dynamic contrasts. 

The "laud of Sixtus Beckmesser" refers to a quote from Wagner's Die 

Meistersinger von Nurnberg which appears in the coda as a variation 

of the guitar chord.

Contrast punctuates the A and B sections in the first 

movement and also distinguishes one movement from another. The 

thick chordal texture and slow tempo of the first movement is 

contrasted by the linear texture and driving rhythm in the second 

movement. Pauses in rhythm, marked by hemiolas, fermatas and 

non-metrical sections, articulate the beginning and endings of 

sections.

The form of this movement also differs dramatically from the 

first movement. Like the "Scherzo" from the Piano Concerto no. 1, it 

consists of an introduction, three sections and a coda.21 22 Each 

section contains similar motives which are rearranged and 

developed as the piece unfolds. These similar subsections include a 

two to four measure introduction or pickup to the beginnings of the 

three sections, six measure phrases of glissandi occurring toward 

the endings of the three sections, and melodies harmonized in 

parallel fourths in sections A and C.

21 Alberto Ginastera, preface, Sonata for Guitar, Op. 47.

22 Brono G. Bottazzi, "A Performance Guide to Selected Piano Music of Alberto 
Ginastera," dies., New York University, 1984, 80.



Contrasting subsections include a variation of the chord 

sequence found in opening of the first movement in section A. The B 

section contains a melodic sequence based on tone clusters of minor 

seconds, a rhythmic passage containing percussive effects which 

leads to a brief aleatoric section of non-specific pitch. The C 

section contains quarter tone vibrato and drum-like articulation of 

minor second tone clusters. The guitar chord reappears at the coda 

as a quote of the introduction of the "Serenade of Beckmesser" in 

Wagner's Die Meistersinger von Nurnberg and concludes the 

movement.

Example 7.

Section Subsec Phrase Measures Features

Intro a a 1 -8 EFF#
b 9 -1 6 F#-FE

A a a 17-19 pick up
b a 20-21 (chord

b 2 2 -2 4 progression
c 2 5 -2 8 mot ive)

c a 2 9 -3 6 melody
b 3 7 -4 2 glissando
c 4 3 -4 9 D pedal,

B a a 50-51 pick up
b 5 2 -5 5 arpeggios
c 56 -59 melody



c

Coda

a 60 -63 (melody of
b 6 4 -6 5 minor 2nds to
c 6 6 -6 7 measure 80)
d 6 8 -69
e 70-71
f 7 2 -73
g 7 4 - 7 7
h 7 8 -80
a 8 0 -8 7 percussion
b 88 aleator ic
c 89-91 glissando

a 9 2 -95 pick up
b 9 6 -1 0 4 melody
c 10 4-114 arpeggios
d 115-120
di 121-126
e 127-130
ei 131-134
f 135-141 glissando to F

a 142 (E guitar chord in
harmonics
Beckmesser)

b 143-150 earlier material
ai 151 (guitar chord 

harm at G# 3rd 
rel )

bi 152-155 (earlier material 
cadence IV-I 
guitar chord E)

"Canto"

The third movement is unmeasured and contains 16 lines. 

References to specific areas will be identified by line numbers and 

lines will be subdivided by beats.
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This movement, like the first movement, consists of two 

themes. "Canto", meaning "chant", employs the first slow movement 

type in the A theme: a recitative embellishment of a single tone 

similar to the Nambicuara melody (Example 1a). The A theme 

emphasizes the pitch F# through melodic repetition and 

prolongation(line 1-line 2 beats 1-5). This melodic sequence is then 

transposed to C# outlining the dominant of F#. This section is 

followed by two flourishes, the first beginning on F# and the second 

on B, which functions as a transition to the B section.

The second theme material from the first movement reappears 

as the second theme material in the third movement. It consists of 

a B A G F E descending melody. It contains the whole tone tetrachord 

B A G F and outlines the dominant/ tonic relationship. This theme is 

stated at "Piu lento e poetico" (see Example 19) and developed in a 

series of three short variations.

Tempo I marks the return of a shortened A section (A1) 

restating the opening chord and flourish on F#. The return of the 

B (B 1) theme, at "Ancora piu lento", functions as a transition to the 

final movement.

Example 8.

Section Subsec Phrase L ines/Beats Features

A a a
b

1 - 2 5
26-48

F# - F#
C - C# - F#



b a 4g- 6 C#
b 7 -8 4 F# fragment
c 85-94 B fragment

cadence to E
B a a 9 s - 9 i 0 descending

chords B to E
a' 9 t i - 1 14 var iat ion
a’ 11 5-1 24 var ia t ion

b a 1 2s-1 3g cadence on E
three times

b 1 3g-1 A-2 transition chord
of fourths

At a a 1 4s-1 63 same as before

Bi b a 1 64-end descending
chords F# to B 

descending 
chords with B 
to E with pedal

"Finale"

Ginastera describes the last movement as “a quick spirited 

rondeau which recalls the strong, bold rhythms of the music of the 

pampas. Combinations of 'rasgueados' and 'tamboras' percussion 

effects, varied by other elements of metallic color or the resounding 

of strings, give a special tonality to this rapid, violent movement 

which thereby gains the overall aspect of a 'toccata.'”23

The malambo, on which the "Finale" is based, is a contest 

between gauchos to test their skills at dancing and improvisation.

It is accompanied by guitars and drums and is in 6/8 at a fast tempo

23 Alberto Ginastera, preface, Sonata for Guitar, Op. 47.



with cross rhythms and hemiolas. The participants take turns 

throughout the dance adding to and elaborating on the dance in 

successive sequences. The rondeau form, phrase extensions and 

improvisatory spirit of the finale imitate the choreography of the 

malambo.

The A sections contain a technique of slapping the strings 

percussively while strumming, in the rhythmic style of gaucho  

guitar playing. The A section is repeated nine times. The first three 

contain tonic pedals. The remaining A sections outline important 

harmonic areas such as the mediant, subdominant, dominant, C#/F# 

pitches or polychords containing combinations of these harmonic 

areas.

The contrasting sections consists of a folk melody harmonized 

in thirds with a tonic or dominant pedal in the top. The A sections 

and contrasting sections alternate through measure 50 gradually 

decreasing in length. The C section begins in measure 51 as a 

transition to a false climax in measure 55. The A theme reappears 

in measure 71 (A5) as the guitar chord transposed to the 

subdominant, with a tonic cadence on E and B at measure 76 marking 

the half way point (identical to the mid-point cadence in the first 

movement). The A section at measure 94 contains a polychord with 

E and A from the guitar chord in the bass and the important C# and 

F# in the treble voices. A hemiola on a dominant transposition of 

the guitar chord follows and resolves into the tonic pedals of the C 

section, again a transition to the B section at measure 103. This is
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an extended B section and functions as a recapitulation of the first B 

section in measures 24-32. The last three measures of this 

recapitulation (115-117) repeat a descending whole tone tetrachord 

of F# E D C, which leads to a dominant pedal in the final A 

section(A8) at measure 118. Measures 118-123 are similar to the 

final chord sequence of the third movement. Measures 124-127, an 

A dominant seven with a major nine (A C# E G B), are chromatically 

displaced by the penultimate chord of C Eb G Ab B which resolves by 

half step to the final chord of E major. This is the only occurrence 

of an E major chord in the Sonata. The formal layout is as follows:

Example 9.

Section Phrase Measures Features

A a 1 -5 (1-23 chord
a1 6 -1 0 progression
a2 11 -23 m otive)

B a 2 4 -2 8 melody
a1 2 9 -3 2

A 1 a 3 3 -3 8
B1 a 39 -4 3 melody F harmony C#
A2 a 4 4 -4 6 1/2 of A section
B2 a 4 7 -4 8
A8 a 4 9 -5 0
C a 5 1 -5 4 (ascending chromatic

scale over tonic pedal)
b 5 5 -5 8 (false climax

B theme delayed)
A4 a 5 9 -6 7
D a 6 8 -7 2
A8 a 7 1 -7 5



Example 9. continued
Section Phrase Measures Features

E a 76 -8 0
A® a 8 1 -8 5
F a 86 -9 3
A7 a 9 4 -9 8
C a 99 -1 0 2 (chromatic ascending 

scale to climax)

B a 103-110 melody
a1 111-114
b 115-117 descending F# E D C 

(to B)
A8 a 118-127 (B pedal, chords 

resolve like
movement 3)

B8 a 128-130 (half step cadence to 
E major)

The harmonic and melodic sequences outlined in the A section 

of the first movement are mirrored in the larger structure between 

individual movements. The first and last movements emphasize the 

tonic, the second movement maintains a tonal center of F and the 

third, and most harmonically distant, focuses on F#. This tonal 

direction with supporting harmonic material is illustrated in the 

following example:

Example 10.

"Esordio"
E

tonic pedal

"Scherzo"
F

tone clusters 
m2 material 

Vl-I

"Canto"
F#

whole tone melody 
M2 material 

V-l

"Finale"
E

tonic pedal



This chart illustrates the E F F# E-m2/M2 harmonic scheme of 

the Sonata. Not only do the movements move away from each other 

by half step, but they each contain a predominance of intervals based 

on their distance or relationship to the tonic. Furthermore, the 

harmonic progressions outlined in the chord sequence in the 

beginning of the first movement are repeated from movement to 

movement.

MOTIVES AND PROCEDURES

South American folk lore provided Ginastera with 

compositional and programmatic material for his music. These 

motives, discussed in the previous section, include indigenous native 

melodies, song forms, dance rhythms and the guitar chord. The 

guitar chord, one of the most important and reoccurring motives, is 

a sonority that Ginastera used throughout his career, both 

symbolically and motivically. It comprises a great deal of the 

motivic material in the Sonata for Guitar.

Guitar Chord

With the exception of a few chords, the tonic is represented by 

the guitar chord. Although the pitches E A Q G B E contain a 

predominance of fourths, the E double octave and the E and G 

suggest an E minor tonality. At transpositions, the guitar chord
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articulates harmonic points of importance, usually the dominant, 

subdominant or supertonic. Fragments of the guitar chord become 

motives themselves. Because the guitar chord contains elements of 

both tonic and dominant, fragments such as E A D or G B can function 

as either tonic or dominant pedal points, or articulate important 

harmonies in polytonal chords. The major second, minor seventh and 

major third take on structural significance and are also contained in 

the guitar chord. Example 8 shows the intervallic content of the 

guitar chord. Compound intervals are listed under their simple 

in tervallic equivalents.

Example 11.

P4 EA AD DG BE M2 AB DE

P5. EB m7 AG

M3 GB m3 EG

M6 DBGE

The guitar chord appears most frequently in the first and last 

movements, reinforcing the tonic key of E. This harmonic similarity 

between the first and last movements suggests an exposition and 

recapitulation. The middle two movements serve as the development 

section, outlining a harmonic movement away from the tonic (via F
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and F#) while exploring the developmental possibilities of motivic 

m ateria l.

The first half of "Esordio" prolongs all or part of the guitar 

chord through repetition and embellishment firm ly establishing the 

key of E. The four chord progressions are further accentuated by the 

interspersed flourishes. These progressions end with the guitar 

chord; the first two also begin with the guitar chord. In addition, 

the EAD fragment of the guitar chord is maintained throughout most 

of the progression as a tonic pedal point. These progressions outline 

a beginning, departure and return to the guitar chord. The guitar 

chord has its greatest repetitions in the beginning of the A section 

and then gradually decreases as new and contrasting material is 

presented.

In the B section, the guitar chord and the A theme material is 

abandoned temporarily through measures 2-16. A transposition of 

the guitar chord marks the return of the A section(A1) on page two 

at measure 17. The guitar chord, transposed up a major second to 

F#, is the climatic point in the B section of the first movement. It 

will be recalled from the previous chapter that F# has special 

significance. Here, too, it is also treated as an important tonal area. 

The guitar chord at F# is further accentuated by percussive effects 

and increased dynamics. In the last A section, the guitar chord 

closes the movement with the same tonic function as in the 

beginning.



3 8

Fragments of the guitar chord, either specific pitches or 

adjacent groups, also take on motivic significance. EAD, the first 

three notes of the guitar chord, form a motive that is prominent 

throughout the Sonata for Guitar. It is a subset of the guitar chord 

and the twelve-tone series of fourths. It is often presented 

melodically stressing a minor seventh, an inversion of a major 

second. The introduction of the EAD motive appears in the 

flourishes of the first three lines of "Esordio". The EAD motive 

reappears throughout the Sonata.

Example 12. "Esordio" (from lines 1-3). Reprinted by permission of 
Boosey & Hawks, Inc.

rr\

sempre tutta forza!

E A D
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In the "Scherzo", the BAD motive is articulated at a background 

level in the A section. The chord progression motive at measure 20- 

28 repeatedly outlines E and A in the opening of this section, and a 

pedal point of D, in measures 43-50, concludes the section.

The full guitar chord does not appear until the coda at measure 

142 where it imitates the lute accompaniment to the "Serenade of 

Beckmesser" from Richard Wagner's Die Meistersinger von Nurnberg. 

This musical allusion to the past is a characteristic of Ginastera's 

scherzos. Aurora Natola-Ginastera explains the Beckmesser quote:

"One morning when Alberto was composing [the Sonata], 
he came running into my studio, 'Aurora, Aurora, I want 
you to listen to something.' As he began to play what was 
to be a part of the second movement, I laughed. Alberto 
was using a passage from the part of Sixtus Beckmesser, 
a comic character who plays the lute in Wagner's opera 
Die Meistersinger. The critics lambasted it, but here in 
the S o n a ta  it was beautiful, as even the critics later 
agreed".24

24 Cynthia Wiseman, "Alberto Ginastera," Guitar Review  61 (1985) : 12.



4 0

Wagner uses the open strings of the lute, also a chord 

predominantly of fourths, to depict the ridiculous qualities of the 

buffoon, Sixtus Beckmesser. The lute chord, as it was surely called, 

is a G major chord with an E in the top voice where a G should be. 

Beckmesser has failed to get all of his fingers down on the chord. 

Example 13a illustrates the lute introduction to "Serenade of 

Beckmesser".

Example 13a. Introduction to the "Serenade of Beckmesser".

r J H h z ----------
—  —a ----- -a  — —a — a  a —

Violin 1 Laute

■#------
t % r i ---------- 1— 1— - f - - * — * ----- i N V ■I—r1 1

8

A A 1  j )

v  pw jg_'
gliss.

V Jf X yfVT ip m n Tf  1 *  -. a “T3-A k __ 9 9 9 f __ 1 m -39*-VV f i A w---------------------

8 *

A A l

. M . M.

. Ffes F ff l# # __ l N 1M r_.  11. .  a .r  m m -  a « ~ m-m m a '"7 a T_ U 4 y 4
^  ^  1 J J  1 M T1

8

In the "Scherzo", the allusion to Beckmesser is further 

accentuated, with the guitar chord transposed up an octave in 

harmonics, strummed and arpeggiated "tastiera, come liuto" (over
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harmonics, strummed and arpeggiated "tastiera, come liuto" (over 

the fingerboard, like a lute). The Beckmesser theme again appears at 

measure 151 with the guitar chord transposed to G#, where it 

functions as a third relation to the final tonic E.

Example 13b. Beckmesser theme in the "Scherzo". Reprinted by 
permission of Boosey & Hawks, Inc.

senza tempo 
tastiera, come liuto**

8

ponticello

8
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lastierSy cometiuto

senza tempo ns

I

8 v a - - -

1 1 6

ponticello

i I

harm. 4 lontano

Ginastera's economical use of material is emphasized by the 

dual function of the programmatic and motivic material. 

Beckmesser's motive coincides ingeniously with the guitar chord and 

the figures associated with it. Both, idiomatic of similar 

instruments, are comprised of chords alternating with flourishes. 

The third movement, "Canto," does not contain literal quotes of the 

guitar chord, but employs a varied form of the guitar chord: E A# D# 

G C# F#. In lines 13 and 14, however, the EAD motive is found in 

the transition to the recapitulation to A, which is part of the 

extended chord of fourths Ginastera uses to modulate back to F#.

The limited use of the guitar chord in the third movement sets 

up the dramatic impact of its reappearance in the "Finale". As in the 

first movement, repetitions of the guitar chord appear in the



beginning of the movement, establishing it firmly as the tonic, and 

then gradually decrease as contrasting tonalities are introduced.

The form is a rondeau with the A sections, containing the guitar 

chord and sonorities, made up primarily of fourths and tritones 

percussively strummed in the "gaucho  style".

The transpositions of the guitar chord in the "Finale" are 

usually at an important cadence as the penultimate chord. In 

measures 23 and 38, transpositions of the guitar chord appear in 

this hemiola a half step away from their resolutions in the 

following sections. At measure 59, the guitar at G# is part of a 3rd 

related cadence. At measure 71-47, it is sustained for four 

measures on the subdominant before returning to E. Its association 

with the V-l cadence is reserved for the the dramatic effect in the 

transition to the coda at measure 98.

In the first quarter of the "Finale", the A theme is accompanied 

by lower tonic pitches of the guitar chord (E, EA and EAD), which 

function as a pedal in the bass. The B sections are accompanied by 

the upper dominant pitches of the guitar chord, B or BE, which 

function as a dominant pedal in the top. The "Finale" uses the EAD 

motive as a chord and as a fragment in polychords. The single EAD 

chord ends the first A section as the last chord of a hemiola in 

measure 23. In measures 80, 76-80 and 107-117, the guitar chord 

functions as a tonic pedal. Like the "Scherzo", the EAD motive is 

built up over sections: E at measures 14, E and A at measures at 18 

and the full EAD motive at measure 20.



Non-Serial Dodecaphonic Procedures

In addition to the direct use of the guitar chord, a great deal of 

material is generated from it. The guitar chord is nearly identical 

to the first hexachord of a quartal series of 12 tones. This first six 

note partition appears as the second chord at the beginning of 

"Esordio". It is a chromatically altered form of the guitar chord (E 

A D G C F). The following flourish is an extension of the quartal 

series arpeggiating all but three of the 12 pitches. The missing 

pitches, Db Gb Cb(C# F# B), are significant pitch centers found in the 

second theme. The break from the quartal series, Ab to Bb (instead 

of up another fourth to Db) is also significant. It outlines the 

important M2 interval, a transposition of E to F#, and a tritone, from 

E to Bb, which is the interval between the two hexachords of the 

quartal series.
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Example 14. “Esordio” (from line 1) Reprinted by permission of 
Boosey & Hawks, Inc.

vibr

Solenne =46
arpeggio to lento

j  L M 2  JP4th3

Isthexachord
of P4ths ----------------------------------- tritone

The quartal series suggested in the first movement is 

developed in the third movement. Ginastera does not use a serial 

technique to regulate or determine the overall structure of the third 

movement, but employs dodecaphonic procedures in a variety of 

ways to further develop the motives of the first movement. These 

motives, the guitar chord and the descending V-l line, are 

incorporated into quartal trichords and hexachords in the A section, 

and whole tone and chromatic tetrachords in the B section, which 

are contrasted by their intervallic content.

Ginastera does not use any particular ordering or series of 

pitch classes. Numbering the 12 pitches, however, is helpful in 

identifying the placement of segments in the phrases of the third 

movement. Since the tonic is E and the introduction of the quartal 

series begins on E in the first movement, E will be one, A will be



two, D will be three and so on. Example 15 illustrates the two 

hexachords and the numbering of the quartal series.

Example 15.

E A D
1 2 3

Bb Eb Ab
7 8 9

G C F
4 5 6

Db Gb Cb
1 0 1 1 1 2

The first chord of "Canto" is a combination of these 

hexachords. The E and G of the first hexachord suggest the tonic 

guitar chord. The remaining pitches are all from the second 

hexachord: Bb, Eb, C# and most importantly F#.

Example 16a. First chord of "Canto". Reprinted by permission of 
Boosey & Hawks, Inc.

Rapsodico J =54 ca.

tr

m f  libertmenle



E xa m p le  16b.

E (A) (D)

m Eh

E A # D#

G (C) (F)

(Ab) Dh Oh

G C# F#

(Cb)

In the opening chord of E A# D# G C# F#, all pitches other than 

the guitar chord E and G are displaced by half steps of the 

corresponding pitches of a "shifted" hexachord two. This chord is 

spelled in fourths, suggesting a mutation of the guitar chord. It is a 

polychord derived from elements of both hexachords. The E and G 

from the first hexachord maintain the presence of the tonic guitar 

chord, and the F# and C# from the second hexachord determine the 

pitch center meiodically. The relationships between these 

hexachords also mirror the half step whole step construction of the 

Sonata.

The chord/flourish pattern established in "Esordio" is 

repeated in this third movement. Following the E A# D# G C# F# 

chord, a flourish reveals a variation of the twelve-tone 

series. This quartal series is partitioned into three note 

segments. These three note segments of the quartal series 

are arranged in the following manor framing the
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flourish with the F-F#/B-C tritones common to Ginastera's other 

works.

Example 17a. Reprinted by permission of Boosey & Hawks, Inc.

naturae

Example 17b.

11 10 9
F# Db Ab

3 4 5
D G C

F Bb Eb
6 7 8

A E B
2 1 12

The intervals of the second hexachord are the retrograde of the 

first hexachord at the tritone. This places half steps at the 

beginning and end of the flourish, which lead melodically in and out 

of the E A# D# G C# F# chord.



4 9

E xa m p le  17c.

F# F Db Bb Ab Eb A D E G B C

11 6 10 7 9 8 2 3 1 4 12 5

IT

m2 M3 m3 M2 P4 
(intervals between notes)

P4 M2 m3 M3 m2 
(retrograde at tritone trans.)

This flourish becomes a motive which reappears in the movement, 

transposed to C# at line three and outlining a dominant relationship 

to the F#.

A variation of this technique appears in line five where the 

three note segments are shifted beginning on F rather than F#. Also, 

Ab and D are left out of the series making this a ten note sequence.

Example 18a. Reprinted by permission of Goosey & Hawks, Inc.

,-------------------------------- 1 4 : 8  --------------------------------- ,

I

ij t f

cresc.
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E xam p le  18b.

6
F

Gb 
1 1

7
Bb

Db 
1 0

8
Bd

2
A

TT

1
E

G
4

12
B

C
5

This flourish also produces a retrograde of intervals.

Example 18c.

F Gb Bb Db Bd A G E C B

6 1 1 7 10 8 2 4 1 5 12

m2 M3 m3 M2 M2 m3 M3 m2

This flourish is extended and then returns to the E A# D# G C# Fd

chord, after which F# is again emphasized by embellishment 

concluding the A section.
Line nine, "Piu lento e poetico", marks the B section. It is a 

variation of the dodecaphonic procedure in the A section. The 
melody in the top voice, from the melody in the B section of the first 
movement, forms a descending whole tone tetrachord of B A G F.

Example 19 a. "Canto" (from line 9)Reprinted by permission of 
Boosey & Hawks, Inc.

Piu lento e poetico J =50 
nalurale

r 6 — 1 A t # % -■ »-----7
# — *----9 - P—

t )
8 contemplativv



This melody is "harmonized" by two other tetrachords in the 

following manner:

Example 19 b.

B A G F

P5 TT P4 m3 intervals between 
adjacent pitches

E Eb D Db

m3 P4 TT P5 retrograde of intervals

C Bb Ab Gb

The outer tetrachords B A G F and C Bb Ab Gb are a major seventh 

apart. The middle hexachord descends chromatically. This chordal 

presentation of the 12 pitches is also framed by the F-F#/B-C 

tritone relationship.

In this contrasting section, fourths are abandoned for major 

and minor seconds and the12 pitch classes are presented chordally 

instead of melodically. The descending whole tone motive is then 

elaborated in a very short variation section, which becomes a 

cadenza to the tonic E in lines 9-13 and at the return of the A 

section.

Dodecaphonic procedures in this third movement are used to 

construct phrases which are arranged diatonically. In the A section, 

a twelve-tone flourish embellishes F#. This motive is then 

transposed to C#, outlining the dominant of F#. Here these



procedures embellish pitches that have a dominant relationship. The 

B section is constructed in a similar fashion. The melody or upper 

voice outlines a V-l relationship to E. These twelve-tone procedures 

do not regulate the overall form and structure of the movement, but 

are a means to further develop material from the first movement.

Pitch Centers

The pitch centers E, F and F#, supported a fourth below by B, C 

and C#, occur throughout Ginastera's work. Examples include:

"Danza de la moza donosa" from Danzas argentinas, Cantata para 

America magica, Variations concertantes, Pampeana no. 1, and the 

introduction to the last movement of the Second String Quartet .

In the Sonata for Guitar, E F F# E is the fundamental design 

for the entire work. In movement one, the A section or first theme 

is centered at E. The second movement begins with an emphasis of F. 

The A section of the third movement is a prolongation of F# and in 

the fourth movement, the A section emphasizes the E tonic. This 

tonal scheme is repeated and embellished within movements and 

sections.

Ginastera used a schematic, or chart, of the guitar fingerboard 

to compose the Sonata for Guitar. Example 21 illustrates the 

logistical relationships of the pitch centers to the guitar chord.
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(A# D#)
E A D G B E

C F
C# F#

E A D G B E guitar chord

E A D G C F first hexachord of quartal

series

E A # D# G C# F# first chord of third

movement

Each movement contains a predominance of intervals outlining 

its distance from the E tonic. The first and last movement contain a 

predominance of E tonic pedals, the second movement contains a 

predominance of minor seconds supporting the E F relationship and 

the third movement reinforces the E F# relationship with the E/F# 

polychord and a prolonged embellishment of F#. In addition to 

supporting the E F F# E tonal scheme, the character and color of the 

movements are contrasted by these intervallic relationships.

The E F F# E pattern is repeated within movements and within 

sections of those movements. The A section of "Esordio" contains a 

series of chord progressions which are a prolongation of E. The F



and F# appear in the top voice of the l-bll-IV-l and l-ll-V-l 

progressions .

The B section melodically outlines F to F# by the use of two 

whole tone tetrachords a half step apart( F G A B and C D E F#). The 

first tetrachord ascends to B and then returns to F, emphasizing the 

dominant. The first tetrachord is then repeated and the second 

tetrachord leads to F#. F# is elided into the return of the A section, 

where the guitar chord is transposed up a major second to F#. This 

is the climactic point of the first movement and foreshadows the F# 

tonal center in the third movement. It contains an overlapping or 

simultaneous occurrence of "motives" i.e. the guitar chord and the F# 

pitch center. This dramatic point is enhanced by increased dynamics 

and percussive effects, and begins a chord sequence back to the 

tonic key of E.

The first A section, which comprises roughly half of "Esordio", 

emphasizes the tonic E. The section begins and ends on E, as do most 

of the subsections, and a tonic pedal is maintained throughout most 

of this section. The A section includes the F-F# pitch centers in the 

chord progressions. The contrasting B section outlines the F-F# 

melodically. The two whole tone tetrachords separated by a half 

step are harmonically supported by a Db(C#). The second movement, 

"Scherzo", is comprised of an introduction, three sections and a coda. 

These sections are made up of subsections containing motives and 

material from the first movement and incorporating new material 

that is used in following movements. The predominance of minor



seconds and tone clusters allow the phrases a chromatic flexibility 

less restricted by harmonic relationships. Thus, the beginnings and 

endings of phrases take on additional significance. This is apparent 

in measures one and two of the introduction with the tone cluster of 

D# E and F. F is emphasized through repetition and as the highest 

note in the tone cluster. The beginnings and endings of the 

following sections and subsections further emphasis the F tonal 

center, continuing through the introduction, first and second 

sections. The third section, measure 95, begins on Gb moving to 

more distant tonal centers, and returns to F, measure 144. The 

elided cadence of the third section into the coda is especially 

significant. The third section concludes on a F and resolves by half 

step to the E guitar chord in the coda, further emphasizing the E-F 

relationship of this movement. The coda is an embellishment of the 

guitar chord, and concludes the movement.

Movements one, two and four outline E F F# E. The third 

movement breaks from this pattern in order to outline this sequence 

from movement to movement. Its placement in the sonata mirrors 

the placement of the F# in the E F F# E sequence - both third from 

the beginning. Therefore, "Canto" begins with the F#. The F# 

appears first as the top note of the opening chord, as in the second 

movement. The first chord is made up of the E and G from the E 

guitar chord, or first hexachord of the quartal series, and the A# D# 

C# F# from the second hexachord, in which the F# predominates 

melodically. This section has three subsections; the first section



is an melodic embellishment of F#, the second is a transposition of 

this "melody" at the dominant C# and the third is a transition to the 

large B section.

The B section, marked "Piu lento e poetico", recalls similar 

material from the B section of the first movement outlining a V-l 

relationship by a descending line of B A G F E. This theme or motive 

is varied three times. The first variation, of B A G F E- F G A B F, is 

a near inversion of the B theme in the first movement, F A G B- B G A 

F.

Tempo I marks the return to A section at F#(A1), which is a 

condensed quote of the first A section. This movement concludes 

with a brief B section(B1) consisting of a descending line of F# E D C 

B. The dominant B then becomes a pedal in the upper voice of a chord 

sequence leading to the tonic guitar chord at the beginning of the 

"Finale".

The tonal scheme of the "Finale" is similar to that of "Esordio". 

It contains a variation of the chord sequence. The E F F# E theme is 

outlined melodically in the opening A section over a tonic pedal, and 

F and F# appear in the melody of the reoccurring B sections with a 

dominant pedal. With the predominance of quartal sonorities and the 

returning E tonic outlined in the rondo form, its function as a 

recapitulation is emphasized.



Harmonic Relationships

Diatonic relationships are an important part of Ginastera's 

music. The sequence of chord progressions in the beginning of the 

first movement becomes a reoccurring motive in movements two and 

four and outlines the basic framework of the Sonata. Endings of 

phrases, sections and movements employ traditional diatonic 

cadences; V-l, IV-I, ll-l, bll-l, and 3rd relation. These 

relationships are often suggested between only two notes, and 

function simultaneously with other motivic elements. The diatonic 

relationships are somewhat obscured in the resulting complex 

sonorities, allowing quartal structures, melody, and pitch centers to 

contribute to the harmonic drive.

The series of progressions in the first movement outline the 

harmonic structure of the Sonata, support the E F F# E scheme, and 

represent a germinal idea that is developed into a substantial 

portion of motivic material in movements two and four. The 

progressions serve as a vehicle for presentation of A theme material 

in the first movement. The guitar chord represents the tonic in this 

series of progressions. Fragments of the guitar chord are 

maintained throughout the first half of the A section as a tonic 

pedal. The progressions begin, depart and return to the guitar chord, 

with the sequences becoming increasingly distant from the E tonic. 

The subdominant and dominant relationships are outlined in the first
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and second progressions. The third progression reinforces the 

dominant relationship, beginning with a transposition of the guitar 

chord on the dominant. The second and third chords, sonority1 and 

sonority2(S1, S2) prolong the dominant function of the first chord. 

The fourth progression is sequential, extending the melodic line up 

an octave to e2. The first chord of this progression, S3, is a 

transposition of S1. The second and third chords, S4 and S5 contains 

the C/F-C#/F# relationships.

Melodically, the E F F# E motive is outlined in the upper voice 

of the chords. F and F# appear in the top voice of the bll and II in 

progressions one and two. Thus the F F# motive is outlined both 

linearly, in the first two progressions, and vertically in the last 

chord progression. The quartal series is stated as the second chord 

in the first chord progression and the following flourish which 

outlines and extended series of fourths.

Example 21. (from "Esordio" lines 1-4). Reprinted by permission of 
Boosey & Hawks, Inc.
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Example 21. continued
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After a brief introduction at the beginning of the "Scherzo", 

the chord progression reappears in a varied form. Like the chord 

progression in "Esordio", it harmonically outlines the subdominant, 

dominant and chord of C C# and F#. The sequence is arranged so that 

chords one, two and three make up a chord progression - and yet each 

resolves to the tonic E. However, the subdominant is emphasized 

with each progression beginning on an A major chord in first 

inversion. The dominant chord is also in inversion, and the tonic is 

represented by an E rather than the guitar chord, contributing to the 

rapidly shifting motion of this movement.

Example 22. "Scherzo" measures 20-28. Reprinted by permission of 
Boosey & Hawks, Inc.



Example 22. continued
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In the "Finale", as in the first movement, the A section is a 

prolongation of E. The section begins and ends on E, as do each of the 

phrases. Also, as in the first movement, the tonic is represented by 

the guitar chord. Fragments of the guitar chord (E, EA, EAD etc) are 

maintained throughout as a tonic pedal. Similar to the chord 

sequence in the second movement, this sequence is comprised of 

three phrases. The first two are rhythmically identical, the third 

phrase is extended. Phrases one and two are elided, resolving by 

half steps into phrases two and three. The chords above the pedal, 

comprised mostly of fourths and tritones, obscure a harmonic 

function allowing the melody to dominate. The following example 

illustrates the progression motive in the "Finale":
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Example 23. "Finale" (measures 1-23). Reprinted by permission of 
Boosey & Hawks, Inc.
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Each phrase is made up of two parts. In phrases one and two, 

the first four measures comprise the a segment, the hemiolas 

comprise the b segment. Phrase three, measure 11, develops this 

material. The first three measures are a shortened a segment, the 

following five measures an extended b segment, the next four 

measures are a transposition of the a segment up an octave, and the 

final b segment contains the hemiola outlining a V-l cadence.

Pitches emphasized by their duration are: E in phrase one, E F# 

in phrase two and E F# G, (E F#) in phrase three. Pitches emphasized 

rhythmically are: E F Ab in the first hemiola, G B D# in the second 

hemiola, and B E in the third hemiola. Like the progression in the 

second movement, each sequence repeats a segment of the previous 

sequence and adds more material each time.

Throughout the Sonata, diatonic relationships in the 

contrasting B sections also outline the motivic material contained 

in the chord progression. In the first movement, the two tetrachords 

F G A B and C D E F# make up the material of the B section.

Significant tonal relationships are made up of the outer tritones of 

each tetrachord, F B and C F#. These relationships are comprised of 

minor seconds and dominant relations found in the tritones. The 

minor seconds, E F F# and the dominant relations, F# B (to E tonic) 

frame the basic structure in the second half of the first movement.

The first important cadence outside the chord progression 

occurs at the conclusion of the A section. The last two chords are a



dm6 to E. The F in the bass resolves down by half step, and the A and 

D resolve upward by whole step to B and E. This cadence is 

highlighted, as it is the only cadence in this movement that resolves 

to the tonic represented by E and B (all other references to tonic are 

by way of the guitar chord). The A section ends on E, and the B 

section begins on F, again emphasizing the minor second 

re la tionsh ip .

The B section is comprised of the melodic outline of a minor 

ninth from F to F# in measures 2-9. The F and F# are harmonically 

supported by chords a m2 apart: F, at measure 2, with Ab/Db, and 

F#, at measure 10 with A/D. At the return of the A section(A1) 

between measures 16 and 17, the end of the A section is elided with 

the beginning of the B section(B1) in another bll-l cadence. The G 

and A# of the G B E A# C# F# chord resolve downward by half step to 

the guitar chord transposed up to F#.(This cadence reappears 

transposed down a major second in the elision between the third and 

fourth movements.) The last cadence of the first movement also 

contains a significant m2 relationship. It has two half step 

relations to the final tonic guitar chord, Eb to D and G# to G. The 

chord in measure 28 is the same chord as the penultimate chord of 

the last movement, and functions in a similar way.

Although there are no V-l cadences in the B section of the first 

movement, references are made to the dominant. The melody of the 

B section outlines the dominant through repetition, and as the high 

point in the melodic line in the first phrase. At the return of the B
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section, measures 24-28, the melody rises twice again to B. The B 

is left hanging and resolves several measures later with the final 

tonic chord.

The second movement, constructed mainly of minor seconds, 

contains a predominance of minor second cadences and relationships. 

The most obvious half step cadence occurs as an elision between the 

third section and the coda. A dazzling sequence of glissandos and 

trills end the third section on F, which resolves downward by half 

step to the tonic guitar chord in the coda.

There are also several significant IV-I cadences. The 

subdominant relationships are accentuated in the progression motive 

beginning each phrase on an A major 6/4 chord. The final IV-I 

cadence also outlines the subdominant relationship at measures 

152-153, which conclude the movement. This combination of half 

step and subdominant cadences relates this second movement to the 

first progression^ bll IV I) of the first movement.

Just as the second movement outlines the l-bll-IV-l 

progression, the third movement mirrors the second l-ll-V -l 

progression. The ll-l relationship is supported by the melodic 

embellishment of F#. The ll-l and V-l relationships are both 

emphasized by the transposition of the F# melodic material to 

C#(the dominant of F#).

The B section also makes use of the perfect fifth and the 

major second relationship. The B theme, from the B theme in the 

first movement, consists of a descending line of B A G F E. Three



whole tones are contained in the tetrachord form B to F, and a 

dominant tonic relationship is outlined in the B and E. The final 

cadence of "Canto" is the only bll-l cadence in the movement which 

elides to the first chord of the the last movement

Most of the phrases in the A section of the last movement 

contain a tonic pedal and end with V/l relationships. The V-l 

relationship occurs as a V-l , a V/V or the descending whole tone 

melody. V/V relationships occur in measures 20-23 and 94-97. The 

descending whole tone motive appears in measures 115-118. At the 

transition to the coda, from measure 98-99, the guitar chord, at a 

transposition of an octave and a fifth, is repeated three times on a 

hemiola resolving to the pedal E in measure 99.

The B sections outlines F and F# melodically with a dominant 

pedal. The B theme of the "Finale", through measure 48, is at F. Up 

until measure 48, the A theme ends with the guitar chord creating a 

series of bll-l cadences.

The IV-I cadence to the open fifth of E B (repeated in the "Finale" at 

measures 75-76) marks the half way point. The A major nine chord 

in measures 124-127 emphasis a subdominant relation to the final E 

major chord.

The harmonic and melodic sequences presented in the opening 

chord progressions are repeated in the following movements and 

outline the structure for the entire Sonata. The chord progressions 

appear in the beginning of movements one, two and four. In 

movement one, it provides a structure for the presentation of



themes and motives, i. e. the guitar chord, the E F F# E motive, the 

first hexachord of the quartal series, and the EAD motive. In the 

second movement, the bll and IV of the first progression is 

emphasized in its predominance of minor seconds and emphasis on 

the subdominant relationship. The II and V of the second 

progression becomes the central structure of the third movement. 

The finale, with the reappearance of the chord progression and the 

predominance of the guitar chord and tonic pedal points, functions as 

a recapitulation.

CONCLUSION

The Sonata for Guitar Op. 47  contains many of the motives, 

forms and procedures Ginastera developed over the years. From the 

vidala and the triste he borrowed song forms, descending melodic 

lines harmonized in parallel intervals, and the drum accompaniments 

of the bombo. From the gato, he used chordal sections alternating 

with plucked sections or flourishes; and from the m alam bo, the 

typical rondo based on the choreography of this dance. The magical 

and mystic atmosphere of the "Scherzo" is achieved through 

instrumental effects, aleatoric techniques and the amusing quote 

from the "Serenade of Beckmesser".



Like most of Ginastera’s work, the Sonata for Guitar contains 

many traditional European forms. Binary forms are found in the first 

and third movements, ternary form in the second movement and 

rondo form in the last movement. Theme and variation occurs 

throughout theSonata as a development of the opening chord 

progressions, and locally in the B section of the third movement.

The overall tonal design of the work is sonata- allegro. The first and 

last movements weighted in the tonic (E) function as the exposition 

and recapitulation, and the second and third movements move from F 

to F# and function as the development section.

The tonal design of E F F#, along with B C C#, contain the 

perfect fourth/tritone relationships common to many of Ginastera's 

other works.

The E F F# E motive outlined in the opening chord progression is 

repeated throughout the Sonata and becomes the general outline for 

the work. This motive is supported by the subdominant and dominant 

relationships outlined in the opening chord progressions, which also 

become part of the structural design of the second and third 

movements.

In addition to triadic sonorities, Ginastera uses chords made 

up of fourths and seconds. Movements or sections contain a 

predominance of specific intervals, which contrast sections 

containing different intervals. The combination of these sonorities 

results in a complex texture which allows the overlapping and 

simultaneous articulation of motives and harmonic functions.



Ginastera's dodecaphonic procedures are compatible with these 

diatonic and intervallic designs. The contrasting themes of the first 

movement are developed, using twelve-tone sets made up of specific 

intervals. Each twelve-tone set contains intervals associated with 

that theme and the themes maintain their diatonic relationships.

Musical idioms associated with the guitar played a significant 

role in Ginastera's work. The guitar is the national instrument of 

Argentina and an integral part of the country's music. It is the 

accompanying instrument of the most of the songs and dances 

including the v id ala, triste, gato  and m alam bo. The most important 

motive, however, is the familiar sound of the open strings of the 

guitar. Ginastera explored and developed motivic ideas associated 

with the guitar throughout his compositional career. The Sonata for 

Guitar, written near the end of his career, is his only composition 

for guitar and explores and develops the motives of an instrument he 

quoted all his life.
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