STYLE AND STRUCTURE
"IN IBFRIA BY
ISAAC ALBENIZ

Presented by

Paul B. Mast

To fulfill the Disserteticon requirement for the Degree cof

Doctor of Philosophy
Department of Theory
Adviger: Dr. John R, Hanson
Eastmar Scheol of Music
cf the
University af Rechester

May 12, 1974

@Coﬂrlgk* 1474
Paul 8. Mast



1372112



VITA

Mr. Mast was Born on February 6, 1946, in Wichita
Falls, Texas. He moved with his family in 1550 to Midland,
Texas, where he graduated from Midland High School in 1964,
The Bachelor of Music dagree and Performer's Certificate in
Piano were earncd in 1568 at Texas Tech University; the
Senjior Recital included twe works from Jforia, the subject
of this dissertation, The Master cof Arts decgree, with a
major in Theory, was sarned at the Eastman School of NMusic
in 1971. Frewm 1970 to 1972 Mr, Mast servocd as a graduate
teaching assistant at the bLasztman Schoel and, from 1971 to
1972, at the University of Rochsster (River Campus). Since
Septerber, 1972, he has bean Instructor in Music Theory at
the Oberlin College Censervatory of Music in Oberlin, Ohio,

whera he now resides,



ACKNOWLEDGMENTS

The author is crateful to Dr. John R. Harson
for his time, resady wit, and helpful advice in the
writing of this dissertetion, and toc the International
Music Company fer granting permission to reproduce

excerpte from their edition of lberina,

ii



ABSTRACT

This study presents stylistic and formal analyses
of the twelve piano works in Iberia, by Isaac Albéniz
(1860-1909). The aim of the research has been to determine
the relationships between coloristic style traits, harmonic
functions, and formal structure in the music. This inves-
tigation was deemed necessary in order to establish the
stylistic position of Iberia in relation to romantic nation-
alism, impressionism, and more dissonant early twentieth-
century styles., Other aspects of the stylistic investiga-
tion include the questions of "french" versus "Spanish"
traits and of Albéniz' seemingly radical development of a
more modern and complex manner in his late years., - In se=-
lecting the topic, th- author had found that there is a
dearth of analysis in the extant literature dealing with
these issues.

In a brief Introduction factual data and critical
commentaries on Iberia are presented, followed by an out-
line of the purpose of the dissertation. The latter in-
cludes a summary of the extent and nature of the presently
available literature devoted to the music of Albéniz. The
first chapter is a biography of Albéniz. The second chapter
deals with "Spanish" music.

In the third chapter stylistic features of Iberia
are illustrated by way of musical examples and discussion.
This presentation is organized around the areas of rhythm
and meter, melody, harmony, and the use of the piano. It
was found that although Albéniz, as a result of his years
in Paris, seems to have become more aware of certain tech-
nical devices commonly associated with french impressionism,
those devices have the rather independent function of ex-
pressing traits of the Andalusian folk idiom upon which
Iberia is based. Albéniz' uses of parallelism and of the
whole-tone scale, for example, are more closely related to
conventional tonality than to the impressionist esthetic.

The fourth chapter consists of discussions of the form
of each of the twelve works in Iberia, General background
information is given on each piece. ‘A form diagram is pro-
vided for each work, and references are made to the previous-
ly discussed stylistic traits in order to relate color and
function to formal structure. Eight of the twelve pieces
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may be considered to be based on a free adaptation of sonata
procedure, while the remaining four utilize other formal
structures based primarily on thematic opposition, Albéniz'
subtle handling of tonal ambiguities arising from modal color-
ing is seen as his most original structural innovation,

A brief section devoted to Albéniz' late "change of
style" follows the summaries of stylistic features and of
structural procedures in the Conclusion, Rudimentary ele-
ments of the Iheria style are found in the earlier pianc
works, but the concentration of those elements and the
greatly expanded harmonic vocabulary of Iberia are not,
nor are the structural procedures that make possible the
large scope of the works in the lberia collection.

The body of the dissertation ends with some suggestions
regarding the application of theoretical analysis to musical
performance, with specific references to the difficulties
encountered in Iberia,

A list of Albéniz' works forms an Appendix to the
dissertation., An extensive Bibliography, a Selected
Discography, and an Index to Musical Examples and Spanish
Terms are also included.
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INTRODUCTIGN

The Contents and Importance of Iberia

Iberia is a collection of twelve indepencdent works for
pianoc solo by Isaac Albéniz (1850-1909). It was composed in
London, Paris, and Nice in the years 1905-1907.1 Iberia is
considered not only its composer's masterpiece, but also the
"cormner-stone, the Koran, of the modern Spanish school" and
a major contribution to the virtuocso piano repertoire.2

The complete set was published in Paris by the Edition
futuelle of the Schola Cantorum and in Madrid by the Unidn

3 The

Musical Espafola (formerly Casa Dotesio) in 1906-1909.
collection exists in four books of three pieces each. The

title page of each book describes Iberia further as "12 nou-

1There is some discrepancy about the latter date, but a
letter from Albéniz to the pianist Joaquin Malats {(Nice,
November 30, 1907) indicates the completinn of the last work
composed. See José Maria Llorens Cisterd, "Notas inéditas
sobre el virtuosismo de Isaac Albéniz y su produccion pia-
nistica,” Anuario Musical XIV (1959), p. 99.

2Carl van Vechten, "Isaac Albéniz," in Excavations (New
York: Alfred A. Knopf, 1926), p. 248.

3See Bgioliography for information on the editions. The
music is now in the Public Domain. Because of size consid-
erations, the International Edition was used for tne musical
examples in this dissertation. The reader should be aware
that all editions consulted contain errors (many of them the
sama) that becoms evident through amalysis and aural consul~
tation of the authoritative recordings by Alicia de Larrocha,



velles 'impressions' en quatre cahiers."” 1In all the various

editions, lberia comprises slightly over 160 pages of printed

music. Although it is a collection, and not a suite in the

strict sense, pérformance time required for the complete

Jberia would be approximately 75 minutes without pause; it

is Seldom performed in its entirety at a single recital.

The large scope of the individual pieces was a new element in

the music of Albéniz, who previously had been known mainly

for his charming "petites salatés" (small "salon” pieces).4
Working with the composer, who was an extraordinary

pianist himself, the French pianist Blanche Selva learned

the difficult new works from the manuscripts and-gave the

premiere performance of each of the four books.5 The titles

of the individual pieces are given in the list below, together

with the pleces and dates of the premieres and the dedication

of each book. E&xcept for the first piece (Evecacidn), the

names indicate either a musical style (such as a dance rhythm)

or a geographical location in Sopain.

4The French is the composer's own contemptuous term for
his earlier works. See Henri Collet, Albéniz et Granados
(Paris: Librairie Felix Alcan, 1926), p. 61.

Information is quite scarce concerning the whereabouts
of the manuscrints of lberia. Two are listed in Higinio
Anglés, La Mdsica Espancla desde de la edad media hasta
nuestros dias (osarcelonas siblioteca Central, 1941), p. 763
one other 1s listed in the Library of Congress Catalog, Music
and Phonorecords, Vol, 51 (1958-1962), Part 1: Author List
(New York: Rowman and Littlefield, Inc., 1963), p. 8.




Title Premier96 and Dedication
I. 1. Evocacidn I. Salle Pleyel, Paris
— May 9, 1906

2. t©l Puerto .
Corpus Ch m haus
3, Corpus Christi en Sevilla e Ernest Chausson

(fete Dieu & acville

1 I1. 5t. Jean de Luz, France

September 11, 1907
Mlle Blanche Selva

Il1. 4. Rondefa

5. Almeria

6., Trizna

IIT. 7. El Albaicin I111. Salon of Mgei Armand de
olignac, Paris
. L1 Polo January 2, 1508
. Lavepies Mme Marguerite Hasselmans
Iv. 10, Imédlaga IV. Salon d'Automne, Paris

February 9, 1909

11. Jerez
- Mme Pierre Lalo

12. Eritana

Other early performers made lIberia famous, in spite of
its difficulty, even in the few yegars before the death of
Albéniz (1909), These include Joaquin Malats (who seems to
have performed single works in public even before Mlle Selva
premiered the complete books in which they were contained),
José Vianna da Motta, Ricardo Vines, Isidor Philipp, Alfred
Cortotg Marguerite Long de Marliave, Ernest Schelling, Leo

8
Ornstein, George Copeland, and Arthur Rubinstein. More

6Collet, Albéniz et Granados, p. 166, n. 2.

7The positions of RondeAa and Trianz within 3ook II are
often reversed in discussions relying on Collet.

S 4rthur Rucinstein, in My Young Years (New York: Alfred
A, Knopf, 1973), pp. 131 and 470-471, gives the impression




recently, outstanding performers of ]beria have been Jﬁsé
Iturbi, José Echaniz, Claudio Arrau, and above all at the
present time, Alicia de Larrocha.

Several of the pieces in Iberia have been orchestrated
by Arbds, Stokowski, Surinach, Rafael Frllhbeck de Burgos,
and others. However, in the opinion of the author such
transcriptions lose the strong character and incisive bite
of the idiomatically conceived originals for piano, and
only the latter will be considered in this dissertation.g

Of Iberia, Schonberg writes, "Nothing in Albéniz' pre-
vious work had led anybody to expect from him music of such

complexity, muscularity, and difficulty."” He continues,

"Coyescas égy Granados/ is the only set of Spanish pieces

for piano that can be spoken of in the same breath as Iberia.“10

that his early performances of lberia were the first anywhere.
No doubt he helped to spread the fame and popularity of the
collection, but he did not "introduce" Iberia to Spain "and
to the rest of the world," as he seems To remember it.
Information on early performers was obtained from Llorens,
"Notas inéditas," pp. 97-101, 103-107, and 109-110, from Collet,
Albéniz et Granados, p. 163, and from Carl Van Vechten, "Spain
and Music," in The Nusic of Spain (London: Kegan, Paul, Trubner
and Co., Ltd., 1920), p. 97.

9David Ewen also cites a ballet version, lIberia, chore-
ography and scenario by Jean Borlin, given by the Ballets
Suédois, Paris, October 25, 1520; see The World of Twentieth-
Century iMusic (Englewood Cliffs, N.J.: Prentice-Hall, Inc.,
1968}, p. 4.

10Harold C. Schonberg, The Great Pianists (New York:
Simon & Schuster, 1963), p. 342. (The non-Castillian pro-
nunciation of "Albéniz," treating the final z as a sibilant
in forming the possessive, as used by Schonberg, is adopted
in this dissertation.)




Indeed, the (for its day) modern style and the challenéing
pianistic idiom of Iberia place it in the company of the
major works in the romantic-impressionistic virtuoso piano
repertoire. Some writers goc even further in their estimates.
The Spanish poet and musician Pedro G. Morales asks, "Is the
importance of Albéniz, not only as the founder of our modern
school, but in relation to the piano literature of all times,
fully recognized?"11 In the second and third decades of this
century some of the composer's more enthusiastic partisans
answered this question by including Iberia in the mainstream
of piano literature extending from Bach through Mozart,
seethoven, Weber, Schumann, Chopin, Liszt, Brahms, and Franck
to Balakirev (Islamey), Debussy, Ravel, and other "moderns."12
One could fill many pages with rhapsodic encomia on the
beauty and worth of Iberia from Felipe Pedrell, Tomés 3retdn,
Enrique Granados, Manuel de Falla, Alfred Brunezu, Pierre Lalo,
Gabriel Fauré, and many others.13 However, the most impressive
praise is perhaps that of the frequently acerbic Claude Debussy,

who enjoyed playing over selections from the Iberia collection

from their first appearance until his death in 1818, He wrote

11 i .
Pedro G. Morzles, Preface to Van Vechten's Thg Nusic of

Spain, p. xix.

12Sydney Grew, “"The Music for Pianoforte of kiloéniz," The
Chesterian VI, No. 42 (1324), po. 45 and 48; Georges Jean-
Aubry, "Isaac Albéniz (1860-1909)," The Musical Times LVIII
(1917), p. 537; Van Vechten, "Isaac Albéniz," pp. 232-233.

13

See Llorens, "Notas inéditas," pp. 102-111.



the following oft-quoted critique in the monthly Société

Internationale de Musique in December, 1913:

Isaac Albéniz, who was first known zs an incomparable
virtuoso, subseguently acquired a marvellous knowledge
of the craft of compositien. Although he does not in
any way resemble Liszt, he reminds one of him in the
generous lavishness of his ideas. He was the first to
turn to account the harmonic melancholy, the peculiar

humor of his native country (he was a Catalan). There
are few works in music to compare with El AlbalCIH in
the third book of Iberia. It is redolent of the atmos-
phere of those Spanish evenings perfumed with carnations
and "eguardiente" ., . . It is like the muffled notes of
a guitar lamenting in the night with sudden awakenings
and nervous starts. Although in E1l Albalcln the popu-
lar themes are not exactly reproduced, 1t 1s the work
of one who has absorbed them, listening until they have
passed intc his music, leaving no trace of a boundary
line., Eritafs in the fourth book of Iberia portrays
the joy of morning, the happy discovery of an inn where
the wine is caool. An ever-changing crowd passes, the
rhythm of their laughter marked by the beat of the
gasque tambourines, Never has music attained to such
diverse, such colorful impressions., One's eyes close,
dazzled by such wealth of imagery. Therc are many other
things in this lberia collection, wherein Alhéniz has
put what is best in him., They are written with a care-
fulness of composition that is almost exaggerated,
thanks to a generous nature which went so far as to
throw music out the windows, 14

4 éon Vallas, The Theories of Claude Debussy, treans,

by Maire 0'Srien (New Yorks: Dover Publicaticns, 1967), op.
162-163, (Emphasis apparently Debussy's.)




Purpose of the Dissertation

The major purpose of this dissertation is to present
a theoretical analysis of ]beria, the music that represents
the mature style of Isaac Albéniz. The analysis seeks to
achieve a clearer understanding of the lanquage of this
composer than may presently be obtained from the literature
devoted to his work. This is attempted through both the
thoroughness of the analysis and the presentation of back-
ground information, The latter appears in Chapter I, a
short biography of Albéniz, and in Chapter 11, "'Spanish!
Music." The principal part of the dissertation is found
in Chapters I11 and 1V, "Stylistic Features of lberisa"
and "formal Structures in lberia." FfFollowing Chapter IV
there is a brief Conclusion,

The extant literature on the music of Albéniz is nat
extensive., The greater part of it consists of biography
and critical commentary written in the fFrench, Spanish, and
Catalan languages; and there is a great deal of inconsistency
and inaccuracy of factual data in print concerning the life
of the composer and the catalog of his works, The music
itself is usually dealt with in subjective, descriptive
terms, rather than in an analytical manner; more guestions
about the music are raised than answered. Although Albéniz
was Spanish, the best works on his music are in French. 1In

terms of theoretical analysis, even the best of these works



seldom go beyond the description of mode, key, and basic
style. For example, Collet writes of E1l Polo and Lavagiés:
"To detail all the harmonic curiosities of these two pieces

of unique rhythm, and of a solidly maintained tonality in

spite of passing modulations to distant keys, would be an

impossible task." With regard to Jerez he says: "The chords

are no longer analyzable except as a function of the curves

w15

of an extraordinarily free counterpoint, The more recent

Albéniz, sa vie, son ceuvre by Gabriel Laplane, with Preface

by Francis Poulenc (Geneva: Editions de Milieu du Monde, 1556),
goes more deeply into the elements of Albéniz' style, but with
certain self-imposed limits: "Albéniz has then his harmonic

style, of which we would like tc attempt, without going into

abusively technical detail, to note at least the fundamental
16
]

components.
Statements such as these point up the difficulties that
Iberia has presented to many musicians in terms of style or

idiom. A noted Spanish composer describes the idiom as

15Collet, Albéniz et Granados, pp. 173 and 175:
"DEétailler toutes les curiosités harmoniques de ces deux
piéces d'un rythme unique, et d'une tonalité solidement
maintenue, en dépit des modulations passagéres aux tons
€loignés, serait une tache impossible."

"Les accords ne sont plus analysables qu'en fonction des
courbes d'un contrepoint extraordinairement libre.”

16Laplane, Albéniz, p., 108: "Albéniz a donc son style
harmonigue, dont nous voudrions essayer, sans entre dans un
détail abusivement technique, de marquer au moins les com-
posantes fondamentales." (Emphasis added.)




“neither entirely occidental nor entirely oriental, employ-
. . . 17
ing, for its time, novel rhythms, scales, and harmonies."”
Writing In 1924, Sydney Grew considered that a familiarity
with grahms, Sgambati, Reger, and Sibelius was not sufficient
to render this music "immediately understandable," and he

. . . 18 .
described it as "intellectually strange." This personal
element in the style of Albéniz is especieally interesting
in view of his eventful early life and independent person-
ality. Jean-Aubry has written:

The method of Albéniz, if one can use such a word

with regard to him, is almost inscrutable. It

obeys only subtle and personal laws. An expressive

counterpoint, always ductile and full of movement,

supports his themes, plays with them or crosses

them, The parts seem at times inextricebly inter-

mingled, and suddenly all is again resolved in

lucidity. 19

An emphasis on inherent individuality is onposed to
the current trend toward behavioral explanations of per-
sonality, whose adherents tend to place a large emphasis
on the influence of environment. Aldous Huxley has criti-
cized the latter approach, as exemplified in B.F. Skinner's
"Science and Human 3ehavior," not because Huxley finds such

influences invalid, but because of the limited types of evi-

dence employed--internal factors are themselves influences:

1?Carlos Surinach, Notes on record jacket (Albéniz,
Iberia, Vox PL 9212).

1dGrew, "The Music for Pianoforte of Albéniz," po., 44-45,

19

Jean-subry, "Isaac Albéniz," p. 537.
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The genetic factors determining human behavior are
dismissed by him in less than a page. There is no
reference in his book to the findings of constitu-
tional medicine, nor any hint of that constitutional
psychology, in terms of which (and in terms of which
alone, so far as I can judge) it might be possible
to write a complete and realistic biography of an
individual in relation to the relevant facts of his
existence--his body, his temperament, his intellec-
tual endowments, his immediate environment from mo-
ment to moment, his time, place, and culture. 20

In the case of Albéniz, all such "relevant facts" certainly
cannot be obtained, and Huxley's ideal biograchy cannat be
realized. However, a gesture in that direction is surely

Jjustified.

Once the aesthetic principles on which an artist
builds his work are defined it becomes at any rate
easier to decide on the type of critical approach
to his work which is most likely to enrich our
knowledge of it. Indeed, without a preliminary
enquiry into the life and mind of an artist on the
broadest possible lines we cannot begin to particu-
larize on matters of technical procedure. 21

The biographical account found in this dissertation (in

Chapter I, part i: "The Life"), while not attempting to be
as comprehensive as those by french, Spanish, and Catalonian

authors, is perhaps the most complete available in English

at the present time.22

The music of Albéniz is believed to be unfettered by

2041 gous Huxley, Brave New World Revisited (New York:
Harper & Row, 1965), pp. 98-9G.

21Edward Lockspeiser, Debussy: His Life and Mind (New
York: The Maciillan Co., 1962), Vol. II, p. 244,

227 1ist of Albéniz' works, as complete as could be
assembled, is included as an Apgendix.
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an excess of theoretical speculation on the part of the
composer. A highly intuitive musician, fluent improviser,
virtuoso pianist, and prolific composer, he seemed neverthe-
less, according to Felipe Pedrell, incapable of understanding
even commonplace theoretical abstractions. This matter and
other "relevant facts" of “temperament' and "intellectual
endowments" are presented in Chapter I, part ii: "The Man."
The question of Pedrell's influence is also included there.

Descriptions of Albéniz' career and repertoire as a
touring virtuoso are presented in Chapter I, part iii: "The
Pianist." This information is particularly pertinent to the
analysis of the music of such a pianistically oriented com-
poser,

In Chapter I, part iv: "The Compbser," the guestion of
Albéniz!' nationalism is considered. Included in this section
are his relationship to Spanish folk themes, his esthetic out-
look, and the possible influences on Albéniz by other composers
of his time, particularly Debussy and other French composers
of about 1893-1909,

The musical language of Albéniz' Iberia is a conseduence
not only of the individual characteristics and temporal circum-
stances presented in Chepter 1, but also of geographical ori=-
gins. A lack of familiarity with, and a false impression of,
Spenish music make it difficult for many listeners to appre-

ciate the expressive range found in Iberia--"It all sounds the

same" is a commom remark of the uninitiated. In Chapter 11,
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"1Spanish' Music,” background information is presented as
a perspective to be borne in mind during the following ana-
lytical investigation,

Such consideration as earlier writers have given to
stylistic features in lberia is confined to general dis-
cussion and, occasionally, musical examples that illus-
trate coloristic, surface phenomena--rhythms, modal pro-
gressioms, secundal and quartal sonorities, whole-~tone
passages, etc. OUne is left wondering whether the pieces
that malkke up Iberia are merely coloristic conglomerations
or, if mot, what holds them together., Precisely how the
stylistic devices function in building formal structures
that are actually less "advanced" (i.e., more functionally
based) than those of Debussy, for example, is not explained.
This relationship between color, function, and structure is
the central consideration of the present dissertation: it
must be established in order to define the particular
stylistic position of Albéniz' Iberia in the tangled web
of romamtic "common practice," impressionistic, and "modern"
currentes characteristic of early twentieth-century music.
This does not imply an attempt to place the music on a
straight historical time-line of "influences." Chronolog-
ical and stylistic positicons often do not coincide in his-
tory--the music of Sergei Rachmaninoff and of Charles Ives
comes quickly to mind. Lockspeiser states, in speaking of

the nineteenth-century rebellion against the principle of
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the sonata form: "gut it was a slow, almost an impercep-
tible revolt with many charming exploreations of lanes and
by-paths on the way."23 It is the lane that might be called
"Calle (or Rue?) Albéniz" that is charted in this disserta-
tion, without the requirement that it lead from or toward
the larger avenues of Brahms, Liszt, Wagner, Debussy, Falla,
or Ravel,

The analytical method employed to this end adopts the
Schenker concept of structural levels without the details
of his terminology and symboleogy. Iberia is gquasi-impres-
sionistic music, vacillating between romantic structural
functions and climax on the one hand and coloristib imagery
on the othef; it has seemed to the author inappropriate to
attempt to reduce each work, through analysis, to what Meyer
calls "a single sound term.“24 Rather, the surface character-
istics of the music (what Schenker would call the “foregroung")
are examined in Chapter III, and then the processes by which
they are used as structural forces in the "middleground" and
"background" are dealt with in Chapter IV, In addition to

rhythmic, melodic, and harmonic style traits, Chapter III in-

23Lockspeiser, Debussy, Vol. II, p. 230.

24Leonard 3. Meyer, Emotion and Meaning in Music (Chicago:

The University of Chicago Press, 1956), pp. 45 and 47.

See also in this connection Edward T. Cone, "On Two
Modes of Esthetic Perception,! in Musical Form and Musical
Performance (New York: W.W. Norton™& Co., Inc., 1968), PP.
88-98, especially 97-98.
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cludes examples of piano technique as a determinant of harmony
at times and of the simulation of quitar and other instrumen-

tal effects. In Chapter IV, a brief introduction giving the
significance of the title, dance rhythms employed, tempo,
length, and similar information precedes the structural

analysis of each work.,

The first two parts of the Conclusion present brief
summaries of the findings of Chapters III and IV. The ques-
tion of the degree to which the singular style of Iberia,
compared to Albéniz' earlier works, was a gradual or a
radical development on the part of the composer is then
considered briefly. Grew states, for example, that "to step

from . . . 'Torre Bermeja' (Op. 92) to the Rondena (lberis,

No. 6 /sic/) is like stepping from Saint-Salns to Ravel."
He maintains, however, that "the Albéniz of lberia exists
all through the record. The change in the composer's manner
was not wilful, and it was scarcely sudden."25 This issue,
broached by several writers, could not be considered until
the elements of the late style of Albéniz had been deter-
mined. ilany of the early works are not available, and the
chrorology of those that are is not kpown in many cases.

The intuitive nature of Albeniz is often given as the

reason for his frequently enigmatic chord spellings in Iberia.

This habit, together with the use of extreme key signatures

256rew, "The Music for the Fianoforte of Albéniz," pp. 43, 47,
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and many accidentals, combined with the textural compléxity
of the music, makes some passages very difficult to read at
sight (and equally hard to memorize):

| The ensemble appears at first like a labyrinth, like

a word-puzzle, where the best readers get entangled
and stumble., 26

« « « he is for ever doubling the flats, or doubling

some and chromatically raising others in the same
chord, till the most skilled reader may be pardoned
for getting confused at times, while the ordinary
amateur becomes hopelessly befogged. 27

An aurally-based (as opposed to a more cerebrally-derived)
analytical approach seems to indicate that these spellings
may have the musical basis of a linearly-conceived harmonic
language based on keyboard improvisation., Aside from such
notational obstacles, there are further difficulties in
Iberia, both musical and physical, which often demand an
unorthodox technique of the performer. That Iberia is,
aboye all, piano music has been kept in mind in the ana-
lytical portions of the dissertation; same aspects of the
application of theoretical study to musical performance are

suggested in the fourth and final part of the Conclusion.

26Laplane, Albéniz, p. 111: "L'ensemble apparalt d'abord

comme un labyrinthe, comme un logoariphe ol les meilleurs
lecteurs s'embarrasseni et trébuchent."

27¢ rnest Newman, gquoted in Van Vechten, "Isaac Albéniz,"
p. 251.



CHAPTER 1

THE LIFE AND CHARACTER OF ALBENIZ

The Life

The name "Albéniz" is not a common one in Spain, but
it is rather prominent in Spanish musical history. Mateo
(Antonio Perez de) Albéniz (d. 1831) was a younger contem-
porary of Domenico Scarlatti's disciple Padre Antonio Soler,

and he wrote keyboard music and the Instruccidn metddica para

enseffer a cantar y tefer la misics moderna y anticua (1802).

Pedro Albéniz y Basanta (1795-1855) was a pianist, composer
of numerous piano works, and the author of the N&toda

completo de piano del Conservatorio de Mdsica (Nadrid).1

r—cm—.

All sources agree that neither was related to Isaac Albéniz.
The Spanish composer Carlos Surinach has noted that the name
“Albéniz" reveals a Berber ancestry.2 Isaac Albéniz was
known to assert that he was '"a Moor." He may have really
believed that he had some Moorish blood, but he probably

Jjust wished to emphasize his affinity for Granada and the

Tpedro G. Morales, "Albéniz, Isazc," A Dictionary of
Modern fMusic and Musicians, ed. by A, Eaglefield-Hull
(London: J.i6. Dent & Sons, Ltd., 1924), p. 9.

2Surinach, Notes to Iberia, Vox FL 9212,

16
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other formerly Moorish centers in Andalusia.3 In addiﬁion,
the given name "Isaac" led Albéniz in his adulthood to sus-
pect a Jewish background, but this is considered ur\likely.ll
Isaac (Manuel Francisco) Albéniz was born May 29, 1860,
in Camproddn, in the Catalan province of Gerona, Spain.5 He
was evidently the only son among five children of Angel and
Dolores (Pascual) Albéniz.6 Neither parent was musical. A
story recurrent in the biographical literature relates that
soon after Isaac's birth his father had to wrap him in a cloak
and go out into a violent tempest seeking a wet nurse to satis-
fy an appetite that in later life was to become proverbial.7
Within a year after the birth of Isaac, his father, a
minor customs official, had been transferred to Barcelona.
There, at the age of one or two years, lsaac's precise re=-
sponse to the rhythms of military bands was noticed by his

elder sister Clementina, who bsgan to teach him piano.

Gllbert Chase, The Music of Spain, 2nd revised ed.
(New York: Dover Publications, Inc., 1959), pp. 150-151.

Edgar Istel, "Isaac Albéniz,” trans. by Frederic H.,
Martens, The ffusicel Quarterly Xv (1929), p. 118.

Ssome early sources mistakenly give the date as 1861.
Van Vechten, "Isaac Albéniz," p. 233, n. 3, lists these.
Collet, Alborl7 et Grenados, p. 12, reproduces the baptismal
CeItlf]dee of Jume 3, 1860, in french translation,

Collet, Albéniz et Granadosg, p. 45, n. 1.

—

7Antonio Guerra y Alarcdn, Isaac Albéniz, notas critico-
biograficas (Madrid, 1886), cited in Collet, Albéniz et

Granadus, pp. 13-14. Information for the 1886 blography
was ruupocedly supplied by Albéniz himself.
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With gifts that are often described as being comparable only
to those of the young Mozart, he made rapid progress. In the

words of Harold Schonberg, he had a childhood "that makes one
wonder at the kind of precociousness thet makes men out of
some children. « « « He was a fantastic child, mature far be-

yond his years, blessed with a perfect ear, good locks, a
healthy body, and an independent mind.“8

When he was about four years old, Albéniz gave a public
concert with his sister Clementina (aged seven) at the Teatro
Romea in Barcelona, He played and improvised so skillfully
that the members of the audience suspected some sort of de-
ception, FfFollowing this success, Albéniz' father, whom the
composer later described as"un poquito loco® ("a little
crazy"), forced the bay to work very hard at the piano, to
the exclusion of all ather studies., During this period
Albéniz was having lessons with Narciso Oliveras, a local
tsacher of some renown. 0liveras emphasized improvisation
in his teaching of the gifted child.9

In 1866 Albéniz and his sister were taken to Paris by
their mother, where they studied piano with a more faemous
teacher, Antoine-Frangois (armontel, for nine months., At

the end of this periocd, lsazac was presented to the examining

BSchonberg, The Great Pianists, o, 339,

9Higinio Anglés and Joaquin Peda, "Albéniz, lsaac,"
Diccionzrio de la Mdsica Labor (32rcelone: Editorial Labor,
S.A., 1954), vol. I, p. 32.
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committee for admission to the Paris Conservatory. The six=-
year-old lad did what was asked of him by the committee with
great concentration and seriousness and passed the examina-
tion brilliantly. Then he took a hard rubber ball out of
his pocket and'threw it with all his strength against a
large mirror, shattering it to pieces.

After returning to Spain, Isaac and Clementina embarked
on a series of successful concert tours throughout northern
Spain, For these concerts, Isaac was dressed in the uniform
of a french musketeer, complete with a rapier at his side.
Drilled by his Féther, an enthusiastic Mason, he would salute
the public with the Masonic sign, élthough he never became a
Mason himself.10 Besides improvising and playing alone and in
dusts with Clementina, Isaac performed popular tunes as a crowd-
pleasing "stunt': this ic variously reported as playing on a
cloth-covered keyboard, or playing with the backs of nis fin-
gers (palms upward), or playing with his back to the instru-
ment, or combinations of any two of these three feats. Fan-

tastic though this may seem, none of the biographers fails to

, 11
mention it, suggesting some basis in fact. This series of

10Istel, "Isaac Albéniz," p, 119.

11Donald Francis Tovey at the age of twenty was reportedly
capable of such impromptu feats as playing the Goldberag
Variations with his back to the keyboard and playing "God
Save the King" in retrograde. See Mary Griersen, Donald
Francis JTovey, a Biography based on Letters (LondoRn: Geoffrey
Cumberlege, UOxford University Press, 195277 pp. 46-47.
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12
concerts continued for about two years.

During this period (by the age of seven) Albéniz was

already composing fluently., His first published work, dating

from about 1867, is variously described as a Marcha heroica

or Marcha militar for piano and as a "paso~doble" for mili-

tary band, It is likely that these are one and the same
piece, a piano work transcribed for military band. In any
case, a march by the young Albéniz was often played by bands

in Barcelona in 186?.13

Following the Spanish Revolution of 1868, the Albéniz
family moved from Barcelona to Madrid, Isaac was enrolled
in the Conservatory of Madrid. His teachers there were
Feliciano Primo Agero (or Ajero) and "the renowned Basgue
teacher” Manuel Mendizibal. These studies lasted only

about nine months, however. Supposedly stirred by his

2Several sources state that the death of a sister forced
Isaac and Clementina to return to Barcelona for an extended
period.

13Rogelio Villar, "Isaac Albéniz," in Misicos Espanoles,
Vol., I (iMadrid: Ediciones "fMateu," 1918), p. 73.

14,4, albert Torrellas, ed., "Albéniz (Isaac),” Dicciaonario
Enciclooedico de la fdsica, Vol, Il: Biografiss A-G (Zarcelona:
Central Catalena de Publicaciones, 1947), p. 25. Van Vechten
refers incorrectly to a single teacher, "Ajero y Mendizébal,"
in his "Isasac Alhéniz," p. 234; Spanish surnames often appear
in this form, but both complete names are given in Adolfo
Salazar, “Isaac Albéniz," in La Misica Contemporanea en
Espana (Madrid: Ediciones La Nave, 1930), p. 130. Guotation
from fFernando Valenti, Notes on record jacket (Albéniz,

Iberia, Westminster WAL 219),
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reading of Jules Verns, the high-spirited Alb&niz ran éway
from home in 1869, He boarded a train in his french mus-
keteer's costume, but without a ticket or mbney. On the
train, the Alcalde (literally "Mayor") of the Escorial no-
ticed the boy, took an iﬁterest in him, and took him to the
Escoridl casino. There Isaac played a concert for the cus-
tomers which was a great success. Having provided Albéniz
with a way of earning his fare, the Alcalde sent him home-
ward on a train bound for Madrid; but at the first opportu=-
nity Albéniz changed to a train going in the opposite direc-
tion.15 He played concerts in Avila, Zamora, and S%alamanca
before deciding to return home to Madrid. However, the meail
coach in which he was riding was robbed at Peraranda de
Bracamonte, and Albéniz lost the sum that he had accumulated.
Not wishing to go home empty-handed, he decided tc continue

giving concerts. for two adventurous years Albéniz "toured"

Syan Vechten, "Isaac Albéniz," p. 235; Jean-Aubry,
"lsaac Albéniz," p, 535; and Collet, Albéniz et Granados,
p. 16, all give Villalba as the site of the change, but if
it is the same Villalba that one finds on modern maps of
Spain, this is geographically incongruous,

61stel, "Iszac Albéniz," p. 119, and Chase, The Music

of Spain, p. 151, place the robbery between Zamoro and Toro,
which is geographicelly plausible but does not seem to fit
the sequence of concerts as it is invariably given. Jean-
Aubry, p. 535, puts the robbery at Penaranda, stating also
that Albéniz was allowed to keep the "Memoirs" he had begun
to write; in Istel this appears as a book of recommendaticns
from prominent clergy and freemasons, which Albéniz used for
securing concert engagements, Collet, po. 16-18, gives both
versions ancd admits that a discrepancy exists.

16



22

Valladolid; Palencia, Léon, Galicia, Logrono, and Zaraéoza.
He was becoming known throughout northern Spain as "el nifo
Albéniz." He made his way to Barcelona and gave a concert
in the hall of Bernaraggi pianos that was very highly praised
by the critics, and he met with equal success in Valencia.
None of the sources gives any information concerning contact
with his family or his parents' approval or disapproval of
these activities, but in 1871 Albéniz finally returned to
his father's house in Madrid.18 He was then eleven years old.
Albéniz studied in Madrid with Eduardo Compta for only
four or five months, and then he was once again off on his
own., He went south this time, touring Andalusia, where hé
played in Malaga, Granada, and C&diz in 1872. In C&adiz the
governor of the province threatened to arrest Isaac and send
him home. In order to escape, he stowed away aboard the
steamship "Espana," bound for Puerto Rico. When the ship was
under way, Albéniz emerged from his hiding place. His charm
and talent won over the passengers, who took up a collection
for him sufficient to pay for a ticket to the first port of

call, Buenos Aires. Put ashore there by the captain, the

17 anglés and Pefa, "Alb8niz," p. 33.

8Dnce again, Collet, quoting Guerra, gives the death of
a sister as the reasson for Albéniz' return home. If these
reports are accurate, it accounts for all five Albéniz chil-
dren: Isaac, Clementina, the two deceased sisters, and one,
Menrietta, who reached the age of about twenty. See Aloéniz
et Granados, p. 17 and p. 45, n. 1.



young adventurer encountered the hardships of poverty until
he could tegin to make some money by his playing. A tour
through Argentine, Uruquay, and drazil was arranged, and
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London and Liverpoal in 1874, He next crossed the Chaﬁnel
and went to Leipzig. He enrolled in the famous Conservatory
there and studied for nine months with Salomon Jadassohn and
Carl Reinecke., Albéniz tired quickly of the concentrated
technical study to which he was subjected in Leipzig. He
finally returned to Spain in 1875 at the ripe old age of
fifteen. |

Exactly what Albéniz played in his youthful concerts is
not clear, He improvised on themes given to him by his audi-
ences and also played little pieces "in the style of" such
composers as Chopin, Schumann, and Liszt, sometimes passing
them off as genuine works by those composers.20 If his rep-
ertoire also included other works of his own, they are not

named specifically, Some accounts do cite the last movement

of Weber's Concertstlick in F minor and Dussek's sonata, “Les
Adieux,” as works played by Albéniz at age seven,?!

Albéniz' father had given Isaac his freedom, but he had
also put an end to paternal financial support. After his re-
turn from Leipzig to Spain, Albéniz attracted the attention
of Count Guillermo Morphy, a Spaniard of Scottish descent.
Count Morphy was a musical patron and connoisseur, had been

a student of GevaBrt in musicology, and was the private sec-

retary to King Alfonso XII of Spain. Through NWorphy, Albéniz

20¢p11et, Albéniz et Granedos, p. 18.
21

Van Vechten, "Isaac Albéniz," p. 234, n. 4,
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had the opportunity to play for the young king, who was so

pleased that he awarded the pianist a royal pensiaon so that

he might -study at the Brussels Conservatory.22

Accounts of Albéniz' years in Brussels are contra-

dictory with regard to dates. Most sources indicate that
he first matriculated there in 1875 and finished his work
in 1878, but substantial evidence indicates that the latter
date was 1879.2° Collet quotes Francis Planté to the effect
that Albéniz "was certainly the youngest student in the
Conservatory.”z4

In Bruesels Albéniz studied composition with Frangois
Gevalrt, harmony with Joseph Dupont, counterpoint and fugue
with H.F. Kufferath, and piano with Louis Brassin., Another
young Spaniard and royal pensioner, the violinist (and later,
conductor) Enrique Fernéndez Arbds, was also studying in
Brussels at the time. He and Albéniz became lifelong friends.
There are several amusing accounts of the pranks that the

two engaged in, "which the grave Gevalrt himself did not

2 . -
escape. " > Une time, for example, Albéniz lightly changed

22Salazar, “Isaac Albéniz," p. 131, puts Albéniz' study
with Eduardo Cumpta in this period of about 1875,

23Llorens, “Notas inéditas," p. 93; also Anglés and Pena,
“Albéniz," p. 33, '

24L'Dllet, Albéniz et Grenados, o. 22: "Il était certaine-

ment le plus jeuna des disciples du Conservatoire, . . . "

25Jean-Aubry, "Isaac Albéniz," p. 536,
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Vieuxtemps, won the "prix d'excellence” in violin,Z8

While Arbds departed to study with Joachim in Berlin,
Albéniz made preparations toward achieving his next goal:
to study with Liszt. He played a "memorable" concert in
Barcelona at the Teatro ds Novedades.29 According to some

accounts, he returned to Brussels for further study with
Brassin and then played a successful concert there to earn
the money necessary for his work with Liszt. However, the
chronology is questionable, as all sources state that he
arrived in Weimar on August 15, 1878, An entry in Albéniz'

diary at that time notes only: "Saw Liszt. I shall study.

He will receive me again early tomorrow morning."30 The

next entry, however, is more detailed:

I have visited Liszt, He received me in the most
amiable manner, I played two of my Etudes and a
Hungarian Rhapsody. To all appearances he was much
pPleased with me, especially when I improvised a com-
plete dance on a Hungarian theme which he gave me,
He asked me all sorts of questions about Spain, my
parents, my religious opinions, and, finally, about
music in general., I told him quite frankly and de-~
cidedly that I gave no thought to any of those things,
which seemed to please him. I am to return the day
after tomorrow, BSooks which I must buy: the works
of Zola and Turgenieff. 31

28Collet, Albéniz et Granados, p. 28.

29Torrellas, "Albéniz," p. 25.

3OIstel, "Isaac Albéniz," p., 122. It is possible that
Albéniz' work with Liszt was an interlude in his years at
Brusseles; the events of 1879 are not accounted for in mos
SOUTICES.

31Ibid.
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Accounts of the time that Albéniz spent with Liszt vary,
some saying six months, others saying two years. The Fprmer
seems more likely. Albéniz supposedly went with the aging

master to Rome and Budapest. In Budapest, Albéniz was par-
ticularly intrigued by the music of the gqypsies.

By 1880, the twenty-year~-old Alhéniz was ready .0 em-
bark on a virtuoso caresr. Ouring the next two years he
toured Cuba, Mexico, and Argentina as well as Santander,
Zaragoza, Pamplona, San Sebastian, and Vitoria in Spain.

He also did some teaching and was composing a great deal

in the salon style of the time. He had made an agreement
with the publisher Romero in Madrid whereby he was paid

one duro (five pesetas, or about 75¢) per engraved page

far everything he composed.32 (A later, similar bargain
with Pujol in Barcelona earmed Albéniz only about 3,65
pesetas per page.) Taking full advantage of the deal,

he supposedly composed over 250 smell piano works, teach-
ing during the day and composing at night, until Romero

had to beg Albéniz to cease his rain of manuscripts. These
early works of Albéniz were little more than "fixed improvi-
sations"; they include innumerable scherzos, pavanes, etudes,

barcarolles, mazurkas, caprices, gavottes, waltzes, marches,

32Istc—:l, "Isaac Albéniz," p. 123. It is difficult to

assess the actual value today; calculations using units from
a dictionary qgiven in terms of the British shilling of recant
years yield something more on the order of 12¢ per page.
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minuets, etc., many of which are lost. Those .that remain

bear little resemblance to the works of Iberia, even lack-
ing, for the most part, what might be called a “Spanish"
style. Albéniz himself set little value on these pieces;
he reportedly sold his famous "Pavana-capricho," 0p. 12,

for fifteen pesetas, the price of admission to an important
bullfight.

Another episode that reportedly occurred was that
Albéniz underwent something of a religious crisis. Per-
haps under the influence of the "Abbé Liszt," Albéniz sud-
denly presented himself at a Benedictine monastery while
passing through Salamanca; advised by the Prior to wait
a yeér and reconsider, Albéniz soon forgot the idea and

was off on another American tour within two months.33

The
year was about 1881,

In about 1882 Albéniz undertook the management of a
zarzuela company that was touring Andalusia.:s4 As the com-
pany was unsuccessful, he was constantly having to recoup the
losses at the piano; thus he played in Mélaga, Pontevedra,

35

Alcoy, Alicante, and Cartagena in 1882 and 1883. A

33Walter Starkie, Spain, a Musician's Journey through
Time and Space (Geneva: Edisli-At Editions Rene Kister, 1958),
Vol‘ II, p. 120.

S4p zarzuela is a Spanish type of operetta, generally light
in style and with both spoken and sung dialogue.

35

Collet, Albéniz et Granados, p. 39.
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commemorative plaque in the Alhambra (Granada) records that
Albéniz lived there ("vivid en la Alhambra") in the spring

of 1882, 20

During 1882-1883 Albéniz also participated in a series
of concerts given by Arbds in Barcelona. This period in

Barcelona is usually cited as the time when Albéniz first
met the famous Spanish musicologist, folklorist, and com-~
poser Felipe Pedrell, but more recent research seems to
indicate that Albéniz worked with Pedrell for a few days
only in August, 1880, and then during the summer and fall
of 1885.37

In 1883, having, in the words of Harold Schonberg,
sown his wild oats "at an age when his contemporaries were
eating them as porridge,"38 Albéniz married Rosina Jordana,
one of his piano students and three years his junior. The
couple settled in Barcelona. Albéniz became as devoted a
husband and father as he had been a carefree Bohemian in his
earlier years. There were three children by the marriage:
a son, Alfonso (1885) and two daughters, Enriquita (1889)

and Laura (1890). Laura was her father's special favorite.

She beceme fluent in french, German, E£nglish, and Italian,

36Llorens, "Notas inéditas," p. 101.

37UJilliam S. Newman, The Sonata Since Beethoven (Chanel
Hill: The University of North Carolina Press, 1969), p. 652,
citing Laplane, Albéniz, pp. 35-47, 216, and 217.

3850honberg, The Greut Pianicts, p. 342,
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"Ricordatti," mazurka de saldn, Op. 96; and twelve Piezas

caracterlisticas, 0p. 92.42

The five sonatas date from 1883

and 1887, perhaps as a direct result of Albéniz' work with

47
the learned Pedrell, The three Suites anciennce were

written around 1B86. fore "Spanish" works were beginning

to appear at this time, also; among these may be cited the

Recuerdos de Viaje, Up. 713 Suite espafola No. 1, Op. 47;

and Espana, Op. 165,
In additien to pianc solos, Albéniz had composed songs,
an oratoric El Cristo, a piano trio in F major, the Piano

Concerto No. 1, and the Rapsodia espafola and Rapsodia

cubana for piano and orchestra, by 1886.44 Some early or-
chestral works and zarzuelas for which the scores are lost
may have been completed by that date also.

Albéniz' career as a virtuoso pianist reached its cul-
mination in about 1889. In that year he appeared in a con-
cert in Paris under the auspices of the Erard firm of piano
manufactﬁrers. He played a program consisting of only his
own works and met with qreat success. This was followed by
a tour. through Scotland, Selgium, Germany, and Austria-

Hungary. He was very pooular in London, where he appeared

42Gpus numbers are not trustworthy guides to the order
of Albéniz'! works. See the Appendix for further information.

43Newman, The Sonata Since Beethoven, pp. 652-654,

44¢ollet, Albéniz et Granedos, p. 112.
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in Albert Hall on June 12, 1889, and later at St. Jameé'
Hall, Stesinway Hall, and the Crystal Palace.45 In 1891
and 1892 Albéniz and Arbds gave a series of recitals in
London that were extremely successful and later repeated
in Brussels. Albéniz played again in Berlin in 1892, and
the concert he gave there in 1893 was his last as a full-
time performing artist.46

During this time Albéniz' activities as a composer
were beginning to increase. Piano works that more and more
approach the full-fledged "Spanish” style of Albéniz which
appeared after 1886 include his collection entitled Cantos
de Espana, Op. 232; but Albéniz was now determired to write
for the stage. In 1892 he composed twelve preludes and songs

for a London stage work called Légendes bibliques, with text

by Armand Silvestra., This was followed by a musical comedy,

Poor Jonathan, text by Mill8cker. The scores of these works

are not extant, but they were successful enough for Albéniz
to be engaged for a time as principal composer and conductcr
at the Prince of Wales Theatre.47 Another operetta, The

Magic Opal, text by Arthur Law, appeared in 1893; this was

later produced in Madrid (1894), translated as La Sortija.

In 1893 Albéniz declined the offer of a permanent posi-

4SJean-Aubry, "Isaac Albéniz," p., 535.
46ibid., p. 536.

47Ibid.

————
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tion with the Prince of Wales Theatre and, at-the urging of
his wife, decided to settle permanently in Paris with his
family, dy this time, however, he had made wha£ he came
later to call "the pact of Faust": a very wealthy English

banker, francis 3urdett Money-Coutts (later, Lord Latymer;

in literature, "Mountjoy"), attracted by the clever music
Albéniz had written in his London theatre works, had offered
the composer a generous yearly stipend to set his, and only
his, librettos to music.4® Albéniz agreed to do this and
became involved in writing operas dcomed to failure by the
mediocrity of their librettos, on subjects that were for
the most part poor in dramatic quality and uncongeniel to
Albéniz' own temperament,

Perhaps to fulfill a previous obligation, Albéniz

completed the zarzuela San Antonio de la Florida, with

text by Lusebio Sierre, which was performed in MNadrid on
Uctober 26, 1894.49 All subsequent stage wofks, and most

of the later songs, were settings of texts by Money-Coutts.
This is unfortumate, since Albéniz might have been more suc-
cessful with other operatic projects that he is known to have

been interested in. These were Mar y Cel, a tragic opera

on a text by the Catalan poet Angel Guimera (begun but never

48Istel, "Isaac Albéniz,"” p. 136, gives the stipend as

$5,000 per year,

49Later produced in Brussels as L'Ermitage Fleuri on
January 3, 190&.
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completed), Rinconete y Cortadillo, a lyric comedy based

on the work of Cervantes (never begun), and Juan José, of

0
Dicenta (probably never begun).5

The first opera written by Albéniz in collaboration

with Money-Coutts was Henry Clifford, This was performed

in Barcelona in Italian as Enrico Clifford on May 8, 1895,

Next came the trilogy, King Arthur, consisting of Merlin,

Lancelot, and Ginevra; Albéniz did managebto complete the
first part of this "Ring" in a neo-Wagnerian style; Merlin
was published and eventually performed; the last two bor-
tions werebnever finished.

Finally, Albéniz convinced Money-Coutts to adapt a

libretto from a work by Juan Valera on a Spanish topic,

Pepita Jiménez. This opera was maore successful than the
previous ones; it was first performed in Barcelona, in
Italian, on January 5, 1896, and subsequently in Prague
(1897) and Brussels (1905). It was revived by the Opéra-
Comique in Paris in 1923,

During the years of opera composition, Albéniz was
active in the musical life of Paris. Money-Coutts went
there whenever he and Albéniz needed to confer personally;
in spite of his later regrets at having wasted his talent

on the "pact of Faust,” Albéniz seems to have had a genu-

50The last project is known to the author only through

its mention in a letter reproduced in Llorens, "Notas
inédites," p. 100.
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ine affection for his English benefactor.s1

Musical life was at its zenith in Paris in the 1890's.
When Albéniz moved there with his family in 1893, Franck
and Lalo had just recently died, and Chabrier was soon to
follow; but Duparc, Fauré, Chausson, Charpentier, d'lIncy,
Dukas, and Debussy were all active. Albéniz was on par-
ticularly good terms with Charles Bordes,'Alexandre Guilmant,
and d'Indy, the founders of the Schola Canforum (1894), as
well as with Fauré, Chausson, and Dukas. It was in this
heady atmosphere that Albéniz developed his late style, as
represented in Iberia. The exact nature and extent of the
French influences on that style are open questions, but
the serious attitude of the Schola group and the wealth of
new music being performed definitelyAleFt their marks.52

While Albéniz continued to struggle with the uncom-

pleted King Arthur, he was also busy with other pursuits,

In 1895 he organized a concert in Barcelona of music by

Catalonian composers; dances from his own Henry Clifford

were pleyed, as was his Rapsodia espanola, along with

works by Granados, Millet, Nicolau, and morera.s3 Some
of Albéniz' time was consumed by journeys undertaken in

connection with performances of the operas listed on the

S1¢ollet, Albéniz et Granados, p. 56,
S25pe part iv of this chapter, "The Composer."

53callet, Albéniz et Grenados, p. 66,
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previous pages, particularly those of Pepita Jiménez:

Barcelona (1896}, Prague (1897), and Leipzig and Karls-
ruhe at unspecified dates.

Albéniz became visiting Professor of piano at the
Schola Cantorum in 1898, In the same year he became
quite ill while on a visit to London; this may havé
been the first manifestation of Bright's disease, the
hereditary illness of the kidneys of whicﬁ Albéniz even-
tually died.

In the area of composition, Albéniz produced his
orchestrel rhapsody Catalonia, which was to be the first

. . . 54
movement of a projected Suite Populaire, never completed.

Catalonia was first perfofmed on May 27, 1889, by the
Societé National in Paris; it was played again in January,
1800, in the Colonne Concerts. His songs to texts of
Money-~Coutts date from the late 1890's and early 1900's,
also.

The only piano work of any consequence composed during
this period was La gggg, No. 1 of a projected suite called

The Alheambra. Lz Veaa is the first of Albéniz' piano works

on a scale approaching that of the lberia pieces. A letter
to Albéniz from José Trao$ dated December 10, 1899, indicates

that the piece was complete by that date--and convey's Tragd's

S4pukes aided in the orchestration of Catalonia. Collet,
Albéniz et Granados, p. 66.
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S5

admiration for the work. The first performance was not

until March 6, 1905.

Albéniz was again gquite ill in the year 1900, A very
sympathetic letter to him from d'Indy dated October 7, 1900,
conveys the latter's great disappointment that Albéniz should
be unable to continue teaching at the Schola Cantorum in 1900-
1901.56 |

Albéniz returned to Spain; his health>impr0ved, and he
continued to work on Lancelot in 1901-1902. During this per-

iod his efforts to secure further performances of Merlin and

Pepita Jiménez in Spain seem to have met with obstacles in

the form of musical politics. On August 4, 1902, Albéniz

and Money-Coutts gave a lecture-recital in Madrid to pro-

mote Penita Jiménez, and in October of that year Merlin was

praised in an article by Rafael Mitjana; in 1903, the Prelude
to Merlin was played in a Monte Carlo concert, and in 1905

both Pepita Jiménez and L'Ermitage Fleuri were produced in

Brussels with great success. In spite of all this, Madrid
remained indifferent to Albéniz' stage uuorks.57
Perhaps these disappointments began to mazke Albéniz

realize that his work with Money-Coutts was not the field

in which lay his greatest promise. In 1904, Albéniz met

55Llorens, "Notas inéditas," p. 108. Chase mistakenly

gives the date of La Vega as 1889 in The Music of Spain, p. 155.
56

Llorens, "Notas inéditas," p. 96.

57collet, Albéniz et Granados, pp. 69-72.
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the pianist Blanche Selva at the Schola Cantorum, and she
gave the premiers of La Vega in 1905. 1In that same ysear,

Albéniz began his magnum opus, lberia.

Little specific information exists about the actual

composition of lberia. According to Carlos Surinach, the

first piece, Evocacidn, was composed in London in 1905.58

In 1906 Albéniz moved with his wife and two daughters to
Nice on doctars! recommendations.59 There he continued to
work on the other pieces in Iberia even though he often
suffered severe pain from his illness,. His wife was also
ill, and his daughter was "near death."60 Jerez, the second
piece in Book IV of Iberia, was the last composed.

One story concerning the composition of Iberia is
given repeatedly. This concerns the great technical dif-
ficulty of some of the pieces, and especially of Lavapiés.,
In earlier works, Selva had complained that the music was
unplayeable, but Albéniz coaxed and coached her, and she
did play them., O0f difficult hand-crossings in Triana he

said, "I have written this in order to see your little

*8surinach, Notes to Iberia, Vox PL 9212.

59Albéniz' son Alfonso must have died young, as he is

mentioned by the bicgraphers only with regard te his birth,

60This must refer to Enriquita. Althounh Van Vechten
and Jean-Aubry both make this statement, both daughters
were present and ambulant on the day of the composer's
death., See Istel, "Isaac Albéniz," p. 147,

61

_9ee p, 3 of this dissertation for information on the
premieres,
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white hands /fly back end Fortn7."62 3ut on a later

occasion the tables were turned: in a state of despair
[

because he believed that what he had written (Lavapies)
really wes unplayable, Albéniz came near to destroying
the manuscript, When 3lenche Selva heard this, she asked
to see it firet, end returning within a day or two, she
played the piece from memory.

Albéniz! last public appsarance as a pisnist was at
‘the Librairie ELsthétique in Brussels in 1508, Although
he was no lorger the virtuoso he had been, he played tuwo
works from Jlberia, Book II: Almeria anc Triana.

After 2o trip to Italy, Albéniz and his family returned
to Paris in September, 1808, The effects of dright's dis-
egse were steadily worsening; the best doctors could do
nothing. Albéniz suffered so much that he exclaimed, "All
I ask of God is a week's peace in which to wcrk before I
die.“64 His last public epmearance of any kind was to go
to dinner and a Wagner opera gerformance with Dukas and
fauré, but fHlbéniz had to lesve before the end of the apera.

After that he did not leave his house in Paris during the

6215tel, "Isaoc Albéniz,"p, 142: "J'ai dcrit pour voir

Les petites meins blanches biceloter." (gihelotor, from

i

3 - L . ~
Torrellas, YAlbéniz," p. 26.

G4

Jaime Pehisca, Fanuel de [+1lla, his '2fs ang weriis,
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winter of 1903-1909, He was visited by a steady stream of

twelve to fourteen friends each day, including Enrique

Granados, Manuel de Falla, Mme CErnest Chausson, /1fred

Cortot, Jacques Thiteud, Pablo Cesals, and Joseph and
Marguerite Long de ffarliave; Dukag is said never to have
missed a day all winter.65

In the spring of 1909 Albéniz' condition seemed to
improve somewhat, and in ifarch of that year he went with
his wife and deughters to the village of Cambo-les-Bains
in the fFrench Pyrenees. He rented a chalet there on
April 1.66 His condition worsened again in late April.
In May, 1909, Albéniz was awarded the Grand Cross of the
French Legion of Honor upcn the recommendation of Fauré,
Debussy, Dukzs, d'Indy, and Pierre lLalo., It was delivered
to him in Ceambo by inrique Granados.6

Albéniz disd circa May 18, 1909, in Cambo-les-Bains.68

65Collet, Albéniz et Granados, pp. 78-79.

661bid.’ ppo 75-??.

lbid., p. 78, n. 1.

68This is the date given by the great majority of sources:
Collet, Anglés and Penz, Istel, Chase, Grove's, Baker's, N,
Slonimsky, Subiréd, and Torrellas., Villar gives Nay 19,
Llorens gives hay 20, which meay represent recent research.
Van Vechten gives ifay 25, end Storer follows him., Morales
and Ewen give June 16, but this is certainly wrong, because
felioe Fedrell refers to Alhéniz' death (without giving a
date) in his article, "Isaac Albéniz: L'Home, l'artista,
y l'obre," Revistas iusical Catalana VI (June 7, 1909),
pp. 180-184,
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As the train bearing the body was departing the station in
France, parts of Fauré's Requiem were sung in Albéniz' honor.

The body was taken to Barcelona, where a large procession of
mourners attended the funeral, accompanied by the funeral
marches of Chopin, Beethoven, and wagner.69

Two piano works on the scale of the lberia pieces were
left incomplete by Albéniz at his death, Navarra, origin-
ally intended for the fourth book of ]beria, was deemed by
Albéniz to be inappropriate in style. It was completed by
LDéodat de Séverac. Azulejos was probably begun after Jerez
had been completed., It was finished by Enrique Granados.

Albéniz' wife, Rosina Jordana Albéniz, lived for some
years after her husband's death; she supplied Zdgar Istel
with information for his article on Albéniz (1929).70 Mme .
Laura Albéniz y Moya was similarly heloful to Collet, whose
biography dates from 1926, Sr. Vincente ffioya of Barcelona,
Laura's son, is named as Albéniz' sole heir in the notes to

a recording dating from about 1965.71

69Collet, Albéniz et Granados, p. 81, and Istel, "Isaac
Albéniz," p. 147,

70This article was probably written before that date;

the 1929 date is that of the translzated article in The
Musical Quarterly XV,

71Notes on record jackets author unidentified (Albéniz,
Concerto No. 1, Op. 78, Auditorium Records AUD 101).




The Man

Something of Albéniz' character and personality can
be gleaned from reading the story of his life--his inde-
pendence as a child, his exuberant pranks as a student at

the Brussels Conservatory, the large circle of friends

that was his in the later years in Paris. Biographers
are in agreement concerning Albéniz' personal nature, and
indeed confirm the suspected implications. Georges Jean-
Aubry knew the composer, and his description of the man
is the most comprehensive available; although it is long,
it is well worth quoting:

He who met Albéniz, were it but once, would re-
member it to his dying day. At first his effusive-
ness could surprise, yes even displease, but soon
one felt that a living fire inspired all his ges~
tures, and that the greet soul of the man dominated
his outward frame; and to astonishment would succeed
an affection which nothing could alter.

I do not think it possible for any other person-
ality to show such singular harmony between head and
heart. His eager intelligence never outran his fe-
verish love of life and things. On each one of the
few--far too few-~occasions 1 saw him he revealed to
me some phase of personality that endeared him to me.
He was one of the first to give me an estimate of the
young Spanish school, and in what glowing terms he
spcke of the love he bore the musicians of france.

The kindness and generosity of the man ware un-
surpassable: I could givs a thousand proofs. He
was sensitive without wishing it to appesr, and the
goodness of his heart was a thing of much charm. He
was unstinting in his preise of others; his talk was
always of friendship, affection, or joy. 11 never sauw
him otherwise. 72

-~

Jean-Aubry, "Isaac Albéniz," p. 536.

43
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Another first-hand glimpse of Albéniz is-offered by
Arthur Rubinstein:
The group of composers ZEt the rotunda of the

Sociéte Musicele in Paris, c. 19057 was sometimes
Jjoined by a fat little man with a round face, black

beard, and upcurled, abundant mustachios, He wag 2
Spaniard, a joviel fellow, whose eyes had a charm-

ing, smiling twinkle. We loved his stories, which
made us scream with laughter., I didnot know his
name. A few years later, Oukas presented me with
. a copy of Iberia, 2 Spanish composition whose authqr,
he said, had died recently. . . . It was Isaac Albeniz.
Albéniz is often compared to Liszt because of his gener-
ous nature: "He was . . . altogether modest about his gifts,
and so willing to help others that, like Liszt, he 2lways had
to work twice as hard as would otherwise have been necessary.
And he was nearly always short of money."?4
The prime example of this generosity is the history of
the publication of Chausson's best-known work, the Potme for
violin and orchestra. Lrnest Chausson was a very wealthy man.
His home was the most important salon for social gatherings
among the Parisian composers of the 1890's, and, after his
accidental death in 1899, Mme Chausson continued this prac-

. 75 _
tice. Chausson was a diffident composer on account of his

late start; he also hesitated to promote publication of his

73Rubinstein, My Youna Years, p. 131,

M"Isaac Albéniz," The Sritish Musician V (1923), o. 93.

See alwso Istel, "Isaac Albeéniz," o. 148, and Joseph ds Marliave,
"Isaac Albéniz" (1912), in £tudes Musicales (Paris: Librairie
Félix Alcan, 1917), p. 138.

75800k 1 of Iberia is dedicated to Mme. Ernest Chausson.
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worxs for fear of the advenlege his wealth might give him
over his collaagues, When Chausson met with difficulty in
securing the publication of the Pokme in 1896, Albéniz of-
fered to show it to Breitkopf & H4rtel while on a trip to
Leipzic. dreitkopf judged the music "too modern to please

ang sell" and re fused to publish it, whereupon Albéniz vol-
untzered to pay the costs of publication himsclf. He added
300 mark= extra as a royazlty for Chausson, which bGreitkopf
later handed suolemnly to Chausson in perscn.  "Chausson never
learned of the Spaniard’s generosity, yet we cannot but con-

sider a man hzppy who had the good fortune of counting Albéniz

. . 76

amcng his friende,®
Similarly, Alnéniz paid half the cost of ths publicstion

C . I 77

of Turina's Pizno Quintet. Alhéniz hefriended the young

Marwel de Falla in Parie, and it was AlBéniz who sugnested

thet Falle give himself more scope than a pieno alone would

allow oy his Niohts
i iyt el et

'L.a

in the Gardens of Soain, originally

73

plenned as Nocturnes for piano sola, alténiz alsc heard

the boy Pablo Casals play, predicted a great future for him,

-~

and geve him a letler of introduction to Count Morphy.

deinstein, Lrnecet

. Y P
Tahaoma PI‘E?’»?‘,, 195'},
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Physically, Albéniz appeared healthy and robust; in fact,
he became so corpulent in his later years that he could not
sit comfortably at the piano. His appearance belied his
great physical suffering from disease, however; according

to hies daughter Laura, hardly a day passed without pain,

although he remained exuberant and r:heerful.a[J

Except for his youthful impulse to enter a Benedictine
monastery, Albéniz was not actively religious. Having been
baptized as a baby, he was technically a Roman Catholic.
His father was a freemason. In later years, Albéniz seems
to have maintained a very personal and emotional kind of
belief., He took a great interest in the Dreyfus affair,
siding naturally with the "innocent Israelite."B1

fiost writers note that there were two distinct sides
to Albéniz' personality: the early Bohemian and the later
"Senedict," or peaceful married man.82 On the one hand was
the adventurer, the “Moor," with his predilection for the

"stirring people, the plebeian suburbs" and lure of Anda-

B
lusia. 3 Un the other hand was the bourgeois Parisian, the

80collet, Albéniz et Granados, p. 10.

Ibid-, pDo 60-62-

8215tel, "Isaac Albeéeniz,"™ p. 125.

83v1adimir Jankélévitch, "Albéniz et 1'€tat de Verve," in

La Rnheueedie: Verve et Improvisation Musicele (Paris: Flam-
marion, dgibliothéque d'Esthétique, 1955), p. 154: "Sa pre-
dilection va aux grouillements populaires, aux fauxbourys
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expatriate, completely devoted to his family and to music,
who protested "against the chickpea and against the lack of
'comfort!'” in Soain.84 Amid all the accounts of Albéniz'

fine wife and happy marriage, one is surprised to find the
following anecdote in a letter from Chausson to Mme. Chausson:

You do not know that I was obliged to admit that
I am an absolutely faithful husband. Albéniz
wanted to prove to Schalk that there is not a
single married man who does not have a few brief
adventures which entail no consequences and which
would not affect marital fidelity in any way. As
he tried to line me up as a witness with repeated
"isn't that so's,” I had to say that such was not

my case. Whence exclamations! "It is true,”
Albéniz replied, "that your wife is so beautiful,
so intelligent, so kind . . . " 85

Villar feels that the Bohemian aspect has been over-
emphasized: "“Excepting his little juvenile forays, in the
time that he gave concerts throughout Spain, he was always
orderly and methodical."86 In this same vein Albéniz' daugh-
ter Laura pointed out that the biographers had neglected to

mention the composer's vast (and self-taught) knowledge of

plébéiens: Triana 2 Séville, l'Albaicin a Grenade, Lavapies
a Madrid; + « o "

Albéniz himself speculated about the lure of Granada
(where a memorial plague dedicated to him now appears in
the Alhambra); see Llorens, "Notas inéditas," pp. 100-102.

84Federico Sopefa, Historia de la Mdsica Espzfola Con-
tempordnea (Madrid: Ediciones Rialp, S.A., 1958), p. B83:
"contra el garbanzo y contra la falta de ‘'‘confort', . . . "

855

arricelli and Weinstein, Ernest Chausson, n. 92,

86Villar, "I:aac Albéniz," po. 7&, 75: MExceptuando sus

pequenas correrlas juveniles, en la época en que did concier-
tos por Espana fué siempre ordenado y metddico."
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general culture. According to her account, Albéniz read and
wrote, in addition to Spanish and Catalan, perfect french,

English, and Italian, and some German, His library contained
all the French, English, and Spanish classics, important works

of modern fFrench literature, and some 6? the German philoso-

phers, and he was a connoisseur and collector of modern
paintings.87

The nature and extent of Felipe Pedrell's influence an
Albéniz as a composer is not clear. Some authors coneider
Albéniz' meetings with Pedrell as a major turning point in
his life on the other hand, bablo Casals considered Albéniz!
study with Pedrell unimportant.88 The consensus of opinion
is that the "lessons" contained little technical instruction,
and that they were more like conversations between two col-
leagues.89 The main thrust of the conversations was toward
the idea of using the riches of Spanish folk music as the ba-
sis of a national art., Pedrell's description of Albéniz‘
reaction to more formal pedagogy provides a final element in

this short portrait of the composer of Jberia:

Artistic temperaments like his are not teachable.
They carry their destiny within themselves., 0One can

87co11et, Albéniz et Granados, pp. 11-12,

88  ponard Seeber, WNotes on record jacket (Albéniz,
Concerto No, 1, Up. 78, Vox Turnabout TV-S 34372).

BQA good summary of Pedrell's own accomplishments is given

in Otto NMaycr-Serra, "Falla's NMusical Nationalism,'" The NMusical

Quarterly XxIX (1943), pp., 1-3.
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only guide them to prevent their wasting the flow of

their inspiration. Ory, hard, cold rules only upset
them, 90 .

I noticed_that when we discussed these technical
principles /enharmonics, instrumental ranges, trans-
positions, etc./ and others more difficult still,
that much grieved, he would withdraw within himself;
and when 1 realized that he did mot understand arid
regulations, I determined in the future never to talk
te him about rules, chords, resolutions, and other
technical hieroglyphics; but to dwell on a fine and
cultivated tascte, merely seeing to it that so extra-
ordinary an intelligence was correctly guided. And
thus, since quite indirectly and unconsciously he
had a solid training, due to the magnificent liter-
ature of the piano, I was finally able to say to him,
to stimulate his imagination: "To the devil with all
the rules! Fling them into the fire, all these trea-
tises on harmony, counterpoint, and compasition,
these thearies of instrumentation and what not, which
were nct written for you, and which in the end will
only peralyze your natural genius." 91

90

Van Vechten, "Isaac Albéniz," p. 236.

Vanouardia of #ay, 1909.

C -
31Istel, "Isaac Albéniz," pp. 124-125; taken from the

Soma of the same material appears
in Pedrell, “Isaac Albéniz," in the original Catalan.
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Joseph de Marliave has written:

He was without show, virtuosoism, or pose, a daz-
zling pianist, a male, vigerous, magnificently pas-
sionate pianist, judicious in his interpretation,
profoundly artistic and comprehending. 95

Albéniz was the precipient of high praise for his playing
at an early age. Llorens reprocduces two poems "among many"
addressed to the youthful pianisty the poems date from 1873
and 1374 (when Albéniz was thirteen years old).96 At the age
of twenty (1880) a reviewer in Santiago, Cuba, praised his
"exquisite delicécy of tone, the good taste of his expres-
sion, his temperament and power, as well as an extraordinary
finger facility, combined with an elegant and sympathetic
stage appearance."g7 At that time his repertoire consisted
of a concerto and twelve diverse works by Bach; two suites
and four pieces by Handel; twelvs works by Scarlatti; two
suites by Rameau; ten pieces by Couperin; four sonatas and
two pieces by Haydn; three concertos, five sonatas, and four
pieces by Mozart; two concertos, six sonates, and three other
pieces by deethoven; qur pieces by Schubert; two concertos,

a sonate, and three pieces by Weber; two concertos, six ro=~

mances, and four pieces by Mendelssohn; a concerto and five

FS1rsnslated in Van Vechten, "lsaac Albéniz," p. 237.
Marliave's oriqginal seems to be paraphrasing Pedrell.

96Llorens, "Notas inéditas," pp. 92-~93.

5Tlctel, "Isaac Albéniz," p. 123. Quoted mare fully in

Collet, Albéniz et Granados, p. 33.



works 0y Choping twc

N E
gos

three by uussek; the

ple

a concertoc and six work

s by

three works Mayer; two

oy

by Liszt; six worke ny 3

es by his patran

concerto by Grieq

Extensive quotations

in the 1820%s are given by

should be nolted aleon thast ©

Alaveon, from which Collet
dates from 1235, when AlbLEn
suerra affirme that zt that
ranik of concert artisia,.
In 1887, a2 Lo 1l
We glve a portrait
at, the mornoni, Hue is
hesrod since Lioczt, He
dalicacy, and Hdans ven
Schanberg states thal Y"Ihew
with o noed dool of respoct
Forisien fricnds Vioncent d?

concertos

concer

from reviswe

&

and ong by Ries;

concerto and five werks by ¢

Rubinsteing six pleces by Hellor;

t

tos, fanta=zy, and eight

own comnositions.

n

Albénizt concerts

99

of

Collet in his biccraphy. It
he bloagrsohy by Antonic Duevre y

takes much of his informalion,

iz was only twenly-six years old;
Lime Albfmiz was in the front

L ‘*t(‘fed:

of Albh&niz, wha creates a furcro

cre of the beut pilanists we have

of Ru in his

cinctein

1wl vioour, 100
revievod his London aopearanoes
Ty
N} PR T TP
M Letteors from Aloend 2!t
indy, Josenh Cuy Ronartz, ond
Cuourros's Sic-

schumann

AILKS

]



53

Charles Marie Widar and from the Spanish composers Fraﬁcisco
Asenjo Barbieri and Tomds 8retdn testify td the esteem in
which he was held as a pianist by those musicians even in
the 1890's; by then he was no longer a full-time performing
artist because he was concentrating on composition. He was

also praised by Matthew Crickboom, Belgian violinist and
composer and founder of the celebrated Crickboom Quartet,
as "the best pianist af chamber music I know."102

As noted previously, Albéniz served as visiting Pro-
fessor of piano at the %chola Cantorum. He was alsao in
demand as a private teacher in Paris., Villar states that
Albéniz always took part in the juries at the Paris Con-
servatory.m3

By the time he composed ngzig, Albéniz was somewhat
"rusty" as a pianist. Even so, he played Almeria and Triana
publicly in Brussels in 1908; and Marliave recounts hearing

Albéniz play the third book of lberia privately upon its

completion in 1907, and he describes the playing as "mer-

. 104 .
veilleuxt® Albéniz also coached both 8lanche Selva and

. . .1
Joaquin Malats for their early performances of Iberia.

102Llorens, "Notas inéditas," po. 94-86: " ., , . le

meilleur pianiste de musique de chambre que je connaisse,"
103yi11ar, "Isaac Albéniz," p. 74.
1DAMarliave, "lsaac Albéniz," p. 122.

1055urirnach, Notes to lberia, Vox PL 9212,
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Jean~Aubry's description of the composer playing Iberia
without the requisite amount of practice gives a final in-

sight into the man and the musician:

It was wonderful to see him at the pianoforts,
playing his own works, in the last years of his
life, The virtuoso of former days had lost his
cunning, his fingers were not equal to the dif-
ficulties, and we were given the spectacle of
Albéniz singing, stamping with his foot, talking,
making up with looks and laughter the notes his
fingers could not play. 106

106Jean-Aubry, "lsaac Albeniz," p. 536.



The Composer

As is the case with so many other composers, the orks

of Albéniz have been divided into three style periods, or

107

Wnanners," by biographers. The first period is that of
the many unpretentious, improvicatory oniano works, theg pilano
concerto and rhapsodies, early songs, and those works for
which the scores are now lost--the pianc trio, the oratorio

£l Cristo, and three early zarzuelas., C(Ceantos de Espafa,

C

p. 232, may be ronsidered a2 border-line work between the
first and second periods; the first period extends then un-
til ebout 138Y, when the composer was not thirty years of
age. The middle period is centered mainly arcund opera
composition, beginningo with the early London stage werks of

1892-16493 (Lérendes bibligues, Pocr Janath:zn, and The Mazic

Upal) end extending through the works done in collsboraticn

with the £nglish banker-librettist F. Money-Coutts (Henry

Clifford, ferlin, and Pepita Jiménez), This period also

includes the successful zarzuela 5an Antonio de le Florids,

songs tc texts by Costa de Seauregard, Pierre Loti, and
MDney-ﬁoutts (the first two), and the orchestral rhapsody
Cataloniz (1893), The piano work La Vega (1899) is consid-

ered transitional in style between the second and third pec-

1O7Cullet, Albéniz et Granados, pp. 89-93,

Anconio de las Heras, Vioa de Albéniz (Barcelona:
tdition:s Patria, 1940), cited in Starkie, Spain, Vol., II,
pp. 121-122.,
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riods, The final period includes the late songs dome with

Money-Coutts (the cycles To Nellie and Quatre Mélodies and

three unpublished songs), the children's piano work Yvonne
en visitel, the works completed by others and published

posthumously (Azulejos and Navarra), and of course [beria,

Varying opinions have been expressed caoncerning the
value of the early and middle works of Albéniz. Most writ-
ers state without hesitation that Iberia was his greatest
accomplishment. Collet agrees with this verdict, but hs
feels that the essential elements aof the style that one
recognizes as Albéniz' were present before lberia. He
points out that the early piano works, not Iberia, were
responsible for Albéniz' place in the hearts of the Spanish
common people and their musical "artisans." Collet argues
that if Albéniz is to be considered the "founder" of the
Spanish national school of Granados, fFalla, Turina, etc.,
that this movement was under way before lberia, in fact,
by the 1880's, 108

Since this dissertation is an analysis of lberia, and
not a comprehensive study of all the works of Albéniz, nor
even\of all his pisno works, the qguestion of their relative
merits can be treated only briefly and with the aim of an-
swering the questions: What are the techniques that make

possible the obviously greater scope and complexity of the

108¢511et, Albéniz ot Granzdas, pp. 90, n. 1, and 108-109.
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Iberia pieces? Can an embryonic form of those techniques
be found in the best of the earlier works? The answsr to

the first of these questions depends upon the investigation

of stylistic and structural features of lberia, to be found
in Chapters IIl1 and IV of this dissertation. Only after
these features have been summarized in the first two parts
of the Conclusion can the second question be considered
meaningfully; the answer to the second question, therefore,
is delayed until part iii of the Conclusion. 1In this way
the side issue of Albéniz' late "change of style" can be
approached énalytically rather than through opinions based
simply on taste. Some background on the issue of Albéniz
as Spanicsh nationalist-romantic or as French impressionist
is precented here, however.

Assuming that Pedrell did encourage Albéniz to make
use of the Spanish folk-music heritage, it does not seem
to have resulted in the actual guotation or adaptation of
specific folk melodies except in rare instances. Categori-
cal denials that he ever used a pre-existing melody, as
adduced by Ewen and Marliave, probably overstate the case;109
by way of the exception that tests the rule there is the

orchestral rhapsody Catalonia, in which popular Catalan

109Ewen, The World of Twentieth-Century Music, p. 2.
Marliave, "Isaac Albéniz," p. 133.
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110
themes seem to have been used. Istel's comment is

helpful:

In general Albéniz's relations with folkwise art are

guite cpecial im character; he has borrowed from it
only rhythmic and harmonic peculiarities and scarcely
any melodic ones, or these last only in that, so to
say, he employs certain intervals of fioriture cher-
ished in Arab and Gypsy music, without directly mak-
ing use of Spanish, Gypsy, or Arabic folk-motives. 111

Speaking of Debussy's "Spanish" music, Chase states that
this "principle of essential truth without recourse to
the actual folklore document was the aesthetic basis of

Albéniz' Iberia and for most of Falla's music."112

Sopena
also praises Albéniz for his avoidance of an "erudite dash
of Folklorism."113 The advantage of this choice, as pointed
out by these wiiters, is that the freedom gained by not be-~
ing tied to pre-existing melodies allows the composer great-
er scope in which to intensify his expression of the Anda-

. 114 3 . .
lusian atmosphere. Morales, noting that Bizet used in

Carmen a rhythm of habanera as well as two or three Andalusian

10¢cu11et, Albdniz et Grenados, pp. 156-157.

Istel, "Isaac Albeniz," p. 140.

111Istel, "Isaac Albéniz," p. 127.

1
126hase, The Music of Spein, p. 300,

1 3Federico Sopena, "Isaac Albéniz," in Dos afos de misica
en Lurona (Madrid: Espasa-Calpe, S.A., 1942), p. 92: ‘“rasgo
erudito de folklorismo . . . " ,

114

The special role of Andalusia in the "Spanish" musical
idiom and the place of the Arabic and Gypsy styles in the
Andalusian style are discussed in Chapter II.
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tunes, says, YAny of the piano music of Albéniz, for in-
stance, Evocacidn, which is built on original ideas, is
more Spanish in feeling than Bizet's version of themes

recognized as popular."115

In his book Music ig Qur Time, Salazar postulates

that musical nationalism may be divided into three stages:
1) the "elementary exploifation of the Folkloristic docu-~
ment,” 2) "that which converts the commonplaces of local
caolor into elements of style with which the composer works
to create compositions in independent form more or less
distant from the popular forms of its origin," and 3) "the
untrammeled eloguence of a language with national elements,
yet inalienably the composer's." Salazar is in agreement
with the opinions given abaove regarding the extent of
Albéniz' use of the "folkloristic document," and he places
Albéniz in the second phase of nationalism, In the same
category he puts Rimsky-Korsakov, the earliest Stravinsky

(before Petrouchka), and Villa-lLobos, as well as Granados

and early Falla., Salazar considers later Falla (and also

Debussy in his "Spanish" music) as representative of the
1

third phase of nationalism. 16

Salazar's ascsessment of Albéniz in relation to Falla

11SMOrales, Preface to Van Vechten's The lMusic of Gpain,
P. xvi.
116

Adolfo Salazar, Music in Our Time, trans. hy Isabel
Pope (New York: W.W. Norton & Co., Inc., 1946), pp. 306-307
and 334-335,




60

and Debusay implies superior creative powers on the pa£t
of the latter two men, and this judgment should probably
be accepted., It aleo implies a difference in esthetic
outlook--the romantic nationalism of Albéniz ac opposed
to the more sublimated impressionism of Debussy and falla

and the later neo-classicism of Falla (e.g., the Harpsi-
cherd Concerto). The question of impressionistic traits,
and of french influences in general in Iberia,'has been
broached by several writers concerned with the works of
Albéniz., Van Vechten, for example, states that Spaniards

usually prefer Albéniz' earlier works to Iberia, "which,

they assert, is more French than Spanish."117 This 1is

not Van Vechten's own view; but it is that of Istel:

« « » 50 long as Albéniz still trod the Iberian soil,
so long as he, like the legendary giant Antaus,drew
his strength out of his contact with that ground, he
wrote in ancother style; simple, with folkwise amiabil-
ity, at times, perhaps, in a manner somewhat banal (to
use a term the musical artist affects), but always
naturally., In Paris, in a circle of famous and musi-
cally culturedcolleagues, Albéniz was evidently ashamed
of his naturalism., Instead of singing his little song
beneath the eternally smiling sun of Spain, freely and
happily, with no concern for academic demands, he spun
himself into the grey Parisian mists of his studio,
warking, studying, brooding, discussing, and seeking
to win the approbation of that Schola Cantorum into
which an Alhéniz really did not fit at all because he
was far too unacademic and vital., 1t was thus that
the music of his "Iberia" came into being, a music in
whrich his erstwhile out-of-doors inspiration struggles
with the effort always to remain "distinguished" and
"interesting": and as a result, though in a purely

117Uan Vechten, "Isaac Albeniz," p. 243,
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artistic senss much was won, in a truly musical one
much was lost., In one word: "Iberia" is studio music,
of a highly subtilized french type. 118

Istel's attitude, however, as revealed by his continuation,

may be suspected of originating in a bit of German anti-french

chauvinism (1929):

As such it was quite naturally admired by his
Parisian fellow-students /sic/. Debussy (whom
Albéniz, incidentally, never liked), in the S.I.M,

of December 1, 1913, wrote a very laudatory article
e o . 119

On the other hand, some Spanish musicians object to
the accusation of excessively "fFrench" characteristics in
Iberia., Carlos Surinach finds only a little french impres-

. . . 120
sionism in lberia. Morales states that to cite french
influences in lberia is an "absurd assertion; for in its
very essence it represents the antithesis of the eliminat-

ing process, characteristic of the French mind."121

And
Salazar notes that "the reproach of 'French style' besets
all the Spanish musicians who wished to evade the Italien

opera, first, and later the CGerman doctrines which irradi-

1
ated from the school of Leipzig to all the Conservatories."

118Istel, "Isaac Albéniz," p. 143.

1191p5 4. "s,1,M.% stands for the monthly Société Inter-

nationale de Musigue. For Debussy's remarks, see p. 6.

1204 rinach, Notes to Iberia, Vox PL 9212.

121MOrales, "Albéniz," p. 10,

1225alazar, "Isaac Albéniz," p. 124,

22
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From a modern perspective the issue of French veréué
Spanish idiom can be dealt with more objectively, through
analysis, than it has been in the literature on Albéniz,
where early judgments seem {0 have been perpetuated with-

out enough recourse to the music itself. It may be help-

ful, however, to precede the analysis with some specifics
regarding Albéniz' Parisian acquaintances and his own at-
titudes concerning them,

Since Debussy was certainly the most prominent French
composer of the years Albéniz spent in Paris, many writers
have jumped to the conclusion that Albéniz fell under his
direct influence. Trend, for examole, states, " . . .
Albéniz turned student again in middle life at the feét of
Debussy and created his musical Iberia in a sublimation of
the sounds of the guitar and the rhythms of the dance."123
This conclusion must be regarded as exaggerated at best,
for three reasons,

In the first place, Albéniz' primery contacts in Paris
were with musicians wha were somewhat deprecatory of Debussy
and his "impressionism.," goth Chausson and d'lndy had been
pupils of Franck, and the Schola Cantorum circle in general
was of a rather more conservative esthetic persuasion than

Debussy. Their interests were directed toward such classical

forms as the sonata or variations, rather than toward impres-

12354, Trend, Manuel de Falla eng Spanish Music (New
York: Alfred A. Knopf, 1929), p. 148.
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sionistic tone-painting. If there is a specific influence
of the French composers to be found in Iberia, it is the
complexity and the attempts at large structures barn of
Albéniz' great admiration for the learned Vincent d'Indy,

Albéniz undoubtedly heard Debussy's music, and he knew

Debussy personally, but there is no record of professional

discussions, much less pedagogy.124

Secondly, Albéniz had something of an aversion to the
impressionist esthetic, simply as a matter of personality
and taste. According to Collet, "Pelleas seemed disagree-

able to him, and he had bravos only for fervaal, Ariane et
125

Barbe-Bleue, or the chamber music of Fauré." Salazar

and Sopena cite Albéniz' preference for directness of
effect, his articulate and vigorous manner of expression,
his romanticism, his complex agglomerations arcund a rela-
tively simple nucleus, and his lack of intellectualism and
literary symbolism as traits that were uncongenial to the
126

crepuscular, purely atmospheric values of impressionism.

The third factor that has caused the exaggerated esti-

1241n a letter of c. 1899, Albéniz mentions a conversa-
tion with Debussy the previcus night., See Llorens, 'Notas
inéditas," p. 100.

125Collet, Albéniz et Granados, p. 59: "Pelleas lui pa-
reissait désagréable, et il n'eut de bravos que pour fervaal,
Ariane et Barbe-Bleue ou la musique de chambre de Faure.”

126

Salazar, "Isaac Albéniz," pp. 144-145,
Sopefia, "Isaac Albéniz," pp. 90-91.
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mate of Debussy's influence on Albéniz' lberia is a siﬁple
error in chronology. The error originates with the usually
dependable Manuel de Falla and is repeated at least twice

by J.B. Trend. 1In his article, "Claude Debussy et 1'Espagne, "

Falla states:

Certain effects are known tg us from the strummings
of guitars by the people of Andelusia. Curiously
enough, the Spanish musicians have neglected and
even despised these effects. They considered them
primitive, At most, Spanish composers were able
to incorporate guitar figurations in works of con-
ventional harmonic or melodic design. It was
Debussy who showed how these guitar fiqurations
were to be used with imagination., Results were
immediately forthcoming: the twelve jewel-like
piano pieces forming the set lberia by Isaac
Albéniz are sufficient proof. 127

Albéniz' Iberia was published in the years 1906-1909, and,
as has been noted, it was well known to Debussy. Of the
"Spanish" pieces by Debussy, only the "Soirée dans Grenade"
of 1903 could have been known to Albéniz at that time. The
best-known of Debussy's "Spanish" music, his orchestral
suite Iberia, was published in 1909 and first performed

in 1911. The Préludes in the "Spanish® style,r“La s€rénade
interrompue’ and "La Puerta del Vino,!" date from 1910 and

1913, 128

Thus, even if Falla did not have Debussy's lberia
specifically in mind when he made the above statement (al-

though it appears he did), it is completely erronesous for

127 anuel de Falla, "Clauds Debusey et l'Espagne," Revue

Musicele I (1920), p. 210; trans. in Lockspeiser, Debussy,
Val. 11, Appendix B, p. 260.

128Lockspeiser, QDebussy, Vol. II, p. 260, n. 1.
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Trend to state that Albéniz' Iberia shows "direct traces

of Debussy's influence" and "the collection was published

after Debussy's orchestral suite of the same name."129 On

the contrery, Vallas concludes that "it was Debussy who

came under the influence of Albéniz; . . . But, as Manuel

de Falla has stated, other young Spanish composers were
inspired by the example of the French master."130
It should be added that any claims of influence on
Debussy by Albéniz apply only to Debussy's "Spanish"
music, and that these conclusions do not deny the pos-
sipility of any influence of Debussy on Albéniz; one
must simply realize in which direction to consider the
tempting comparisons of the two Iberias. Concerning
French influences in general, however, Albéniz himself
was vehement. Two letters from the Portugese musicolo-

gist and pianist José Vianna da Motta, concerning Albéniz!'

Quatre Mélodies, illustrate this; Albéniz' reply, not

reproduced in the source, seems to have denied the charge

vigorously:

129Trend, Manuel de Falla, p. 53; Trend quotes Falla's

statement without comment or correction on p, 32.

1SDLéon Vallas, Claude Debussy: his life and works, trans.,
by Maire and Grace O'Srien (London: Oxford University Press,
H, Milford, 1933), p. 203. The error in chronology is also
noted in Suzanne Demarquez, [Manuel de falla, trans. by Sal-
vator Attanasio (Philadelphia: Chilton dook Co., 1968), o.
148; she adds, "Actually, Debussy's influence in Spain be-
gan with Falla himself.,"
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"Cher ami,

"I have been very touched by your gift and thank
you for your charming pieces, 1 find there much of
postry and character. It seems to me only that there
is a conflict in you between the Spanish and the ad-
mirer of Vincent d'Indy and Debussy."”

"Mon cher ami,

"I truly regret having caused you any chagrin with
a false supposition., Of the rest I have only supposed
that those little rapprochements of the music of Debussy
were willful, I supposed only that there was an influ-
ence of Debusqy upon you, After your declaration, I
see the case extremely interesting that two composers,
strangers to one another, happen onte a like harmonic
system, which shows that these needs for new harmonies
are in the air and that such a development in music is
logical and given by the nature of same." 131

Against this background and that concerning "Spanish"
music, found in the next chapter, the anzlysis sections of
this dissertation (Chapters IIl and IV) will show how the
"impressionistic!" style traits in Iberia were well=~suited
for expressing the Andalusian musical idiom, and that the
way those "French" sounds were used by Albéniz proceeded
from the desire to create formal structures larger than
he had previously employed, rather than from a desire to

emulate Debussy.

131, ) )
José Maria Llorens Cisterd, "El 'Lied! en la obra

musical de Isaac Albéniz," Anuario Muysical XV (1960), p. 134,




CHAPTER 11

MSPANISH" MUSIC

"Universality," Spain, and Andalusia

The trouble with Spanish music is that it is too
exclusively Spanish., The best composers have not yet
succeeded in writing universally., This would seem to
be a matter of deliberate choice, not of natural lim-
itation, for Albéniz, Granados, and Falla all gave in-
dications of higher powers than they exercised. 1

This stetement is typical of the literature dealing with
the music of the “modern Spanish school." The writers assume,
first of all, that there is such a thing as a "universal®
music that does not require a familiarity with its4idiom in
order to be understood.2 Then, while recognizing a "delib-
erate chaice" of idiom on the part of the Spanish composers,
they nevertheless view this as Y"the troubla with Spanish
music," a failure to exercise "higher powers." Both tech-
nical.flaws (resulting from cultural and historical factors
discussed below) and a narrowness of idiom are readily admit-

ted in lberias; however, the two ideas should be separated.

lernest Hutcheson and Rudoloh Ganz, The Literzture of the

Pisno, 3rd ed. (New York: Alfred A. Knopf, 1966), p. 360.

Modern ethnomusicology adopts the term "musics" to in-
dicate vastly different cultural bases underlying musical
lanquages in different parts of the world.
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The stumbling block for most listenerg is the latter, not
the former. UOnce one gets beyond the idiom (which is even
more specifically Andalusian than 3panish), the expressive
range (the "universality") of the music, far wider than a
mere image of "sunny Spain," becomes evident,

The reproach of "non-universality" against Spanish
music often takes the form of criticisms regarding its
so-called "faults of constructive technigue.," Debussy's
comment, for example, that Albéniz "went so fer as to throw

music out tne windows" (see page 6) is interpreted by one

writer to mean that "Albéniz lacked that sense of economic
proportion which the very great masters of muriec 211 nave
possessed."3 Another writer attributes Albéniz' faults of
technigue to an inadequate eerly musical education, in spite
of his many teachers.4 Jean-Aubry freely admits that Albéniz
"even at times sacrificed perfection of faorm," but he defends
the composer by observing, "In music there are many excellent
scholars but few poets.“5 While it would be wrong to deny
that there are, in the conventional sense, formal blemishes

in Iberia, one should keep 8 certain perspective in mind:

3Istel, "Isasc Albéniz,'" p. 143,

AMarliaVE, "Isaac Albéniz," p. 132. (rlbéniz' early
training was concentrated almovt entirely in pianoc, not in
composition.)

bJean--f\ubry, "Isaac Alkéniz," p. 537.
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Taking the Northern music as & standard or criterion,
we can make the following objections against the South-
ern /I.e., Spenish/ Its melodies are brief to the degree
of fragmentariness. Its rhythms are confined to a few
characteristic figures, In the matter of form it is
rhapsodic, not finely wrought fugally or cast into
grand symphonic architecture. Spiritually it seems by
contrast almost shallow. Intellectually it is erratic,
in thet where with Northern music we have well packed
logical development, with the Southern we may have long
flights of apparently irresponsible melismata or florid
cadanza, Then whatever the piece, its mood, purpose, or
form, it seems bound to bring in the same conventional
melodic turns and the same continuous subsidence upon
the dominant of the key.

These objections are fatal, in view of the assumed
standard., dut since that standard is false, the objec-
ticns are to be struck out., 1n other words, Spanish
music must from the outset be regarded from a totally
different position. ., . . it has come, not from the
great congregations of the Lutheran Church or the great
worldly operatic public of Austria and Italy, but pri-
marily from the burning Grient and the gipsies. « . &
We have thus to be educated intoc the Spanish form of
musical art, The process is not complex or confuging.
Given first a radical sympathy and some personal musi-
cianship, it reguires no more than an understanding of
the nationzl poetry, art, philosophy, and average men-
tal and emutional conditions.,

It is not necessary to cross the seas and gather
knowledge of primitive Oriental music. 1If we learn
a little of Hebrew, Arabian, Persian, and Hindu music,
and of the gipsy of ELurope in general, we are certain-
ly made open-minded to the variety of music, and forced
to recognize that what we are familiar with from the
cradle is not the only kind; but this is not actually
necessary here, for the reeson that everything in Spain

as long since been assimilated into that which has its
own raison d'etre. 6

Tha musical characteristics and oriental backgrounds

referred to in this statement are of course those of the

6Sydney Grew, "Modern Spanish Music,®™ Ch. B8 of Spain, A
Comnanion tu Spanish Studies, ed. by £. Allison Peers, 5th ed.
(London: Methuen & Co., Ltd., 1956), pp. 248-245. (Emphasis
in the second paragrach is added.)
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popular or folk music in Spain. As has been seen in ﬁart iv
of Chapter I, Albéniz rarely used folk music in its original

form in his music, so the eastenn elements in Iberia are a

step further removed from their source than they are in the
folk music itself, However, it is the strong evidence of

the folk music in the works of Albéniz, Granados, and Falla

to which such writers as Hutcheson and Ganz object (see page

67)., This objection is unrealistic:

Spanish musical inspiration has not proceeded, in the
majority of cases, from highly cultivated intellects
nor refined tastes but from the healthy temperaments
of artists aof the people. This popular basis and non-
intellectual quality may be observed invariably in
Spanish music, no matter what the degree of education

nor how lofty the elements of style and technique in
the individual artist. 7

Historical circumstances also help account for the role
of popular elements in Spanish "art" music:

LThg7 strugole between the assimilation of foreign
influences and the transformation of popular regional
materials is not particular to Spanish music. It
presents itself to all nations without a musical tra-
dition of their own, or where musical evolution, vital
and originel in former centuries, has been interrupted
for a considerable period. The latter is the case of
Spain, 8

The problem of formal construction using folk-music
materials was likewise a product of the currents of history.
This matter is well summarized by @ Spanish musician (uniden-

tified) in an interview with the ubiquitous James fiichener:

7Salazar, Music in Our Time, o. 304,

BMayer-Serra, "Falla's Musical Nationalism," p. 1.



71

"When you demand that Falla and Albéniz take
Spanish themes and build from them what Brahms
and Dvotdk built from theirs, you're out of your
mind. Germany and Austria of that day had orches-
tras and opera companies an'd string ensembles that
needed the music these men were writing, Spain did
not. One small orchestra here, ancther there, a
visiting opera company from Milan, and an audience
who wanted to hear only Carmen and La dohéme. The
Spanish audience still doesn't want a symphony or
an opera featuring a large ensemble and a compli-
cated structure. It wants a short, individualized
work and that's what the Spanish composer learned
to supply. Zarzuela, not opera. GBecause symphonies
and operas are not within our pattern, desides, the
material that Pedrell resurrected for these men was
ideally suited to individual types of presentation.
In criticizing Falla and Albéniz for not having pro-
duced in the grand manner, you are criticizing not
the composers but the Spanish peaple, and you are
betraying your own lack of understanding."

"But do you agree,"l asked this Barcelona expert,
"that the themes themselves, those soaring, passionate
Spanish statements we find in Granados and Falla . . .
They're better than what_Brahms and DvoYdk had to work
with, aren't they?" /[sic/

"Much better. But if you ask me next, 'Then why
didn't Spanish composers build better with those
building blocks?! I'1l have to repeat that your ques-
tion makes no sense. It just doesn't relate to the
facts in Spain." 9

Another reason for the "faulty construction" of music
from the Spanish school may be sought in certain character
traits of the Spanish people; the fecllowing observations
were made in a context free of references to music:

As conquistadores they were supreme; the problems
of constructive colonization showed their weakness,

Boundless energy in the thrill of action, great mo-
ments of visicn "silent upon a peak in Darien," but

gJames A. Michener, lheria: Spanish Travels and Reflec-

tionc (Greenwich, Conn.: Fawcett Publications, Inc., reprint
of Random House, Inc. edition, 1968), p. S57S.
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scant patience for the routine task of consolida-
tion, of reasoning, of laborious study. Spain's
greatest authors have been men of intensely active
life who have done things and forborne to theorize,
Their drama is essentially one of improvization,
born of contact with mankind, . . .

The genius of Spain is to a striking degree crea-
tive rather than critical. Criticism implies the
recognition of a corpus of authority, of norms of
conduct, of schools, a long preoccupation with facts
qua facts. Against all such the Spaniard instinc-
tively rebels. . .+ .

The results of this lack of continuous applica-
tion, of rigorous impersonal thought, are apparent
in every menifestation of the Spanish genius. Its
achievements are of the nature of sudden flashes of
inspiration, brilliant conceptions marred by mediocre
development and faulty judgment in detail, 10

In the same article in which he highly praised Albéniz'
lberia (1913), Debussy wrote:

« ¢« o One heard that admirable folk-music, so full of
fancy and rhythm as to make it one of the richest in
the world. This very richness appears toc have been
the cause of the tardy development of the other type
of music. FProfessionels werse shyly reluctant to en-
close so many lovely imorovisations in the bonds of
formulas. . « . Why be astonished at the decadence
of the last century? Indeed, why call it decadence,
since Lhe folk-music retained its beauty? Wise and
blessed would those countries be that kept this wild
flower jealously shelterved from administrative clas-
eical regulations. 11

The folk music of Spain is immensely varied. That
which is most readily identified as "Spanish" by outsiders,

howaver, is the Andalusiazn, from southern Spain.

1Dwilliam C. Atkinson, "Spain: The Country, its Peoples

and Lengueges," Ch, 1 of Spain, A Companion to Soanish Studies,
ed. by L. &llison Peers, 5th ed. (Londsn: flethuen % Co., Ltd.,
1956), op. 25-26.

TMyzllas, The Theories of Claude Debussy, np. 161-162.
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does not conform to this type is apt to be coldly received
égutside of Spain, circa 19227 and never played again."15

Of the twelve works in Alb&niz' Iberia, nine titles
refer to specific Andalusian localities: El Puerto de Santa
Maria, Seville, Ronda, Almer{a, Triana (a section of Seville),
the Albaicin (a part of Granada), Mdlaga, Jerez de la Frontera,
and Eritafa (an inn near Seville). In addition, the polo is

definitely associated with Andalusia, and Evocacidn uses an

Andalusian-style fendanguillo. Many earlier works by Albéniz

alsc bear place names from Andalusia: '"Andalusia," "C&diz,"
"Cérdoce," "tn la Alhambra," YGranada," "Sevilla," "Torre
germeja," (near Granada), "La Vega," (the plain near Granada),
"Zambra granadina," and, less exolicitly, "Orientzale." This
is not to say that Alhéniz was interested only in fAndalusia--he
had his Catalonia, his Navarra, his “Asturias" and "Zaregoza,"
and, in Iberia, his Lavapids (a guarter in Madrid)-~but Anda-
lusia seems to have held first place in his affections. fluch
the same can be said about Falle; it i¢ less true of Granadaos,
It appears then that the folk idicm in lberia is even more
specifically regidnal than the critics of its Spanish character
have realized. As will be seen in the following section, how-
ever, there are musical elements within the Andalusian idiom

the crigins of which were in widely diverse musical cultures.

13Trend, Manuel de Falla, p., 15, An excellent statement on
the romanticizationof Andelusia, too extended to quote here,
is in Michener, lberia, pp. 234-235,







Cante Fleamenco and Cante Jondo

The elements of Andalusian music which are manifested
]
most clearly in Albéniz' music may be considered in three

categories: 1) the rhythms of Spanish dance and related
performance activities, 2) the singing style, especially

cante jondo, and 3) guitar effects.

An examination of the many varieties of Spanish dance
is a subject in itself and beyond the scope of this dis-
sertation, Such an investigation lies in the field of
ethnomusicology and has been pursued elsewhere.16 In the
discussion of rhythm and meter in Chapter III and of the
individual gieces in Iberia in Chapter IV of this disser=-
tation, the folk-music derivations of the works are cited.
In the present section the discussion is limited to general
observations concerning the dance and related performance

activities and to presentation of basic terminology.

16690rge Boylston Brown, A Survey of Iberian folk Song

and a Study of the Jota Aragoresa (unpubl. thesis for the
deqgree M,A. in fMusicclogy, Lastman School of Music, 1935).

Winifred Glass-Rosenwald, The Rhythmic Elements of
Spanish Music Exemnlified by the Pianc works of Albeniz
(unpubl. thesis for the degree M.M, in Theory, Eastman
School of Music, 1940).

Chase, The Music of Sgsin, op. 222-256.

Starkie, Spain, 2 Vols. with accompanying recording.

Antholoqy of spenish Folkiore NMusic, Everest 3286/4
(produced in conjunction with UNESCO).

[he Music of G&pain, Vol. 1: Andalusia, A Sounds of
the uWorld recording from the National Geographic Society,
No. 704,

~ e



Some idea of priorities in Spanish folk music can be
gained from Van Vechten's statement that "dance is assur-
edly the national musical form ih Spain, where singing,

most frequently, serves to accompany waving arms and teap-

. 117 '
ping feet." It should be understood at the outset that

most of the folk music is danced as well as sung--note the

word cante ("song" or "singing") in both cante flamenco

and cante jondo, often used tc distinguish two basic

groups of dance types. The singing may serve as accom-
paniment to the dance, or it may occur as a copla, which
is a melody to which the stanzas that are part of the
dance are sung.

Une way of dividing the Spanish song and dance forms

into groups is to distinguish between cante flamenco and

cante jendo. The former refers to a relatively modern
group (late eighteenth and early mineteenth centuries),
generally of a light and vivacious character. The latter
ie the more ancient form, much more somber in style, es-
pecially in its coclas. (The word Jjondo is the provincial
aspirated form of hondo, “deep"~-thus “deep song.")
Another way of grouping the dance forms is to distin-

guish the "classic" from the flamenco. Many of the latter

17Vz:n Vechten, "lsaac Albeniz," p. 231.

18

76
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In the recordings of authenticz performances of the folk

music, cited on the preccding pace, there is often a drast
slowing of tempo in the conla sections.

ic
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are corruptions of the former, and take their names from
the place where they are danced. Thus the classic sequi-
dillas as danced in Seville is called the sevillanas, and

surviving in that form is really a kind of cante flamenco.

This system of naming the dance forms4also applies to other
dances, however, so that the names become meaningless to a
foreigner unless he knows to what family a given place
name refers. The following summary of dance types is
limited to those that relate to pieces in the lberia col-
lection, The actual rhythmic characteristics of the dances
(and/or songs) are given in the first part of Chapter III,
which follows the present section.,

The Jjota ic among the best-known classic dances. It
is generally in rapid triple time, with some triplet motion
and a characteristic kind of phrase ending., The jota

arsgonesa is the best known form., A jota malaguefiz occurs

in M&laga, and a slow copla in the style of a jota navarra

. . .. 20
is heard in Evocacion.

The sevillanas, menticned above, is alsc in triple meter,
but not with prominent triplet rhythms. Eritafa is based on

the motion of the sevillanas,

Another formerly classic dence was the fandango, It was

19 . .
Chase, The Fusic of Spain, p. 247,

2O£xcept where indicated otherwise, the relation of dance

typee tu pieces in Iberia is based on a concensus of opinion
found in the literature aon Albéniz and Spanish music.
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very popular in the eighteenth century; "but later fell into

) . . 21 .
disuse in society." Surviving as a form of cante flamenco,

however, the fandango and its derivatives constitute a very
important group. In fact, Starkie calls the fandanqo "the
basic dance of Andalusia."22

A copla of fandango, or fandanguillo, is stylized in

Evocacidn.
‘The malaouefa was originally the fandango as danced in
Méléga, and it occurs in M&laga,

The rondefa and tarantas are derived in turn from the
malaguera, and they occur in Rondefa and Almerfa with theirt
respective coplas.

It is difficult to say what holds the fandango deriva-
tives together as a group, although their triple meters seem
to be subjected to the instability of hemiola relaticnships
to varying degrees, This is expressed through metric alter-

nation in Rondena and Almer{a.

One of the most exciting forms of cante flamenco is

the bulerfas, with its sharply accentuated triple meter, =

showcase of virtuoso guitar improvisation., The name is prob-

23

ably derived from burla, "mockery." The buler{ss occurs

21Chase, The fiusic of Spain, p. 247,

22q4 arkie, Spain, Vol. 1T, p. 105,

23Ricardo Fernindez de Lalorre, Annotstion to The NMusic
of Spain, Vol. 1: Andalusia, National Geographic GSociety 704,
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in El Puerto and in E1 Albaicin.

Among the cante jondo forms in lberia are the siguiriva

gitana (in El1 Puerto and £l Albaicin), the saeta (in Corpuq

Christi en Sev1lla ), the polo (in El Polo), and the more

distantly related soled (plural soleares, in Jerez with

cogla). The characteristics of cante jondo are dealt with

in some detail below.

Lavapiés is the one @ork in Iberia that has nothing to
do with Andalusia. It is based on the rhythm of habanera,
related to the Cuban form of the tango.

The only other terms to be encountered in dealing with
the pieces in Jberia are tarara (a popular tune), sometimes

applied to the march theme in Corpus Christi en Sevilla, and

pasc-doble ("two-sten") and marcha torera (Ybullfighter's

march"), in Triana.

Bdefore discussing cante jondo, it should be noted that

in Spanish folk song and dance the total picture is composed
of more than just dancers, singers, and musicians.

Another characteristic of Spanish dancing, and
especially of the most typical kind called flamenco,
lies in its accompaniments, and particularly in the
fact that under proper conditions all the spectators
are themselves performers. . . . Thus it is that at
the end aof a dance an absoclute silence often falls,
with no sound of applause: the relation of perfor-
mers and public has ceased to exist., 25

4The Spanish form of this title is used in this dis-
sertation in preferecnce to the French Féte Dieu 3 Séville,

5Havelock £1lis quoted in Van Vechten, "Spain and Music,"
p. 65,
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Thus Chabrier described the sevillana in a letter to

his friend Edouard Moullé in 1882:

It is all rhythm and dance:® the airs scraoed ocut by
the gquitarist have no value; besides, they cannot be
heard on account of the cries of Andal la chiquillal
que gracial que elegancia! Anda! 01€! 01€! la chi-
quirritits! . . . 26

This is a kind of music as activity, as participation;

but its qualities of improvisation, rendomness, and noise

invite stylization on the part of the "serious" comnoser.

Another characteristic ©of the dance and related per-

formarce is what Meyer calls the "play element."

Each folk culture has its own basic plans and its
own style. Within the limits of these the singer /or
duncer, cuitarist, etc;7 embellishes, alters, and ofien
distorts, making the impact of his own cresative per-
scnality felt and reveling in what has been called “the
Joy of being a cause." He takes pleasure in technique
and its mastery, and, in the course of exhibiting it,
he will deliberately attemnt the difficult. 27

This statement could almost be a description of Aalbéniz!

attitude concerning the technical virtuosity required at

times in his Iberia,

The congratulatory and encouraging cry of "i0lé!" is

offered by aficianados of Spanish folk music in response to

the execution of detail--virtuosity in the dance or in the

playing of guitar or castanets. The "foreoround" in this

kind of music is of the utmost importance.

I~}

6 - N
Van Vechten, "3pain end lMusic," p. 49.

7

leyer, tmotion and Mezaning in Music, p. 212,
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The melodic element of Andalusian music was the First
to be utilized by the foreign composers of "Spanish" music.
In some cases, actual folk melodies were used; in athers,
stylistic traits were merely imitated. These include char-~
acteristic turns of phrase, ornamentation, and, of course,
rhythm patterns of the forms discussed above, as they are
manifested in melody. Here a dividing line can be drawn
between Albéniz and the earlier composers of "pseudo-
Spanish" music; whereas they had adapted the surface char-
acteristics of the DOpular flamenco style, he delved more
deeply into the essence of the Andalusian idiom, especially

the elements of cante jondo derived from eastern sources.

This singing style is the second element of Andalusian
music that may be seen to contribute to the personal style
of Albéniz exemplified in Iberia. He seems to have been
aware of a conflict between the authentic Andalusian
idiom and the Eunppean style system and to have exploited
the conflict through his harmony.2

The question of the interacting influences of thev

Arabic and other essentially oriental style systems on

28, "style system" is defined as "a complex set of
probability relationships in which the meaning of any

term or series of terms depends upen its relationshios
with all other terms possible within the style system,"

It may encompzss severel styles, as distinctions between
style systems are on the level of those between, e.a., the
Middle bLastern and Luropean cultures. GSee leyer, Lmotion
and lMeanino in Music, po. 43-B82.
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Spanish music is a complex one., One must be cautioned
at the outset, however, not to expect to find in Albéniz!
Iberia the direct confrontation of the Kuropean and the

oriental style systems, but rather that of European styles
and an Andalusian style that had itself absorbed the ele-
ments of Eastern music long before,

The influence of Arabic music on Spanish folk
mueic seems to have oeen considerable, which is not
surorising when we remember the centuries of Arab
rule over the oeninsula /711-1492 A.D./. Specific

tunes from the Arabic tradition do not seem to have
remained, however. 29

The best discussiaon of the rélationship between
Andalusian song and eastern music is Manuel de Falla's
pamphlet written on the occasion of the festival of cante
Jondo held in Granada in 192’2.30

Falla considered three facts of primary importance to
Spanish musical history. The first of these is the adop-
tion of the Byzantine liturgical chant by the Church in
Spain from the early Christian era to the eleventh century.

The elements of Byzantine chant found in Andalusian

song, as enumerated by Falla, are:

7grunc Nettl, Folk and Traditional Music of the Western
Continents (Englewood Cliffs, N.,J.: Prentice-Hall, Inc.,
1965), p. 113.

Veante Jondo (Granada: Editorial Urania, 1922). The
source uced by the author is Manuel de falla, "“tl 'Cante
Jondo', irimitive Andalusian Song,'" trans. unidentified,
The lidlnnd fusician I (1926), pp. 185-188 end 234-237.

Falla's vriginal is summerized in £nglish by Trend in his
Manuel do Falla, pp. 19-27.
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1) the tonal modes of the primitive systems or
scales; '
2) the enharmonic quality inherent in the primi-
tive modes, that is to say the division and subdivi-
sion of more importaent notds by intervals of less than
a semitone, according to functions derived from tonality;
3) the absence of metrical rhythm, or strictly meas-
ured and accented time, in the melodic line and the rich-
ness of the modulatory inflexions in the sama. 31

Kirknatrick also speaks of the "half oriental melodies of

3
Andalusian chant" as an influence on Domenico Scarlatti. 2

The second important historical influence on Spanish
music was the Arabic invasion in 711 A.D.:

As sultanates proliferated along the ever-extending
line of Islamic conquests, Moslem musicianse and music
theorists found patronage in courts as far distant as
Samarkand in Central Asia and Salamanca in Spain.
L ] L ] L ] L J . . L L ] L ] L ] * . L ] L ] L ] L ] L ] L ] L] * L ] * L) L ] L ] L) *
The apcgee of NMoslem music theory came in the ninth
and tenth centuries, when scholars such as Al Kind:i
(d.c. 870) and Al Farabi (d. 950) combined Greek,
Persian, end Arab ccocncepts into a brilliant synthesis.
Al fFarabi's "Grand Book of Music" (Kitab al musiai al
kabin) is one uf the monuments of music theory and
was read at the medieval University of Paris as well

o)

as in Salamancz and Sagdad. 33

There was alco a strong reverse influence of the Anda-
lusien-gyzantine chant on the Moors, who were defeated and
expelled from Spain in 1492; the "Andalusian music of the

Moors of Granada" in the Maghrib (Morocco, Algeria, Tunisia)

3 411a, "E1 'Cante Jondo'," p. 185,

JzRath Kirkpatrick, Domenicao Scarlatti (Princeton, N.J.:
Princeton University Press, 1953), p. 42,
2
3 s e
wWilliam P, Malm, Rusic Cultures of the Pecific, the
Near cast, and Asia (Enalewocd Clitvis, N,J.: Frentice-rall,
inc., 1967), op. 47, 48,
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is one of the four major "schools" into which the modern
Moslem classical music tradition can be divided. Pedrell
even asserted that Andalusian music "owes nothing essentialv
to Arabs or to Moors," since the origin of the Moorish Anda-
lusien song is fer later than the adoption of Byzantine 1li-
turgical music by the Spanish Church., Falla accepts this
with some reservations, noting that there are other rhythmic
and melodic elements in Andalusian music, especially that of
the dance, whose origin cannot be found in the liturgical
chant. He ascribes these traits to Moorish inf‘luences.34
Among them, toc, may be counted the manner of singing, which
is "rather tense, nasal, and harsh-sounding."35

The third majer influence on Spanish musical history
noted by Falla was the immigration of gypsies into Spain
in the fifteenth century. This may be considered as another
eastern element, although not that of a culture such as the
Byzantine or the Arabic.:’]6 "The gypsies, « +» « , have a
tradition of enterteining and, evidently, a talent for em=-

phasizing and exaggerating the most characteristic elements

34Falla, Mgl fCante Jondo'," pp. 185-186.

Malm, PMusic Cultures of the Near East, pp. 39, 41, and 47,

[ o
3“‘Nettl, Folk and Traditional NMusic, o. 113,

36 attempt to tirsce the Romany languzge and migratory
routes back to northwest India was macde and written about
by dart tMacbowell in Gypsies, wWanderers of the World
(washingion, D.C.: Naticnel Geographic Saciety, 1870).
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' 37
of the folk music in each country in which they live . . .

when the gypsies brought their soecial talents to bear upon
the performance of certain types of song they found in their
adopted country, the "harsh bitter wail of gypsy lament"
known as cante jando emerged.38 The name refers to ths pro-
found emotional character and deoth of feeling displayed in

its performance., Falla believed that the siguiriya gitana

was the purest form of cante jondo. (The word siquiriya

is the gypsy corruption of the word sequidilla.) He said,
" . . . we pronocunce this Andalusian song to be perhaps the
only European form which preserves in all its purity, as
much in its constructicn as in its style, the highest gual-
ities inherent in the primitive music of Oriental ruces."

He cites the main “QOriental" features of cante jondo as:

1; The "enharmonic" as a modulating medium.

2) A melodic compass that rarely goes beyond the
interval of the sixth, and containing many tones of
variable intonation.

3) The use of one and the same note, reiterated
even to the point of obsession, frequently accompanied
by appoggiatura above and below,

4) Ornamental turns . . . employed only in deter-
minate moments as outbursts or expansions incduced by
the emotional force of the text. /The texts of cante
Jjondo reflect the tragic side of life./

5Y The clamorous cries with which the people sni-
mate znd excite the "cantaores" and “tocaores" /the
singere and players/. 39

37nettl, Folk and Traditional fusic, p. 115.

3BDa:scriDtive phrase from Kirkpatrick, Domenice Scarlatti,
pp. 114-115,

*Falla, "El 'Cante Jondo'," pp. 186-188,
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By "'enharmonic' as a modulating medium," Falla does
not mean a change of key through enharmonic respelling, as
in, for example, & Schubert sond, but rather the expressive

inflection of certain variable notes in the scale, producing
a multiplicity of modes as in Indian music, Falla referred

to variable pitch as .an element of Byzantine chant (see pages
82-83) as well as in No. 2 of the foregoing list; and he ex-
plained that the "ornamental turns" (see No. 4 of the list)
are more like vocal inflections than ornamental flourishes,
"though they take this last aspect when the music is reduced
to the geometrical intervals of the tempered scalé."ao Such
refinem nt of the horizontel pitch aspect of music, as op-
posed to the vertical complexities of harmony, is one of the
major differences between the Lastern and Western style sys-

tems, and its appearance in cante jondon is stylized in lberia

through such means as the "geometrical intervals of the tem-
pered scalce" will allow, as will be seen in Chapter III.

The performance of cante jondo begins with an improvised

guitar prelude. "The voice comes in when the singer consid-
ers that the prelude has last long enough, and sings a long,
wavering, semi-oriental melody, accompanied by the guitar and

) . ) 41
interrupted at certein places by bursts of guitar solo."

40ra1le, "1 'Cante Jondo'," pp. 187-188.

41J.d. Trend, "falla in 'Arabia'," Music and Letters 111
(1922), p. 138.
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The effects of the Spanish guitar are the third of the
three folk influences that may be discermed in the music of
Albéniz. The way in which the guitar effects conflict with
conventional Europesn music is much less fundamental than

that discussed in connection with cante jondo. The conflict

may be viewed as a difference of style arising out of the
tuning of the instrument (mostly in fourths), rather than
as a difference in style system, based on the totally dif-
ferent concepts of music in the oriental and European cul-
tures. The harmonies played by guitarists in the Spanish
folk tradition, and alsoc as they appear in Jberia, are of
course basically tertian; but imposed upon that harmonic
system are certain colorinags of quartal and secundal scnor-
ity. As Trend states, " . . . that chord made by all the
open strings at ONCEZ£E Adgbe'/S has been at the back
of the minds of all composers who have wocrked in Spain,
from De fealla to Domenico Scarlatti, though in Scarlatti's
day there were only five strings--the five upper ones.42
While the pseudo-Spanish popularizers such as Chabrier
or Glinka utilized the rather obvious rhythmic and cadential
patterns from the Spanish guitar in their music, the truly
authentic qualities of the instrument were not realizad by
many composers before the time of Albéniz, falla, and Debussy,

with the important exception of Domenico Scarlatti. Ralphk

427rend, "Falla in 'Arabia',® p. 137.
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Kirkpatrick pointsout the influence of the Spanish guitar
on Secarlatti's part-writing and disposition of chords:

The .chords that are possible to execute and the
tuning of the open strings take precedence over

more abstract lews, Chords cease to be amalga-
mations of simultaneous voices; they become spots

or daubs of tonality, as everyone knows who has
ever sung to guitar accompaniment. The open

strings permit and encourage the holding of pedal
points, the blurring of one harmany inta another. 43

This pragmatic approach to music-making grows directly

out of the flamenco guitar style: "The harmonic effects

which our guitarrists produce instinctively and unconscious-
ly, represent one of the wonders of natural art."44 Falla
igs careful to make clear that this style of playing, although
popular in Andalusia, is Castillian rather than Moorish in
origin:
e + +» the use of the Moorish instrument was and still
is melodic « « + , while the use of the Spanish-Latin
instrument is harmonic, since only by sweeping the
strings can chords be produced. Barbaric chords, many
will say, Marvellous revelations of possibilities in
sonority, we affirm. 45
These observations of Kirkpatrick and falla are related to
Iberia in the sections devoted to secundal and quartal har-

mony and to the use of the pianoc, in Chapter III of this

dissertatian,

In clousing it should be noted that "Spanish" music is

43Kirkpatrick, Domenico Scarletti, pp. 205-206.

44Falla, "£l 'Cante Jondo'," p. 237.

45Ibid.
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actually more "universal than generally realized becaﬁse of
its fusion of European styles with those of Asia and northern
Africa and because of its relationship to the Americas. The
Spanish style was spread over the wide area of its American

colonies. It was influenced in turn by new traits brought

baek to Spain through the port of C&diz, especially those of
the Negroes of the West Indies.

It would be an unwarranted exeggeration to claim that
Albéniz' Iberia contains direct influences of totally for-
eign style systems; but such exulic elements as exist in
the Ancdalusian style should be recognized on their own terms
rather than criticized strictly by standards of European art
music.

The more one gets to know these pieces of Albéniz,

the more it becomes apparent that "the Spanish idiom"

is something to which cne has to become so accustomed

that one no longer nolices it--in other words, it is
impossible to see what a composer mezns until his

idiom is so familiar that one is no longer distracted
by it. 46

46Trend, Maruel de Falla, p. 34,




CHAPTER 111

STYLISTIC FEATURES OF IBERIA

In this chapter examples of specific musical devices
from various works in lbaria are grouped together. The
areas of discussion include rhythm and meter, melody, har-
mony, and the use of the piano. The relatjonship of color
to function (on an immediate structural level) is the main
concern in this chapter.

It has been tempting to includs many more examples
than could possibly be included in this chupter. The pas-
sages chosen are intended to be representative and should
be sufficient as guides to the analysis of others like
them, All the examples from a particular work can be lo-

cated by consulting the Index.
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- Rhythm and Meter

Rhythmic Motives, Grouping, and Motion

Some of the concepts found in The Rhythmic Structure

of Music by Cooper and Meyer have been found useful to the
author in this section of the dissertation.| Most impor-

tant is the distinction between rhythm as grouping of one
or more unaccented notes (v ) around an accented note (=)
as opposed to rhythm as merely a ssries of durations. The
former (grouping) is rhythmic; the latter (duration) con-
tributes to the groupings perceived, and, if it is suffi-
ciently regular, a series of durations may enhance the
metric aspect of the music more than the rhythmic (i.e.,
it may be a function of measurement of time more than of
grouping of notes ;nto musical gestures). Both rhythmic
grouping and metric reqularity may manifest themselves on

various architectonic levels--grouping of note to note,

beat to beat, group to group, etc., and reqularity of
durational patterns or beats within the bar, of bars with-
in the phrase, of phrases within a section, etc.

Accent (the marking of a note for consciousness in
some way) is to be distinguished from stress (dynamic

intensification), which is but one method of achieving

1Grosvenor W, Cooper and Leonard B. Meyer, The Rhythmic
Structure of Music (Chicago: Phoenix Books of the University
of Chicago Press, 1960).

91
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accent., Accent may also result from metric regularity,

melodic contour, harmonic dissonance, agogics, ornamen-
tation, and other means. Group accents and bar lines often
do, but need not always, coincide. What many people mean
when they say that a piece is "very rhythmic" is that it
is "very metric"--often the result of strong and regular
stress of the metric organization. This concept has its
usefulness and its musical value, but an examination of
rhythmic grouping gets at the more basic issue of musical
motion--what may be vaguely described as static, gentle,
flowing, driving, agitated, etc., Looking at the pieces
in Iberia frqm this point of view gives a better idea of
the physical qualities of the dance forms on which they
are basad than do mere descriptions of their meters and
tempos (although those are important, too). |
The somewhat controversial method used by Cooper and
Meyer to describe rhythmic groupings is to adopt poetic
feet called the iamb (v =), the anapest (vw=), the tro-
chee (=w), the dactyl (=we), and the amphibrach (vwew),
This method has the disadvantage of becoming excessively
arbitrary at times, but the general distinctions of end-
accented patterns (iamb and anapest), beginning-accented
patterns (trochee and dactyl), and middle-accented pattern
(amphibrach), allied with the concept of rhythmic thrust
and stability, provides a basis for an examination of the

quality of motion found in a given pisce. The quality of
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thrust or stability must then bo considared in light of
both tempo and pace (how the time is filled with regard
to note values).? Thus, a slow piece with a certain feele
ing of thrust in its rhythmic patterns results in a par-

ticular quality of motion, while a fest piece with rela-

tively stable rhythmic patterns results in a different

quality, etc., The shades of motion are infinite becauss
so many variables contribute to their formation. There

can nevef be enough descriptive adjectives to fit every

variety of motion, The names of dance types are one way
of generalizing about qualities of rhythmic motion.

Durational differences and intensity differences both

tend to separate rhythmic qroups. As a general rule of

thumt in Cooper and Meyer rhythmic analysis, durational

differences tend to produce end-accented groupings (iambs
ahd anapests), while intensity differences tend to pro-
duce beginning-accented groupings (trochees.and dactyls);
the proper combination of durational difference with in-
tensity difference tends to produce middle-accented group-
ings (amphibrachs).3

As might be expected in view of their dance origins,

2The terms "thrust” and “stability" are borrowed from
Paul Cooper, Perspectives in Music Theory (New York: Dodd,
Mead & Co., 1973), p. 39, but their relationship to tempo
and pace and the end- and beginning-accented patterns of
G. Coopsr and Meyer is original with the present author.

3Cooper and Meyer, The Rhythmic Structure of Music, p. 10.
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the works in the Iberia collection often exhibit the
perpetuation of a given kind of rhythmic motion through-
out an entire work or throughout extended sections with-
in a work because the thematic material of the piece is
permeated by certain rhythmic motives. The rhythmic

motives are composed of smaller "cells," or rhythmic
groups that can be analyzed in the terms outlined abovs.
Together with tempo, pace, texture, and other parameters,
the quality of motion in a given work depends to a consid-
erable degree on the nature of these rhythmic groups,
whether end-accented (rhythmic thrust), beginning-
accented (rhythmic stability), or middle-accented (a
mixture of the two). Following a brief summary of the
kinds of metric organization found in lberia, the rhyth-
mic motion characteristic of varioué Spanish folk song
ahd dance types will be discussed in relation to the

works in the collection.4

ASae pp. 75-79 of this dissertation for information
concerning the related dance forms and their terminoclogy.
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Metric Organization

The pieces in the ]beria collection are cast in the
ordinary simple and compound meters.5 There is a definites
preference for simple triple or compound duple time, since
those are the kinds of metric organization most commonly
found in the folk songs and dances of Spain. There are

instances of changing meters, in both reguler and irreg-

ular patterns (Rendena, Almer{a, Jerez, Eritafa). There

are passages in which two different meters (ahd notated

as such) are superimposed (Corpus Christi en Sevilla,

Rondena, Almeria).

The only piece in lberia that is really in simple

duple meter is Corpus Christi en Sevilla--and near the

end of this work the main theme is transfermed by chang-
ing the meter from z (in two) to g (*vivo," in one), for
a section of 53 measures. Lavapiés, in which the rhythm
of a triplet followed by a duplet figures prominently,

is written in 3, perhaps because the notation of a trip-
let in simple time is more convenient than that of a dup-

let in compound time.

Evocacidn, Iriana, and M3laga are notated consis-

tently in Z, El Albaicfn and El Polo in g, and E1 Puerto

in g. In both Rondena and Almerfa the written meter var-

SAlbéniz used the quintuple (g) meter of the Basque
zortzico in two earlier pieces of that name: "Zortzico®
in £ major, No. 6 of Espana (Op. 165) and "Zortzico" in
£ minor, which appears to be later.
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6 3
ies between 8 and A

in order to reflect the inner organi-
zaetion of the measures. A more "additive" concept of
changing .meters is found in Jerez and in Eritafa, bath

of which are basically in 2. In addition, Jerez has
sections in g meter, but the feeling that rasults from

this maintained ci ange of meter is not the same as that
of fraquently varying meters. The effect of thess metric
changes on rhythmic motion is discussed in the saections

below devoted to Fandango forms, solearses, sequidillas,

and cante jondo.

The superimposed meters in Rondena and some of those
in Almerfa are vertical juxtapositions of the varying g
and Z meters found in thosoc works as mentioned above.

Othsr passages in Almer{a, as well as in Corpus Christi

en Sevilla, contain larger measures superimposed in a
gsimple one-to-two relationship over a previously estab-
lished metric pattern in order to imply less frequent

metric accentuation in a lyrical theme:

6
EX. 1. Almel‘fa, mm., 212-217.
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Rhythmic Stabilitys Habanera and Bulerlas

0f all the works in lberia, Lavepiés seems most like

a period-piece. Named for a popular quarter in Madrid, it

is based on the rhythms of the habanera, which was very

fashionable in Madrid when Spain had recently leost Cuba.

The work is humorous in intent. Contributing to that humor
is the halting fhythmic motion of the habaqera that perme-
ates the piece. The duplet division of tﬁe weék beats
disrupts any feeling of rhythmic thrust across the bar
line; there are contrasting durations, but similar group-
ings, and the beginning-accented quality of those group-

ings creates a very square and rigid rhythmic stability.

Ex. 2. Rhythmic groupings in Lavapiés.

fiwév"p'z ﬁé:év ete. ]
2 TeadCoa :QJ;.;huJ:ou”LuJ:~? .
NIRRT

»

A rather strange but interesting passage of pure rhythm
and sonority precedes the secondary theme in Lavapiés. It is
derived from the habanera patterns shown in Example 2 and is
a four-measure unit composed of one measure that is repeated
followed by a different measure that is also repeated; the en-

tire four-bar unit is then repeated.

(Ex. 3, next page)
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Ex, 3, Lavapiés, mm, 70-73,
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In the opening bulerfas of El Albaicin two-bar groups
are created by the thrust of the iahb écross‘the bar. The
agogic accent of the eighth note in the middle of the first
measure enhances the iambic grouping, and therefore the
thrust. The pattern of the second measure contains no such
thrust into the third, thus giving a stebility to the two-

bar unit and a halting sense of motion:

Ex. 4. E1l Albaicin, mm, 1-4.
y W) | Jp—— N |
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una corda

* When the pattern in measures 2 and 4 becomes that of the
strong bars, a stability of single measures emphasizes

the almost violent nature of the bulerfas:

(Ex. 5, next page)
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Ex., 5, ELl Albaicin, mm, 49-50,
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The bulerfas also occurs in El Puerto, where its strong
beginning-accented groupings again reenforce the downbeat,
while creating an implied 2 meter against the prevailing

notated meter of g.

Ex. 6. El Puerto, mm. 45-46.
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Rhythmic Thrust s Sequidillas and Sclearss

In direct contrast to the sexamples in the preceding
section is the headlong rhythmic motion of both Triana
and Erita¥a, This movement may be accounted for more by
the thrusting, end-accented, enapestic rhythmic groupings
in these works t;han merely by their rapid tempos in triple

meter, It is interesting to compare the motion in the two

works. Both make a great deal of use of the 5 attern 7 7

3 'P‘? These

in A meter, as well as its extension to 7
patterns seem to be characteristic of all the sequidillas

with which the author has coms into contact, and indeed,

the rhythm of the sequidillas sevillanas, or just sevillanas,

is invariably cited in discussions of Eritana in the litera-
ture. The rhythmic motives of Triana are usually likened to

the paso-doble, but remembering that Triana is the gypsy

quarter of Seville, one might alsc acknowledge the presence,
or at least the influence, of the siquiriya (the gypsy version

of "sequidilla") in Triana. The openings of the two works

are shown in Examples 7 and 8.

Ex. 7. Eritaﬁa’ mm' 1"36
|
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Ex. B8+ Triana, mm, 1«2,
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As the grouping analysis in the examples shows, the
dominating rhythmic motion in both works is toward the
next downbeat, rather than from the last, as one might
feel in the examples of habanera and bulerias. On the
other hand, there are differences between the two: the

paso-doble of Triana has a more light-fcoted grace than

the driving sevillanas of Eritana. Note that in both

works some trochees are created through stress at a very

low architectonic level (within a pair of sixteenth notes).
This is more true of Efitaﬁa than of Triana, however, as

in Eritafa this stability within the sixteenth-note groups
is more strongly reenforced by the texture. The music

thus seems to come down "on its heels" more in Eritafa

than in Triana.,7 The graceful quality of motion in

7Comparing the sevillanas to the bolsro, which has a
similar rhythm, Chase notes, "There is much less 'elevation!
(i.e., work off the ground) in the sevillanas, . . ." The
Music of Spain, p. 249.
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Triana is also enhanced by the syncopations--marked as

amphibrachs at the highest architectonic level in Example

B--which detract one's attention from the downbeat.
Within the driving 2 motion of Eritana there are

three measures of 2 that include a dotted barline; in-

dicating a 1 + 3 inner division of the bar. The forward-

thrusting activity of the sevillanas rhythm in the piece

is so overpowering that one is carried right through this
irreqularity, and no further marking of the 2 meter seems
necessary. The same measure occurs as measures 7 and 100,
while the same metric ir:egularity occurs with different

mugic at measure 45,

Ex, 9. Eritana, m. 7.
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The lively tempos of Triana and Eritafda are not a pre-
requisite for a feeling of strong rhythmic thrust. The
opening theme of Jerez, for example, consists of a long
upbeat to a downbeat which is followed by a kind of '"re-
verberation" figure. The slo@ but irrepressible strengih
of the upbeat is enhanced by the melodic framework of a

descending minor tetrachord (a'g'f's'), characteristic
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of the goled; the more dance-like portions of Jgrez may

be said to be based on the rhythms of the soleares,

Ex. 10, ‘Jerez, mm, 1-3, melody.
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The particular combination of upbeat and Yreverbera-
t:iorl.’”j in Example 10 results in an amphibrach, rather than
in one aof the end-accented patterns, The "reverberation®
figure itself is later severed from the theme and used in

3 meter in measures 28-52, 56-62, and 167-182,

Ex. 11, Jerez, mm, 33-36.
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The quicker g of these passages arouses a sensation of hemiola
as the memory compares them to the larger swing of ths 2 meter,
aven though the two are not used in alternation or some other
frequently recurring juxtaposition, Hemiola examples of the

latter type are included in the second of the two following

sactions, which are devoted to matters of metric interest.
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Metric Phrasing: Jotas and Tarara

The jota, like the sequidillas, is danced and sung

in various regional versions throughout Spain., The dance
is in rapid triple time, but the copla may be considerably

slowsr. The jota provides a suitable starting point for a

discussion of phrase lengths in ]beria, as it has a very
-distinctive shape in its phrasing, which can be seen in
two jota themes from Iberia. The first is the jota

malaguena from M3laga., Note the "early" cadence in the
third measure of each four-bar phrase, with the charac-

teristic triplets of the jota:

Ex. 12. M3laga, mm, 58-65, melody.
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lar shape of the jopa phrase depends of course on the regu-

are typical of the jota. The particu-

larity of its square, four-bar phrasing.

When phrases fall into the reqular, square patterns of
‘two, four, eight, sixteen, etc. measures, they begin to ac-
quire an aspect of meter on an architectonie level higher

than that which exists within the bar (and indicated by the
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meter signature). Thus, a strong-weak relationship may
exist not only from beat to beat, but from measure to meas-
ure and even from phrase to phrase. Such reqularity is a

characteristic of much nineteenth-century music and also

of much dance-orisnted and popular music. The phrase

lengths in the Iberia pisces tend to be, for the most part,
equal and reqular in this metric fashion. (Of all the style
traits of Albéniz' music, this is perhaps the one most open
to criticism according to conventional standards--but then
on the same‘grounds a great deal of other nineteenth-century
music, such as that of Chopin and Schumann, is open to the
same reproach,) A metric concept of phrasing is manifested
on a higher architectonic level at times; thus the jota theme
shown in Example 12 continues with a similar eight-bar unit,
followed by another pair of eight-bar units, Dne‘seldom
finds hierarchical balancing of sections of more than six-
teen measufes, howsver.

of the works whose rhythmic characterigstics have been
examined in the two preceding sections of this chapter, the
trait of metric phrasing is strongest in Lava iés, whose
- habanera rhythmic patterns immediatsely begin to group them-
selves into units of two, four, end eight measures. The
two-bar groups formed by the rhythmic stability of the
bulerfas in E1 Puerto and El Albaicin often form longer
four-, eight-~, and even sixteen-measure units, but they

alsc make six-, ten-, and fourteen-measure groups at times.



106

Within some of the four-bar units in El Albaicin
(maasures 61-64, 123-126, and similar passages), ths

strong bar seems to be shifted over by one, but the

phrase is always squared up in the end:

Ex. 13, El Albeicin, mm, 61-65.
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The over-all impression is that El Albaic{n is less met-
rical with respect to phrasing than most of the works in
Iberia,

The square phrasing of most of the Iberia pieces
originates in their themes' melodic (as opposed to motivic)
conception, or else in motives whose rhythmic stability
further enhances the metric aspect of the music. The
most salient consequence of this trait is the sequential
nature of the developmental sections found in the works.
Two of the works characterized by a great deal of rhythmic
thrust show more variety in their phrasing:

Triana., The first theme and its derivative sections
give the impression of a kind of mosaic built from the
rhythmic cell Jj QBV: The resulting phrases are much

more varied than those in the works previocusly discussed.
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The second theme of Triana (measures 50-57) is quite square,

howevar; and the development, based mainly on the second

theme, is sequential,

Eritafa., The same lﬁ‘? rhythmic cell is the basis

“for the motxvxc quality found in Eritafa, The 2 measures

in the piece (discussed on page 102) are but a symptom of the

irregularity and vitality of the phrasing in the work. This
may help to account for Debussy's enthusiasm for the piece
("Nevetkhas music attained to such diverse, such colorful
impressions.“a). Once again the secondary theme (measures
47-54), derived from the same rhythmic cell, is rather more
square in shape, but it is broken up and used more motivically
in the development section,

- The march-like tarara theme in Corpus Christi en

Sevilla exhibits the use of square metric phrasing as a
basis for certain departures from excessive reqularity.
The first theme itself, although it is in eight-measure
phrases, has an interesting inner orgenization in its

first phrase of 3 + 2 + (2+1) = eight measures. This

2
4

from more continuous eighth-note motion., The durational

is the result of the rhythm .957 » extracted
differences separating this rhythm from its surroundings
momentarily create iambic groupings, but these do not

overcame the stebility of the prevailing trochees that

BQuoted in Vallas, The Theories of Claude Debussy,
p. 1633 see page 6 of the dissertation for context,




108

result from texture, metric accent, and stress., The tarara

theme appears beginning in measure 8 of Example 14, -

Ex. 14, Corpus Christi en Sevilla, mm, 1-17,
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The Yrataplan" introduction to the thems in Example 14
establishes an alternating strong-weak pattern of measures;
the entry of the main theme then comes as a bit of a surprise,

since it is placed in measure 8 (rather than the expected 9),

giving two successive strong measures.

Yuhen playing this work in his late years, Albéniz re-
portedly had the mannerism of lifting his hands completely
away from the keyboard in the "empty! measures (2, 4, 6) and
letting them rest on his ample abdomen until the next "rataplan.”



109

The second phrase of this thema from Corpus Christi (the

beginning of which is shown in measures 15-17 in Example
14) is a regular 4 + 4 = eight-measure unit.,

Like the tarara theme shown in £xample 14, the first
‘theme of Evocacidn exhibits a basic équareness combined
with irreqularities that result in an interesting inner

~organization of the phrase structurs, Although this theme

is labeled a fandanguillo by most writers, it seems to have

little in common with the fandango forms discussed in the

next section, and so may suitably be included in the pres-

ent section,.

Ex, 15, Evocacidn, mm, 1-19, melody and bass diagram.
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The theme shown in Example 15 begins with two square
four-measure units that might be called "sub~phrases™; the
first of these begins with a downbeat, the second with ana-

cruses. The theme continues with a third unit, also begin-
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ning with anacruses, which seems to cadence lightly at

the end of measure 11; this turns out to be little more
than a caesura, however, as the cadence is reiterated

more firmly in measures 12-13 (note the sforzando in

measure 13). The continuation of motion in measure 14

prevents a feeling of full closure, however, and in this
~sensg appears to belong to the opening fourtsen-measure
phrase as an extension that leads on to measure 15, On
the other hand, the pianissimo marking in measure 14 does
separate it somewhat from the rest of the theme; A fur-
ther complication in the phrase structure of the opening
of Evocacidn is created by the bass, The portion of the
theme that extends through the cadence in measure 13 is
undergirded by a tonic pedal point ﬂb. At the pianissimo
(measure 14) the bass movss down to Qb; it then sinks to
ﬂb, where it remains during measures 15-18, which defi=-"
nitely cohere as a unit and serve as a bridge to measure
19, where tﬁe theme is continued on the dominmant., This
descending minor tetrachord in the bass, overlapping the
cadence point in measure 13, helps to blur the outlines
of the structure of tﬁe theme.

One might also note the similarity of the sub-phrase
endings in measures 3-4 and 7-8 of Example 15 to those of

the jota., Tha second theme of Evocacidn is in the style

of a copla of a jota navarra. Its basic rhythmic pattern

is similar to that of the fandanquillo theme shown in Ex-
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ample 15, but i{ts square phrasing and its phrase endings

are thoss of the jota:

Ex. 16, Evocacidn, mm, 55-74, melody
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(repeat @,m<74)

Two other features contribute to the phrase structurs

might reflect a’cogla (stanza) form common in Spanish folk
poetry, and 2) each phrase (particularly a and b) could
easily carry the octosyllabic verse that is most commonly

10

found in Spanish folk poetry. Further examples of these

characteristics will be noted in the section on melodic
motion.
Further aspects of metric phrasing are menticned in the

remaining portions of this section on rhythm and meter.

10Pointed out in Collet, Albéniz et Granadus, p. B84, and
elseswhers,
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Metric Conflict: Fandango Forms and Polo

Aside from the fandanquille in Evocacidn, none of the

themes in Iberia is said to be based on the fandanqo proper.
However, its derivatives, the malaguena, the rondefa, and
the tarantas, are repressented.

"It is impossible to write down the malaguena," wrote
Chabrier. " . . . the dancers themselves instinctively
syncopate the measures in a thousand ways, striking with

w1 hile

their heels an unbelievable number of rhythms,
it would not be impossible to write down the opening of
M3lega, it might be difficult to gquess its meter. Tho
vitality and complexity of the rhythmic groupincs in the
four measures shown in Example 17 begin to reveal the

limitations of the Cooper and Meyer system cof rhythmic

analysis:

EX. 17. ma‘la a, mm. 1-40
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11Qu0ted in Van Vechten, "Spain and Music,% p, 48,
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Most of the conflicts betwesn rhythm and meter in
Example 17 are the result of the grouping of four eighth
notes together in some way., It occurs in a rather irreg-
ular fashion in measures 1-4 and in the three four-bar
phrases that follow (measures 5-16)., In a theme begin-

ning at measure 17 of the work, interest is added to the
2 meter by a hemiola "g" feeling created through the
thrice-occurring J~J’ rhythm occupying the two middle
measures of a four-bar phrase. The grouping throughout
the phrase is in anapests and iambs, These forward-
moving, end-accented groups, placed in three different

positions within the measure, impart a very special

quality of motion to the piece.

Ex, 18, M3l a a, mm, 17-20,
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Two similar phrases follow that of measures 17-20 (measures
21-24 and 25-28)--but beginning with measure 26 the 3 hemiola
is continuous without a break through measure 57, and so the
phrase ending in measure 28 is obscured. The same rhythm is

found throughout much of the rest of the piece, including the
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jota malaguefa secondary theme and sections derived from

the secondary theme (see measures 62-63 in Example 12,
page 104). The phrasing in milaga is, wit! few exceptions,
in four-measure units throughout, providing a stable frame-
work within which daring rhythmic vitélity'takas place,
Other dance forms related to the fandango are also
characterized by metric conflicts in the nature of hemiola,
In the rondefa, said to be derived from the mala uefa,
the hemiola relationship is quite systematic, In Albéniz'
Rondefia, this relationship is expressed as alternating meas-

ures of g and 3. For most of the piece the strong bars are

in g, so it dominates the metric organization slightly,

EX. 19. ROﬂdeﬁ'a, mm. 69"'72.
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The grouping in this metric arrangement results in
dactyls and trochees, beginning-accented groups that cre-
ate a static and halting sense of motion, This quality of
motion results from grouping of egual durations (i.e., 2 x 3
versus 3 x 2 eighth notes), however, rather than from un-

squal durations (triplets versus duplets) as in Lavapiés,
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and the effect is quite different from thaet of the latier

Wwork,

By very nature of its g - Z metric organization

Rondeffa is built in pairs of measures that easily link up
with other pairs to form groups of four, eight, and sixteen
measures. There is one "odd" pair (measures 101-102), In

the coda there is a passage (measures 216-232) in which the
two main themes of the work overlap in such a way that the
strong measures are shifted by one bar; however, they are
shifted back in the last measure of the passage.

There are a few passages in Rondefa in which either
the g or the 2 meter is continuous for a number of consec-
utive measures. These departures from constant alternation
.provide formal delineation in the work (see Chapter IV).
In addition, the copla of the work (which serves as a
second theme) is characterized by a consistent pattern
of three measuraes of g followed by one of 2, and the cli-
mactic sectidn of the piece (measures 189-208) is in con-
tinuous g, with conflicting rhythms rather than conflicting
meters; the same is true of measures 217-232. Therse is also
one'passage (measures 166-172) in which the two meters are
superimposed, first with the right-hand part continuing to
alternate meters while the left-hand part maintains a steady

5+ then simply through the combination of different meters

in each hand,
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Ex. 20, Rondefa, mm, 167-169,
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In Almerfa there are also frequent changes between
g and 2, although there is no systemetic alternation as
in Rondefa. The right-hand part in Almerfa is almost ex-
clusively in 3, while the left-hand part, which begins with

the marking 32' changes freqqently from one to the other,

Ex. 21. Almerfa, mm, 1-4,

Allegretto moderat; J.: 72

-
- /-\ PanmnS
e e e ":n:i:h
3 - B -4 — ™
—-— —— —T
bien ’yt}k\/ j -< ‘ﬁ \__/ j )
y et I =
L"ﬂ.u'l [ o] . | {'; 1, 1N :rrgl ¥ )l 11 I8)
S5 ° I dge—rp - —= i
4 —— ¥ g o1 1 L S % - y=0l ]
r i i
. LD L L.

An exception to the rule is found in measures 65-66, whaere
both hands play together in 2. Another, curious, exception
is notational only; this occurs in measures 23-27. Here,
both hands share alternating 2 and g meters, although the
music in ths right-hand part is the same g that it has been

all along. Perhaps Albdniz wished the , effocts of the al-
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ternate bars of the left hand to become more important at

this point.

is a printing error.,

)12

EX. 22. Alme‘[‘fa, mm' 21"2&0

(There is also a strong possibility that this
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The swaying, oriental dance motions of the tarantas

are insinuated by the rhythm of Almerfa, perhaps the most

“Moorish® piece in lberia.

13

Here the forward-thrusting

anapests and iambs created by durational differences are -

somotimes in conflict with dactyls and trochees created

by the accentuation and articulation that are marked;

this conflict, combined with the moderate tempo and the

harmonic cross-relations, creates a haunting effect.

(Ex. 23, next page)

12

The passage appears the same in all editions because

the nswer editions are copies from the originals; but the
original editions contain numercus obvious errors,

13

body rather than of the feet.
southern coast of Spain,
Sea from Morocco and Algeria,

Oriental dances are characterized by movements of the
Almeria is located on the
directly across the Mediterranean
The inhabitants of Almeria

are called tarantos in the province of Jaén, according to
Collet, Albaniz et Granados, p. 171, n. 1.
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Ex. 23, Almerfa, mm, 9-12,
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Almer{a moves predominantly in four-measure phrases,
although "odd" pairs of bars are more frequent than in many
works in the collection. The development section of Almerfa
contains odd single bars (such as measures 153 and 165) and
phrase elisions (such as measures 157 and 169), MGaﬁures
248-250 form a three-measure phrase,

In E) Puerto the .2" hemiola of the bulerfas contrasts
with the more prevalent g pattern that is sometimes synco-

pated as in measures 9-10 and sometimes as in measures 55-56

of E£xampls 24:

Ex. 24. E1l Puerto, mm. 8-10 and 54-56.
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(continued next page)
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(Ex. 24, continued)

souple et caressant <
[ é\ = . 4’ -
T’ A ¢ ’ . - .
-
{7' X? 'l[ 1Lz P Y SURS § A i:ll ?f ‘;I‘ .J,L +

-ﬁf b?:é - - — = -

E4& S > & |P sombreetsonore

S -‘ . />—"—' - ‘ T
'!:IIIT . ..ﬁ L{A ||4% 1
| LT )| I\Tq# 1 g - &
b__ 1 1 L) L4
# % .
b— \—_—_—/
T,
According to Collet, thlS shaping of the rhythm around
the second beat is "a kind of polo.“M The polo, though, is

a kind of cante jondo, "which always ssems to have a burden
15
"

of sorrow, The giocoso mood of El Puerto, intended to
portray the hustle and bustle of a Spanish port city, cannot
be derived from the polo, although its rhythm is somewhat
similar to that ofbthe pola, as will be seen shortly. The
agitated motion of the irregular rhythmic groupings caused

by off-beat accents and syncopation in El Puerto would seem

to relate it more to the fandango family.

Ex. 25, &l Puerto, mm, 122-131.
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(continued next page)

4Collet, Albéniz g&bcranados, p..169.
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(Ex, 25, conmtinued)
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The most persistent use of the hemicla relationship

in Iberia (aside from the successive changes in Rondefa)
‘ Wl
4

imposed over two measures of g is achieved first in chordal

is found El1 Polo. Here the effect of a measure super-

texture, and then in a melodic line. The little "gasp"
that occurs on the downbeat of sach even-numbered g bar
imparts a spscial emotional quality to El Polo tﬁrough
this metric conflict. Albéniz directs that tﬁe piece be
played "toujours dens l'esprit du sanglot" (measure 49:
Yalways in the spirit of /ths/ sob"). The rhythms shoun
in Example 26 are maintained in El Polo with an insistence

that is either obsessive or boring, depending on cne's

point of view,

- v
Ex, 26. El Polo, mm. 1-2 and 17-18. e ‘
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Another factor that contributes to the obsessive emo-

tional quality of El

Polo is its reqularity of phrese lengths,
which is .the most rigidly maintained in [beria, There are but

three two-bar extensions in 391 measures of otherwise constant
four-bar phrasing (the final measure can be considered as tha

first strong bar of a new group)., All three of the two-bar
extensions have the function of formal delineation (see Chap-
ter IV). In many cases, the four-measure groups are paired
into eight- and sixteen-measure units., Some variety of
phrase shape is achieved by changing the normal 2 + 2 divi-
sion to 1 + 2 + 1,

The polo is considered a form of cante jondo beceause of

its ancient origins and its serious emotional tone. It does

not exhibit all the characteristics of the siquiriya gitana,

the purest form of cante jondo, as described by falla., The

rhythmic qualities of more typical cante jondo passages in

Iberia are discussed in the next section,
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Elexibility of Rhythm and Meter: Cante Jondo

~The siquiriya gitana is considered the purest form of

cante jondo. falla cited Ythe absence of metrical rhythm,

or strictly measured and accented time® as one of the ele-

ments of Byzentine chant found in the sigquiriya gitana.16

This characteristic of rhythmic flexibility appeare to be

stylized in the cante jondo theme in El1 Albaicf{n. Here

the absence of articulation on the downbeat of the melody,
the general lack of accentuation, and the singing quality
that is intenaed combine to produce an effect that is clos-
er to measured than to metric rhythm; there is a steady
pulse, but a definite metric organization of the pulses

is obscured somewhat,

Ex. 27, El Albaicin, mm, 69-75,
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The measurad, rather than metric, quality of this

cante jondo theme is heightened by its contrast with ths

more metric (g) two-bar interludes (Example 27, mesasurss

73-74) represanting the falsetss played by the guitar in

the actual performance of cante jondo. On a larger scale,

the strongly accentuated and metric bulerfas in El Albaicin

also make the cante jondo theme appear rhythmically flexi-

ble by contrast.

The complete first presentation of the cante jondo

theme in E1 Albaicin is shown in Example 28, Its unequal
phrase lengths reflect the stanza form of the siquiriya
gitana: four lines, of which the third is longer than
the others. Albéniz has divided the fourth line into two

sub-phrases, Chase refers to the caesura found in the

Ex. 28. El Albaicfn, mm. 69-96, melody.
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third line of s;guiriya gitana as quiebro'(“break“), while

Starkie calls it la cafa, "a speciel cadence on the fifth

w17

syllable. The varied phrasing contributes to the impres-

sion of flexibility in this cante jondo theme,

The saeta is an improvised outcry of religious ecstasy

performed during a halt in the procession of the festival

of Corpus Christi in Seville. It is also considersed a

- form of cante jondo. When the saeta thems is first pre-

sented in Albéniz*' Corpus Christi en Sevilla, its rela-

tively slow triplets and sextuplets give an impression of
free rhythm in comparison to the strictly metrical march
theme that has preceded the sseta (see pages 107-109), and

which continues as accompaniment,

Ex. 29. Corpus Christi en Sevilla, mm. 107-110.
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An even more rhapsodic and imprecvisatory treatment of

the saeta theme oeccurs in measures 135-190 of Corpus Christi.

(Ex. 30, next page)

"thase, The Music of Spain, p. 336, n. 11.

Starkie, Spain, Vol. I, p. 111,
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Ex. 30. Corpus Christi en Sevilla, mm, 151-154,

a tempo ma molto rubato
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Here the oscillating sixteenth notes of the accompani-
ment ssen in Example 29 are still present, but the march-
like tarara itself is absent. *Molto rubato" is directéd,
and the frequent fermatas (as et the end of Example 30) fur-
ther enhance the rhythmic freedom of this fantasy on a sasta.

The complete saeta theme of Corpus Christi is shown in

Example 31. 1Its phrase structure is quite squarse, and its

abab'" a form is similar to that of the jota navarra from

Evocacidn (see Example 16, page 111).

Ex. 31. ‘Cq;pus Christi en Sevilla, mm. 83-120, melody.
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The greatest flexibility of rhythm and meter in Iberia

is perhaps that of the cante jondo theme in Jerez, Here

there are alternating meter signatures that have nothing to

_do with hemiola, Measures of Z\and 5 are alternated sporad-

ically, which for the most part simply has the effect of

maintaining a 2 meter (with a certain inner accentuation
emphasized). However, the first instance of a 2 bar in
esach passage of its occurrencse has the net effect of adding
an extra beat to the preceding 2 measure, as in measures

73-74 of Example 32:

Ex. 32, Jerez, mm, 67-97, melody,
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The disparity of phrase lengths is rather extreme in
Example 32 the caasura (quiebro, la cafa) can be detected
in the longer phrases at measures 76-77 and 90-91, The
time between phrases (shown in Exémpla 32 as a long note
followed by rests), is filled in with "guitar” interludes

(falsetas) as in £l Albaicfn, The falsetas are hassd on-
the grace-note "reverberation® figure that was seen in the
main theme of Jerez (Examples 10 and 11, page 103), and

which is given sgpecial treetment in the cante jondo theme

through the use of the , bars.

As the examples in this and the preceding sections
show, the rhythmic aspects of Iberia range from the rigid
and metrical to the flexible and free. The analysis of
rhythm is of great velue to the performer if it is done
in terms of musi;al motion. In spaaking of the perfor-
mance of the sonatas of Domenico Scarlatti, Kirkpatrick
states, "Beyond the elementary business of learning to
play in time, 2ll counting should be done in dancer's
tarms, in terms of the duration of a breath or of a ges-
ture, . « + The imaginary chorscgraphing of Scarlatti

sonatas cannot be overdone.“18

These statements apply
equally well to the works in lberia.
Furthsr points coneerning rhythm, meter, and phrasing

arise inevitably in the next section, devoted to melody.

18Kirkpatrick, Domenicuv Scarletti, p. 311.




Melody

Scales and Modes

In his use of conventional major and minar pitch mate-
rials Albéniz seems to have had a distinct preference for

keys on the "flat® side of the circle of fifths. For ex-

ample, the very first piece in lIberia, Evocacidn, is in the

key of A-flat minor, changing to A-flat major at the end.

Both El Puerto and Lavapiés are in D-flat major, and El

Albaicin and M8laga are in B-flat minor. 1 Polo is in

F minor, Eritafa in E-flat major. The remaining five works

are the exceptions that prove the rule, with Corpus Christi

en Sevilla the most extreme case of the use of a key signa-
ture with many sharps (F-sharp minor in measures 1-82, chang-
ing to fF-sharp major for measures B3-369, the end)., VYet

gven in the keys that are not on the flat side to begin with
there ie a tendency toward extreme flattening within a work;

Corpus Christi en Sevilla reaches the key of B-flat minor by

measure 55, and Rondefa, which is in D major, has a main the-
matic raturn in D~-flat major. Almerfa, in G major, has a lo-
cal tonality of E-flat minor at measure 177, an important
point of structural articulation, Triana, in F-sharp minor,
reaches D-flat major at measure 74; this is not merely C-sharp
major respelled, as it is the result of a series of third-
relationships, A major-<fF major--D-flat major. Jerez, in

£ Phrygian, 2lsc reaches D-flat as a legitimately spelled key
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(beginning at measure 100). Works whose main key is al-
ready on the flat side move sven further in that direction.
El Puerto, for example, may rightly be considered as moving
through the keys of G-flat minor, C-flat minor, and F-flat
minor to the key of B-double flat minor in measures 83-109,
even though all these are of course spelled as their enhar-

monic equivalsnts. In fact, the avoidance of keys with dou-
ble flats is usually the only reason for the appearance of
keys that caontain sharps in such contexts,

Albéniz' use of extremely flat keys may be accounted
for in part by his own proclivities and in part by his use
of sequences by descending fifths or descending major thirds.
However, there is another aspsct of Albéniz' style that is
resgensible for this phenomenocn, and that is his use of the
modes that contain "lowered" pitches--above all Phrygian,
sometimes Aeolian (rarely Dorian), and Mixolydian (rarely
Lydian), Sometimes Albéniz' changes of mode ére merely
coloristic, but in other cases they occur in a gradual and
controlled process that has important structural implications,
as will be seen in Chapter IV.

The "pure” Phrygian mode is found in the presentations

of the cante jondo theme in El Albaicfn in which the texture

consists of the melodic line doubled at the fifteenth. In

measures 69-98 the modal final is f, in measures 131-152 it

is d, and in measures 245-249 it is f once again. One anom-

alous gh (Aeolian rather tham Phrygian second) occurs in the
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second statement of the theme, but the rest of the mslody
and the cadences are unmistakably Phrygian:

Ex, 33, ELl Albaic{n, mm. 137-141, melody.
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The Phrygian mode may be considered the primary ref-
srent for Jerez, with final on 3.19 Just as a minor-key
work may turn to the major in its coda, so Jerez turns to
the Mixolydian mode in its coda. The interesting ambigui-
ties of tonality that occur in Jerez are of a structural
nature, and so they are discussed in Chapter IV. In es=-
sénce, however, ambiguity afises because the Phrygian mode
is so often given a major final, which increases the ten-
dancy for European-trained ears to interpret this final
as dominant of the key whose tonic lies a perfect fifth
lower, The author is convinced that Albéniz was aware of

this ambiguity and exploited it as a structural devics,.

Albéniz does not use this "major Phrygian" scale as

19Collet, Albéniz et Granados, p. 175, describes Jerez
as "hypodorien." This description is practically meaning-
less to English-speaking musicians, since Collet is evi-
dently raferring to the Greek Dorian on e, Hypodorian on A,
whereas we would use the Church mode designation “Phrygian®
on e, There is no plagal Church mode with final g and am-
bitus A to a, but Collet's M"hypodorien" is translated as
"Hypodorian" and repeated with blithe indifference by many
another writer,
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N

a “gapped” scale (c d° e f g gb

b

b~ ¢) in melodies as for

instance the so-called Hungarian "Gypsy" scale (c d gp f#

A
] g? gh c) is used. Rather, the minor third degree is used
melodically most of the time, with a "Picardy third" effect

used repeatedly at the frequent cadences. A good exampls

of this occurs in El1 Puerto, preceding the series of flat

minor keys mentioned above; the final is gb.

Ex. 34, E1 Puerto, mm. 79-82,
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Other examples are found in Corpus Christi en Sevilla, meas-

ures 83-120 and 349-350; Rondefla, measures 115-134; Almeria,
‘ measures 5-21; El Albaicin, meésures 165-169; M&laga, meas-
ures 1-16 with some suxiliaries; and Jerez, measures 15-21
and 214-218, as well as many other passages in these works.
An additional complication in Albéniz' use of the
Phrygian wmode is the variable seventh degres as well es the
variable third. In the bulerfas sections of El Albaicin,

for example, the pitch set is f gb gb,g Qb c gb gb,gh (£).

p — N’

(Ex. 25, next page)
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Ex. 35, El Albaicin, mm., 52-55,
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The varied and often conflicting cadential harmonies made
possible by the variable seventh degree in conjunction with
the Phrygian second are discussed in the section on harmony
in this chapter. |

Albéniz' use of other modes also involves auxiliary
pitches in the texture as a whole, Ffor axample, the open-

ing fandanguillo melody in Evocacidn may be described as

Reolian on gb, with auxiliaries in the melody in measure 6

and in the harmony throughout,

Ex. 36. Evocacidn, mm, 1-13, melody.
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Other examples of Aenlian mode occur in E1l Puerto, meas-
ure 36 (part of a gradual flattsning process from major to

Phrygian); Corpus Christi en Sevilla; measures B-39 (with
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‘'soms leadingetone harmony), 203-209, 211-215, and 266; and

El Polo, measures 17-31 and especially 368-381,

The Dorian mode involves a raised, rather than lowersed,
pitch (in relation. to the natural minor), and so is somewhat
foreign to the style found in Iberfa, A hint of the Dorian

coloring is found in Corpus Christi, measures 40«44 and also

267, but in both cases a modulation is imminent, In Jerez,
measures 21-22, one may also detect the Dorian sound if one
is convinced of @ as final at that point,

In major modes the flattening tendency manifests it-
self in the mixolydian mode, as in measure 16 of El Puerto,
the first hint of the gradusl process of flattening from
major to Phrygian in that work. More definite examples are

measures 340-344 of Corpus Christi, mesasures 73-80 and 255-

262 of Rondefa, measures 218-229 of Jerez, and passages like
measures 54-57 of Milaga and 13-14 of Eritafa,

Related to the Mixolydian modse in sound is another
scale found in some melodies in Jberia; it might be de-
scribed as Mixolydian with lowered sixth, or as major with
lowered sixth and seventh., This is the scale basis of the

cante jondo theme in Jerez (measures 67-94), of measures

111-142 in El1 Polo, and of the fourth phrase of the copla
in Almarfa (measures 113-116). In each of thess cases,
laading-tone dominant harmony is used except when the mel-~

ody itself ascends or descends into the "upper" half of the

scale. This scale also appears as the last step before the
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arrival of the "major Phrygian" pitch set in El Puerto (seo

Example 34, page 131, and comparas it to measures 55-68).
There is no real use of the Lydian mode in ]beria,

Collet's reference to the Lydian mode in his discussion of

Almer{fa is very unclear and seems to have misled other writ-

ers.20 The appoggiatura leading tones to the dominant in

the accompaniment are not Lydian in character, and the mel-
odic lines always use the natural fourth scale degree. On
the contrary, the flattening of pitches to create modal col-
oring may be seen at its greatest extreme in Almerfa--sven
going s@ far as to undermine one's senss of fixed pitch,
After having established the juxtaposition of thc major and
the Phrygian modes in the openirg section of Almer{a, Albéniz
lowars the tonic (or final) g itself in this remarkable pas-

sage:21

Ex, 37, Almerfa, mm. 29-33,
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Collet, Albéniz et Granades, p. 171,

211he Locrian mode, which with its lowersd fifth might be
considered intermediate batwasen the Phrygian and the pitch
set of Ex. 37, is not found in Iberia.
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Although Piston states that "the tonic may be raised, but

if it is lowered it is heard as /the/ seventh degree," it

is very difficult to hear the gb's (at least those in the

right-hand part) in measure 32 of Example 37 as respelled

leading tones.22

There are places in Almeria, and in other
works in Iberia, where what is written as a ldwered tonic
pitch is in reality a respelled leading tone, but the har-
monic sensation peculiar to this passage gives instead the
impression of a gb that is distinct in intonation from ﬁ#.
It is as if the composer were trying, within the rescurces
of equal temperament, to simulate the microtonal flexibility
of pitech found in Arabic music through what might be called
"hypermodal flattening," and in the opinion of the author,
he has maomentarily succeeded.

There is another (arguable) example of lowered tunic
pitch in El Pola, measure 32 (and again in 36). Here the
EP (Example 38, next page) can more easily be heard as a
respelled leading tons gh, as part of the harmony III+ in
F minor (substitute deminant). The spelling seems to re-
flect either a linear harmonic approach or an attempt at
erudition in view of the following gp. In both Examples

37 and 38 the tonic bass pedal tone, creating a cross-

" rglation with the "lowsred tonic," heightens the effect.

22yalter Piston, Harmory, 3rd ed. (New York: W.W. Norton
and Co., Inc., 1962), p. 516,
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EX. 38' E,_l_ leO, mm, 36'39'
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Near the end of Almeria a passage occurs that is simi-
lar to that shown in Example 37; here the lack of a pedal

tone and the whole-tone fragment d''' c''’ b0 gb" gb"

in measures 248-249 create a blurred sense of pitch that
detracts from either a lower-~-tonic or a respelled lsading-
tone interpretation of the pitch gb at the end of measurs

249

Ex. 39. Almerfa, mm. 247-250.
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In Iberia one finds both complete six-note whole-tone
scales and smaller whola-tone fragments. These occur bhoth

throughout an entire texture and as one element of colora-

tion set within more stable surroundings (as in Example 39).
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In most céses Albéniz' use of whaole-tone and incomplete
whole-tone scales has the harmonic function of the French
augmented-sixth chord (with embellishing tones). The man-
ner in which this occurs is of structural interest, as is
the distortion of melodic motives that takes place as the
scals becomes progressively whole-tone in content. This
relationship of local color, function, and structure is
discussed as it occurs in individual works in lberia in
Chapter IV. There are, however, a few examples of purely
caloristic (i.e., not French-sixth) whole-tone passages
to be found.

In Almerfa the turn at the end of the cante jondo

theme is amplified through.a complete whole~tone scale

in measures 228-240, This is a natural extension of the
"Mixolydian-with-flat-sixth" scale mentioned on page 133.
In measures 228~233 the undsrlying harmony is also derived
completely from the “Q" whole-tone scale found in the mel-
ody. In measures 234-241 a mixture of modal and whole-
tone harmonies helps reestablish g as final. Then in meas-
ures 242-245 the "other" whole-tone scale is represented by
the filled-in tritone that occurs naturally in the G-major

scale, and the harmonies are also G major, with addad tones.
(Ex, 40, next page)

The second principa) motif of Lavagiés is presented in

caricature through use of the complete whole-~tone scale in



Ex. 40, Almerfa, mm, 228-245,
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the right-hand part of measures 245-252 of that work. Mean-

while, the bass keeps up a habanera rhythm with tonic and

dominant (in direct opposition to the whole-tone scale in

the upper part of the texture).

Ex. 41, Lavapids, mm., 243-250,
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Pentétonic scales are used very little in lberia. The
one genuine use of a pentatonic pitch set is in the coda of

Corpus Christi en Sevilla, where the "fifthy" sound of the

pentatonic scale is used to simulate distant chimes (the

resulting harmony is just a tertian chord with added tones).

Ex. 42, Corpus Christi en Sevilla, mm, 355-357,
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The pentatonic sound emergea from the textdre in meas-
ures 15-16 and 97-98 of E1l Albaicin, but the complete pitch
set in each case is B-flat minor--F Phrygian. The "penta-
 tonic" line arises as a matter of pianistic technique, and

it merely fills in the Phrygian cadential sixth gP"-gP'.
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It is interesting to note that the pentatonic scale is
found only in contexts that alrcady involvé all five black
keys on the piano, as seen in both E£xamples 42 and 43, In

a later passage similar to Example 43 no pentatonic selec-

tion is made from the D Phrygian modé in the left hand:

Ex. 44, EL Albaicin, mm, 151-153,
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The variety of scales and modes found in lberis is a
trait found in the music of other composers of ths early
twentieth century. In a fascinating conversation between
Debussy and his former teacher Ernest Guiraud, recordsd
in a notebook by Maurice Emmanuel, Dsbussy argqued in favor
of such variety in order to attzin Ygreatsr nuances,”

In essence Debussy argued that since the octave
consists of twenty-four eemitones, twelve ascending
and twelve descending, arbitrarily reduced to twelve
to meet the requirements at the keyboard of equal
temperament, any kind cof scale could in practice be
built without any allegiance to the basic C major
scale. This nesd not disappmar, but it should be
enriched by the use of meny other scales, including
the whole-tone scals ond what he cryptically calls
the twsnty-one note sca2le. « « « Enharmony should
be used abundenily, and a plea is mads for a dis-
tinction bestween notes of ths same enharmonic value,
that is tec say between a G-flat and an F-gharp.

The major and minor modes are a useless convention,
Thera should be great frcoedom and flexibility in the
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use of major and minor thirds, thus facilitating
distant modulations, + «

- Tonality was to be submerged; it was not to disappear.
Debussy: ] am not misled by equal temperamant."23
Lockspeiser points out that this document is invaluable
“not only in regard to Debussy's parsbnal ideas, but as
evidence of a wide harmonic instability affecting many
w24

composars at this time,

In A Theory of Evelving Tonality, Joseph Yasser pos-

tulates that the next logical step in an "organic”_historical
process in music is what he calls the Ysupra-diatonic" scale,
composaed of ninsteen equal-tempered tones within the octavs,
Yasser believes that the use of the whole-tone scale (or
whole-tone chord) by composers of Debussy's time was an
intuitive attempt to épproximate the basic "supra-diatonic
Hexad" of his nineteen~-tone system of tuning., (He attributes
the same subconscious motive to Scriabin's six-note “mystic
chord.“)25

Without in any way wishing to destract from Debussy's
influence and accomplishments, the asuthor would like to sug-

gest that these ideas were indeed Yin the air® at the time

Iberia was composed by Albéniz, and that in his case the in-

23| gckspeiser, Debussy, Vol. I, pp. 60-61 and 204-208.

241bid., p. 60.

25Joseph Yasser, A Theory of Evolving Tonality (New Yorks
American Library of Musicology, 1932), pp. 320-323.
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tuitive attempts to make enharmonic distinctions and to
intimate subtleties of intonation within the limits of the
equal-tempered scale were efforts to’approximate the Areabic-
influenced Andalusian musical style. This independent pur-
pose of some af the technical devices found in the music
could explain his intrensigence over accusations of "French®

influaences in general and "Debussyism" in particular (see

pages 65-66).,
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Melodic Motion

Melodic motion in Albéniz' themss tsnds to be extreme-
ly conjunct, with stepwise motion and skips of e third in
the overwhelming majority.‘ There are occasionally perfect
fourths and fifths, but practically no leaps of a sixth or

seventh within the phrese. A melodic tritone such as that
in measure 6 of Evocacidn (actually f' to EP' rather than
gh--ase Example 36, page 132) is very rars in Iberia, In-
tervallic expansion to a tritone of what was originally a
melodic third does occur in later development in a few cas-
es} examples are found in measures 180-181 and 275-276 of

Corpus Christi en Sevilla. Augmented seconds are rara (ses

measure 94 of Jerez, Example 32, page 1263 El Polo, measure
310), as are diminished fourths (Eveocacign, measure 68, in
Example 16, page 111). The octava leaps found in measures
74, 76, and 78 of Rondefa are unusual, but then octave dis-
placement is a.special case of melﬁdic leap, easier to sing
and therefore more likely to be found in folk~based music
than sixths, sevenths, tritones, or chromatic intervals

larger than a semitone,

Ex. 45. RaondeRa, mm. 73-80 (continued next page).
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(Ex. 45, continued)

©
3V
®
3V

h . iy - > . . . ~
b i_{?:—:f% e E O EE :}s:g%i Ty &
L= N~ — F S
‘g llm T Q@QE yi /:-— 7 F\uqﬁg ?
Hﬁ . P - n— -5 ;Jf =y : 7‘&? l} 4 5
\\_,/p by < /p ; \~,,/D 3 ‘p . &éI:A
%D fR W,

The mélody in Example 45 is alsc rather exceptional
in Iberia because of its rangs. The range of most of the
melodies in these works seldom exceeds a tenth, and is often
much more restricted. The octave register of melodies varies
widely, as might be expected in piano music; but initial,
Mginging" melodic statements are often in the register of
about & to c' (see Example 32,page 126, and Example 36, page
132).

fwo kinds of melodic motion in ]beria merit special
attention. The first is what Ernst Toch calls melodic

n26 By this term Toch means a deliberate and pur-

iterance.
poseful repetition of pitch within a melodic line. Rather
than disrupt the flow of the line, this device, if well used,
can be sufficient by itself to create the kind of tension in
a phrase that is usually associated with rising pitch. In

Albdniz' themes built around the iterance device there is

often a releass of this tension through scme sort of turn or

26Ernst Toch, The Shaping Forces in Music (New York:
Criterion Music Corporation, 1948), pp. 120-130,
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ornamenting figure, usually a triplet., The limited range
of melodies in lberia can often be attributed to the use of
iterance as the basis of a melody.

The particular way in which the combination of iterance
and ornamentation is used in the "iterance themss of

Albéniz is in agreement with Falla's description of the

melodic line in cante jondo and its features derived from

criental musical styles:

[They feature/ the use of one and the same note,
reiterat=ed even to the point of obsession, frequently
accompanied by appoggiatura above and below.

Ornamental turns /are/ employed only in determinate
moments as outbursts or expansions induced by the emo-
tional force of the text. 27
Although it is in the style of & copla to a form of

cante flamenco, rather than cante jondo in the strict sense,

the theme frcm Rondena shown in Exahple 46 is a notable spec-
imen of a melody based'on the iterance device. Seven short
phrases (counting the repeated first phrase as two) of this
type occur swuccessively at five different pitch levels, with
modal inflections in the cadential turn figqure. The eighth
and different phrase (measures 131-134) can also be per-
ceived to center around an "obsessive" note, d'; thus it can
be felt as a balance to the fourth phrase (measures 115-118),
as a variation on the preceding seventh phrase (measures 127-

130), and as a climax to the entire meledy. Other aspects

27Falla, gl *Cante Jondo'," pp. 187-188; see pp. 85-86
in this dissertation, Chapter Il.
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of this melody that should bs noted include its limited
range (an octave), its Ycontralto” tessitura (a to a'),
its rhythmic flexibility within square phrasing, and the
poésibility that each phrase could easily carry an octo-

syllabic verse (even the lést, more melismatic phrase).

Ex. 46. Rondefa, mm. 103-134, melody.
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The copla from Almerfa (Example 47, next page) fea-
tures iterance at only two different pitches., The short
bars indicated in the example represent the g measuraes of
the accompenimsnt, derived from preceding sections in the
piece (sse Example 1, page 96); the rhythm of the melody
thus gives the impression of great flexibility in its con-
text and in relation to its square phrasing. One might

note also the range of the melody, limited to a sixth,
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(or perhaps a b a b' a) form, similar to that of the jota

navarra in Evocacidn (Example 16, pags 111) and of the

sasta theme in Corpus Christi en Sevilla (Example 31, page

125). As in those two melodies, there is some sense of
melodic climax in the fourth (c or b') phrase in the copla

from Almeria.

Ex. 47. Almerfa, mm. 101-120, melody.
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Thg turn figure in this melody from Almeria is used to form
an extension in measures 121-125, following the last a phrase.
It is the last presentation of the a phrase, together with its
extension, that is subjected to the whole-tone transformation
in measures 232-240 of the work (see Example 40, page 138).

In both of the preceding melodies the great expressiveness

attained from such a simple device as iterance is intensified
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through'the shaping of rhythm and dynamics in the melodic
line, as well as by the rhythm, texture, and Harmony in the
 accompaniment, |
In a somewhat. less intense vein (and faster tampo) the
iterance device helps to shape the jota theme from mélaga.
Here, as in the first pﬁrase of the copla from Almerfa, the
iterance occurs at the peak of a slightly arching phrase.
As was seen on page 104, the triplet release of tension is
in this case an integral part of the rhythmic shape of a
Jota phrase. Note once again the_limited range and medium-
low tessitura of this presentation of the theme (g# or gb
to f'). The theme may be considered a modulating double
period, wﬁich fact has impqrtant consequances in the struc-

ture of thas work (see Chapter IV).

Ex. 48, Milaga, mm, 58-73, melody.
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The true cante jondo-style themes in El1 Albaicin and

Jerez exhibit, if not actuval iterance, a kind of reciting-
tone technique, In the theme from £l Albaicin particulerly,

the obsessive reiteration "accompanied by appoggiatura above



149

and below," as falla describad the siquiriya gitana, is

evident., In the first two phrases of this melody there
are ascents to QP', with neighbor tones gP' and c'', in
a hemiola pattern that obscures the meter. In the longer
third phrase the higher reciting tone f'' creates more
melodic tension, The divided fourth phrase is lower than
the First,‘taking the emphasis away from gb', and reaf-

firming the Phrygian final f'; note the ornament in meas-

ure 94, which seems to signal the upcoming cadence.28
Ex. 49, El Albaic{n, mm. 69-96, melody.
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28Tha use of ornamentation as expressive deviation from
an expected norm is discussed in Meyer, Emotion and Meaning
in Music, pp. 50 and 204-214., Meyer's references are con-
cerned not only with western music, but 2lso with oriental
and folk and primitive musics. '
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The cante jondo theme in Jerez also has reciting tones

as the basis for its varying levels of tension: d' in meas-
ures 67-68 (resolved through an arnament to g'), g' in meas-
ures 73-76, and ¢' in measures 77-80; d in measures B83-86,
gb' in measures B7-89 (temporarily replacing g'), and ¢’

again in measurses 91-94,

Ex. 50, Jerez, mm, 67-97, melody,
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The second melodic device in Iberia meriting special
attention (in additicn to the use of iterance) is the de-
scending minor tetrachord (such as a g f e), often encoun-
tered as a melodic framework in Albéniz' themes, This pat-

tern is found in much Spanish music, and it is derived from
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the Phrygién mode.

The clearest melodic outline of this kind may be seen
in the maiﬁ theme of Jerez. LThis theme is in the style of
the soleares, the dance associated with the soled, a form

of cante jondo. Chase gives the following example of a

soled (from soledad, "solitude"):

Ex. 51, Soled, from Chase, The Music of Spain, p. 226,
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The desscent in Example 51 may be considersd to be from the
fourth degree down to the final in the Phrygian mode on c.
The opening phrase of Jerez is an elaborated descending
minor (Phrygian) tetrachord similar to the second line of
this soled., The two elements of the theme-~-the tetrachord
and the ornamenting "reverberetion" motif at the end of the
descent-~are used freely in the course of the work, both to-
gether and independently, The range of the melody (a major
ninth, ¢' to d'') is only slightly larger than that seen in
previous melodies. The structure of the theme is a b, a b, ¢,
or A A B--Bar form: a pair of short phrases, the pair re-

peated, and then a longer sequential answering phrasa.

(Ex. 52, next page)



Ex. 52. Jarez, mm, 1-9, melody.
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A similarly elaborated descent forms the baso-doble
theme of Triana, Here the tetrachord spans the upper por-
tion of a minor scale (tonic down to dominant), rather than
the lower portion of the Phrygian mode. The accentuation,
articulation, rhythm, and.Faster tempo of this theme com-
bine to produce an expresssive result thét is totally dif=-

ferent from that of the theme in Jerez.

Ex. 53, Triana, mm. 1-4, melody.
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Stuckenschmidt has written, "All melodic shapes based

on tetrachords are very ancient in origin., This particular
form with a bottom interval of a semitone, the Dorian mode

of the Greeks or the Medieval Phrygién mcde, has far-reaching
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structural applications."29 This is particularly true whsn

the descending tetrachord is in the bass, as in a passacaq}ia.30

In lberia this use of the descending tetrachord is of consid-
erable importance to the harmony and to structure, and so it
is discussed in the parts of this dissertation devoted to

those subjects: the next section of this chapter (on har-

mony) and Chapter IV (on structure),

ng.H. Stuckenschmidt, Twentieth Century Music (New York:
McGraw-Hill Beok Co., 1969), p. 159,

30Ths term passacanlia is probably derived from the Spanish
pasacalle (paser, "to pass“ and calle, "street"), which songs
are called when sarenaders go from one house to another, See
Chase, The Music of Spain, p. 230.




Harmony -

Functional Tertian Harmony

In Albéniz' Iberia one finds the complete harmonic

vocabulary of the iate "common-practice" period, including
secondary dominants, secondary leading-tone and common-tone
diminished-ssventh chords, the augmented-sixth chords and
Neapolitan sixth, etc. The music is certainly a good deal
less chromatic than that of Wagner, Reger, or Franck; for
example, but through other kinds of enrichment (particularly
modal énd whole~tone inflections) a varied and colorful har-
monic palette results. In this subsection of the chapter
the examples ars intended to show some of Albéniz' more
personal ways of handling functional tertian harmony.

Extendad tertian sonorities beyond the ninth chord are
not extremely common in lberia., Dominant-ninth chords (usu-
ally the Mmmg) are fairly frequent. As is usually the case,
such eleventh and thirteenth chords as do occur can often be
reduced to a more basic seventh aor ninth chord with embellish-
ments. However, there are times when one of the larger ter-
tian conglomerations is heard as an entity., Such surface
color should be recognized as part of what is identifiable
as thue composer's style. |

The wash of harmonic color in Example 54 (next page) is
the complste V13 in F major, the key of the upcomihg section,

The resolution chord (tonic major seventh) is consonant in

154



155

relation to the thirteenth chord.31

Ex, 54, Almer{a, mm, 149-153
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A realistic analysis of Example 55 would be iig over
a dominant pedal rather than V13, as the lsading tone (the

third of the “V13”) is omitted in measure 104%

Ex. 55. Eritafa, mm. 104-105.
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Note that the harmonic goal at the downbeat of measure 105

is not I but V; thus the chord § gp c e° q, outlined in the

31Availabla facsimiles of Albéniz' manuscripts indicate
that the pedal markings found in printed editions are those
of the composser, not of editors., Ses Anglés and Pena,
“plbéniz," opposite p. 33 (facs. of Lavapiés) and Llorens,
gl 'Lied'," pp. 139-140 (facs. of accompanied songs).
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- upper voices, represents dominant-preceding ("second-

elagsification®) harmony rather than the upper parts of

13 32
v, A similar, but more extended, example of this

"incomplete v 13w is found in Evocacidn (measures 47-54

and 107-114). Since it has considerable structural sig-

nificance in that work, it is discussed in Chapter IV,
Albéniz' use of augmented-sixth chords includes the
various inversions (often resulting in the "diminished-
third" or "diminished-tenth" positions), and occasionally
they embsllish chords other than the dominant. The so-
called “French®- and "German"-sixth chords are used fre-
quently, the thinner "Italian"-sixth rarely. The french-
sixth is particulerly important to the Albéniz sound be-
cause of its whole-tone qualities, which, combined with its
force in approaching dominant harmony, gives it an all-
important structural significance in the Ibsria pieces.,
This will be seen in several of the works as they are dis-
cussed in Chapter IV; Example 56 may be taken as a typical

instance of French-sixth usage in Albéniz:

(Ex. 56, next pags)

The Gr.6/V in Ydiminished-tenth® position is shown in

the first part of Example 57,

32T’ne concapt of Ychord classification” is from Allen
Irvine McHose, The Contrapuntal Harmonic Technique of the
Eighteenth Century (New York: Appleton-Century-Crofts, Inc.,
1947), pp. 5 ff,
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Ex. 56, Almeria, mm., 199-201,
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Ex. 57. El Polo, mm., 390-391; E1 Albaicin, mm, 312-313,
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The Fr.6/1 (diminished-tenth) is the penultimate chord
in £l Albaicin. Note the added dissonance of the P (circled

in Example 57, second part). If the Fr.6/1 is regarded as U7
with lowsred fifth (f gktgP g?), the QP may be considered as
a.minor ninth from the root. If the chord is considered in
its most usual position (gb e” f ali), the gb is seen to pro-
vide a conflict between the French- and German-sixth chords,
In many works of the Ycommon-practice" period of tonal har-
mony the typs of augmented-sixth chord in a given case is
often ambiguous, as the "color" tones (f and gp in this case)

may move in and out of the chord in ﬁurns, trills, and other
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kinds of motion within a texture. Albéniz seems to have
been fond of the clashing combination of the French- angd
German-augmented sixth sanorities, The author will hence-

forth refer to this five-note chord as the "Iberian-sixth"

(Ibr.6)., Its use is typical of Albéniz' harmonic style in

Iberia, providing as it does a rather dissonant harmonic
color along with a high degree of directional harmonic
function, Example 58 shows various deployments of the

Iberian-sixth sancrity.

Ex. 58. Jerez, mm, 202-203; E1 Palo, mm., 248-249;
Jerez El Polo
Mmalaga, mm, 11-12,
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A further complication in Albéniz' use of augmentsd-
sixth chords is the addition of another kind of “ninth" to
the five-note Ibr.6 scnority--i.e., a major ninth or second

above the "normal® bass note. In Example 59 the Ibt.6+9/v
in F minor occurs over a dominant pedal tone. Its position

happsns to be that of the diminished tenth, but the ¥normal
bass" spelling would be gb f g,gb Qﬁ+gb. Note that the in-

flection of the German-sixth note gb to al would result in

a complete whols-tone scale containing the French-sixth,

Ex. 59, Lavapids, mm, S4-56,
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The Neapolitan-sixth chord occurs frequently in lIberia,
as might be expected in view of the frequent Phrygian color-
ings in the music, It is sometimes used as a neighboring
chord to ths tonic (or to a Phrygian final), often with the
addition of a seventh to the chord, i.e., it turns out to be

Gr.6/1., Ordinary Neapolitan-sixth to V progressions are rela-

tively infrequent in Ilberia. 0One example does occur at the

end of Triana, where it is preceded by a more unusual use of
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the Neapolitan chord:

EXQ 600 Trj,ana, mint 133"14G0
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(Ex. 61, continued)
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Striking effects are obtained by the uss of root-
position Neapolitan moving directly to the dominant. This
is not new with Albéniz, of course, but his use of it is
particularly forthright. In spite of its clearly func-
tional derivation, the angularity of this root movement
may induce some analysts to consider it a harmonic juxta-

position rather than a harmunic progression. In Jerez the

juxtaposition is used as a climax:

Ex., 62, Jerez, mm, 175-179,
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In Triana it gives rise to further harmonic exploration;
following the Neapolitan chard in measures 94-95 (with major

sevaenth, ninth, and augmented eleventh accruing through use
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of the sustaining pedal), the harmony is pushed a fifth
further in the "flat" direction to what might be termed
IV/N (a kind of plagal neighbor to the Neapolitan). In
measure 99 the IV/N is used as a respelled #Iv(major):
note the addition of the passing f# from measure 96 as

a dissonance with the C-major chord in measure 99,

Ex, 63, Triana, mm., 94-99,
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In Example 64 the juxtaposition af the Neapoclitan and
V chords marks the beat in the alternating metric pattern
of the rondena, Here again this " justifies® a later, more

daring juxtaposition of #Iv(major) to V.

Ex. 64, RondeAa, mm. 61-64 and 161-164 (continued next page).
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(Ex. 64, continued)
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A fimal example of unusual harmonic juxtapositions

is found mnear the end of Evocacidn:

Ex, 65, #&vocacidn, mm., 134-137,
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This startling effect prepares the listener for the end

of the pisce, a few measures later. What appears to be

a major triad on the leading tone, moving directly to the
tonic (measure 148) is a kind of balancing "sub-Neapolitan®
to the chords in the preceding measuras, and taken all to-
gether the passage is essentially a Gr.6/1: the Neapolitan
chords and the VII(major) may be considered as triadic ex-
-pansions of the two crucial notes a diminished third apart

which are found in the Gr.6/1. (See Example 66, next page.)
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The Descending Minor Tetrachord

Examples of the descending minor tetrachord (such as
a g f 8) were seen as a melodic framework in the section on
melodic motion, This fiqure, gommgn Lg mugh Gpanish music,
occurs repeatedly in lberia as a bass line. It may appear

as a relatively small-scale bass line or as a structural de-
vice occupying saveral measures.

The melodic framework of the main tﬁemé of Jerez is the
descending line a g f 8; this descent is transferred to the

bass in such figures as those in Example 67.

Ex. 67. Jerez, mm, 18-19 and 53-54,
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The harmonic goal of the descending tetrachord is
tha dominant in minor tonality or the final--often with
raised third-~-in a Phrygian context., The dominant is usu-
ally preceded by iv6 ar iiég--the so-called "Phrygian ca-
dencs." This is seen in measure 18 of Example 67. Some-

tomes, however, Albéniz intensifies tho motion to the domi-
nant by using an augmented-sixth chord, as in measure 53 of
Example 67,

Even whers a succession of vertical sonurities cannct
be explained in a traditional fashion the resolution of the
crucial major sixth in the penultimate chord of the Phrygian
cadence to the octave gives logical continuity to the veoicu-
leading. Ths basic strangth'of this progressiocn gives tho
composar fresdom to produce colorful scnoritiss without lose

ing a clear sense of harmonic directiont

Ex. 68, El Albsicin, mm. 53-55,

Lol = Z = 57
e} b id
o3 =4
=t J{' 3 sl . " “% ‘é“' —
. N ¥ "'{’E s -t!L o x [
Bh me.[or}r'z_ o, >\@; W \@"% or
F Phe s 2. Y43 W, g T, T, "I

The prevalence of Phrygian cadences in Spanish music
causes many writers to spesk of the music Ycontinually end-
ing on the dominant,” although te the Spanish musicisn the

bdominant® probably scunds more like a model final than any-
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thing else, No matter how one interprets it functionally,
this open-ended, questioning motion, always to the dominant,
is certainly a typically Spanish expressive gesture., In
Albéniz' Iberia one frequantiy finds anothar manifestation

of this phenomenon in sequential harmonic progressions. Root

movement in these progressions is continually down a fourth,
up a fifth, etc., rather than the revefse; the sensation is
that of moving “backwards” through a series of dominant re-
lationships in most such progressions (only rarely of suc-
cessive plagal resolutidns). The tension generated in such
passages is usually not resolved through "normal progression’;
instead, the succession of *"backwards fifth-relationships! may
be carried on leng enough to obliterate one's sensa of key so
as (o modulate to a new key. In Example 69 the preceding
measures are centered on the dominant of G minor (or the major
final of D Phrygian); the new region (beginning in measuras

164-165) is D-flat minor (or A-flat Phrygian with major final).

Exe 69, E1l Albaicin, mm., 158-165,
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(continuad next page)
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(Ex. 69, continued) C%ﬂr:l';li)mﬂ
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Thq sharp harmonic clashes in Exampla 69 emphasize the
strong metric accents oF'the bulerfas and are a good illus-
tration of Albéniz*' often pungent surfaco coloring within a
simple functional context.
In the same work 8 similar progression occurs with a
third relationship separating twoc of ths "backwards fifth-
relationships” and a Phrygian cadence at the end, maintain-

ing the key.

Ex., 70. El Albaicin, mm, 206-213,
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One lest example may be found in the rhapsodic treat-

ment of the sasta theme in the middle ssection of Corpus

Christi en Sevilla (measures 151-174),

descending by fourths can more easily be heard as plagal

relationships than those in ths previous examples; this

Here the roots

may be attributed to the more frequent third-relationships

separating the pairs of chords from preceding and following

pairs and to the fermatas at the end of each "plagal" reso-

lution,

Ex. 71,

Corpus Christi en Sevilla, mm,

163-174,
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Pedal=tons Techniques

No discussion of Albéniz' harmony would be complete
without some mention of his use of pedal tones, As might

be expected, the psdal is usually the tonic or the dominant
of the local tonality--although it is not always clear which

it 1s in the case of the Phrygian mode with major final.

The pedal tonas continue for long sections in some works

and are an important structural devica; as will be seen in

Chapter IV, Sometimes one long pedal point is linked to the

next one through a descending minor tetrachord in the bass,

The stability of a pedal point allows the composer the oppor-

tunity fer audzcious harmonic exploration at times, and it is

often responsible for some of his most pigquant harmonic gffects.
Most of Albéniz' pedal tanes are in the bass., The unusual

harmonies found in meesurss 49-6C of Rendefle arc held together

in part through sheer rhythmic drive (in a well-established

pattern of alternating meters), but also by the pitch class

b that appears as & bass note (ir various octaves, but always

the lowest-sounding tens) on each downbegat, which the "mental

ear™ retzins as a dominant pedal point., The harmeny of B

major (V/E minor) becomaes clear at ths end of each 2 bar,

Ex. 72. Rondefia, mm, 49-506 (continued mext page). . <
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(Ex. 72, continued)

> > )
> . A = I 2
) B0 4‘[‘- oy 6 . 4 P lh L} 4 'job‘i—h’q—‘ ¥
R 3 t o L IR EP Y ) i d 1 o ¥
H—" L T p i S I SR, R & P i Y SEN o 1 4 Yy
J I S i A 7
5 3 ben staccato f> - ————r
- L : —_— T > R . —_— L ——
IJL» FETrTl DA A T P RN =
) 1 g L) I S I =TT T T it
7, Vid) WAV A -t A 4 {2 | A 22000 S TRV 51 e 1) orr
oyt A Y N2 a A s 3L
b LAY [0 L 30 0 L. AN 1 N X g L s N
Tgmb g Qi T e e
. ¥ aQ N P P m
' @ W W . . g

The opening sixteen measures of malaguefias rhythms
in Milaga are alsd unified by a dominant pedal point in
the bass. In Example 73 the reader's attention is draun
especially to the hair-raising scnority at the downbeat

of measure 13.

Ex. 73. Mm8lage, mm, 9-16,
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A tonic pedel point continues uninterrupted for the

first 53 measures of Almeria, and the same device lasts
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for the first 64 measures of L1 Polo, On the piano, of
course, thaess tones must be rearticulated in various ways,
An ambiguous dominant or Phrygian final is maintained inter-
mittently through long stretches of El Albaicin, end there
are many other examples of pedal points in Iberia,

A somewhat exceptional example of an invertsd pedal

point serves as a final example in this section. In meas-
ures 15«23 of Triana the dominant g# is kept alive by rhyth-
mic articulation and by its neighbor g#, which then comes
into a direct cross-reletion conflict with the seventh of

tha dominant chord (Qh) above it, especially in measurs 19,

Ex, 74, Triana, mm, 18-20,
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Modal Harmony

Harmony that progressss to the tonic (or modal final)

through the subtenic rather than through the leading tone
gives a decidedly modal cast to the music, The fraeguency
with which one finds the Phrygian cadence in lbheria has bgsen

mentioned in connectisn with the descending minor tetrachord
figqure in bass lines. The Phrygian cadence has of course
been absorbed into “common-practice® tonality egs a kind of
half-cadencs, iv6 tc V. Where tha context demands a Phrygian-
mode interpretaticon, howcvaer, this cadence dr pragression has
the status of “first-classification to final® cadsntial har-
mony, as in its origirmal form in esarly music based on the
Church modes. This use of the Pthgian progression ccmbines
the subtonic and lowered-secand dagrees to ferm z major sixth
that expands to an octave (or a minor third contrecting te a
unison)., In Iberia, it is found in major and minor as well
as in Phrygian contexts, and it will.be referred to as a mi-
nor subtonic chord, bvii. |

At the beginning of Jsrez the minor subtonic‘occurs in

a purely Phrygian context:
(Ex. 75, next page)

Near the end of M&lage, 2 theme criginally harmonized

iu7 to V reappears at the tonic of a minmnor key, whers the

bvii? proceeds to a tonic chord with Picardy third.

(Ex. 76, next page)
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Ex. 75, Jerez, mm, 1-3,
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Ex. 76, M&laga, mm. 229-232,

= NS TN o p [ — e e v -
;_33 b Lo g/\/\ ?8;\ -t
——b ) Lh 7 :——, s f; v e

2

= = =S
.j - - 4 fj ]r J‘
— i
Zqu /////’—’_—i::—\\jl N //::;___———‘ ~
bl é: = . B B bd £
5‘{: A%L:b;. ;f;l; — %r P& = —1 ‘,
——— 0 i
E?lﬁi’ ~—  —§F "1 . .f'B
»” bv,v :I:ﬁ&
‘ 2
' Fa, R, Fon
7

One finds a particularly ingenious deployment of bvii

in the development secticn of Almeria, in a major key:

Ex., 77. Almerfa, mm, 159-161.
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If one considers the d's in the left hand of Example

g7

78 as members of the harmony, then the use of v as a ca-

dential harmony must be admitted; this bears the same rela-

g7

tionship to bvii as' ii does to iv in minor tonal harmony,

EX. 78. Almel‘fa, mm, 247"‘2500
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If the subtonic chord is major rather than minor the

-]
H

mode implied is Aeolian, Dorian, or Mixolydiern rather than
Phrygian, One could multiply the examples by a hundred;
those that follow are intended to show various refinements

of the major subtonic as it is used in ]beria.

Ex. 7%9. Rondefa, mm, 85-86,
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EX. 800 Eritaﬁa' mm. 12-14.
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Example 81 shows the addition of a minor seventh to bVII.

Ex. 81, El Polo, mm, 1=5,
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Example 82 shows the addition of a major seventh to “VII.

Ex, 82, Jerez, mm, 217-219,
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Example B3 shows the relationship between bVII and the

minotr dominant seventh (u7).

Ex, 83, Lavapiés, mm, 238-240,
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Both bVII and v7(mm) eppear in an AResclian passage from

Corpus Christi en Sevilla in Example 84. Note the descend-

ing minor tetrachord, doubled at the fifth, in measures 203-
204, A few measures later a major seventh is added to the

minor dominant.

Ex. 84, LCorpus Christi en Sevilla, mm, 203-206 and 207-209.
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Albéniz sometimes combines subtonic and leading tone
in the same chord., In Example 85 the chord in measure 8

b

is spelled as VIIg(mmm), but it really represents a con-

flict between bVII7 and leading-tone vii°7 ({P = gﬁ).

Exo 850 El l mme 7'90
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In measures 69-70 of the same work the Phrygian sixth

by

d --gP' comes into conflict with the augmented sixth gb'-gh'

while the "lberian-sixth" conflict is created by the presence

by

of both g' and 2%, all over a dominant pedal.33 Thuzs the

sustaining pedal creates a simultaneity composed of the pitchss
c'y gb', £y, g, gb, Qb, and QH', but with a clear harmonic

direction implied,

Ex. 86, El Polo, mm. 251-253,
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The same conflicts found in Example 86 are seen in

Example 87:

Ex. 87. Corpus Christi en Sevilla, mm, 188-190,

These are extremely rich sonorities, and the relationship
batween them and Albdniz' preferred types of highly dis-
sonént harmonic color will be discussed in the next section.
One could spend many pages presenting further details
of the variety of Albéniz' modal harmony in Iberia. If the
reader develops an awareness to the following points he
should be mble to dacipher the function of almost any pro-
gression in Iberia, no matter what color tones are added
(or how they are spelled!): 1) all ths possible ways of
forming a sixth between major or minor second and major
or minor seventh degrees, expanding to the octave of the
tonic (or final); 2) the inversions of thesa sixths (form-
ing thirds contracting to a unison); 3) transposition of
thaesg motions to other points in the scale, notably the
dominant; and 4) the clashing cembination of both seventh

and/or both second degress.,
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Added-tone Sonorities and Ponlychords

In a sense the modal Aarmonies with built-in conflicts
discussed in the preceding pages may be considered as added-
tone sonorities--except that the two conflicting tones in a
given case are equal in importance; it is not clear which is

a member of the Ycore" sonority and which is the “added" tone.
In the pressnt ssection, attention is focused on sonorities in
which that relationship is clear. Qne could cite litsrally
hundreds of such added-{one sonorities in Iberia. Some are
relatively mild and merely coloristic additions of a sixth,
seventh, or ninth (or combinations of these) toc a mzjor or
minor triad. Others are more complex and dissonant and saeem
to have the purpose of adding accentuation to the music.

One relatively rich coloristic sound is seen in Example
88. The accompaniéent provides a B-flat major triad with
added sixth and seventh, while the major seventh and aug-
mented elsventh in the melodic line are also sustained on a
single pedal. In its context this B8-flat major triad has

the function of Neapolitan of A (Phrygian).

Ex. 88. Corpus Christi en Sevilla, mm, 159-162,
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Near the beginning of the same work one finds a series

of semitone dissonances as added tones, perhaps in {mitation
of the doubtful intonation of Sevillian marching bands, Note
the conflict between subtonic and leading tone in measures 19

and 23 (added tones indicated by arrows)s:

Ex. 89, Corpus Christi en Sevilla, mm. 19-23,
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AR similar, but more radical, example is this passags from

€l Polo, which is a gold mine of added-tone sonorities:

——

Ex. 90. 1l Polo, mm, 85-92,
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The added-note technique in El Polo adds emotional |
intensification, The "wrong-note" technigue in Lavapiés
injscts humore-a portrayal of the constantly misfiring valves
of a Madrid street-musician's hand-organ, There are dissonant
passing tones and appoggiaturas as well as chordal added tones,
all contributing to a complex harmonic surface, while the

underlying harmonic functions are quite simple.

Ex. 91, Lavapiés, mm, 203-210,

Another work in which added dissonant tones occur with

astounding frequency is Eritafa, in which the formations can
almost be termed "clusters® at times., The functional "core"
is shown in the analysis of each chord in Example 92, which
shows the driving motion of this work approaching an impor-

tant cadsnce.

(Ex. 92, naxt pags)
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Ex. 92, Eritafa, mm, 94-95,
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I1f one begins to invaestigate the intervallic content

of Albéniz' added-tone sonorities it becomas evident that
they have certain qualities in common. In gensral, Albéniz
seems to have favored pungent sounds invelving some sort
of semitone dissonance. Among the four-note sonorities
(tetrads} the all-interval chord pmnsdt seems to occur marae
often than any othsr single tetrad (aside from the comman

seventh chords).34

This point could easily be overempha-
sized; no implication of conscious calculation on the part
of the composer is intended. It does seem, however, that
his acute ear led him repsatedly to this rich sonority,

and it is interesting to observe that some of his favorite
functional chords with inner conflicts (such as the combined

French- and German-, or "Iberian®-sixth chord) either form a

pmnsdt sound or contain it as a recognizable unit within a

SaThe method of identifying intervallic content is from
Howard Hanson, Harmonic Materials of Modern Music (New York:
Appleton-Century-Crofts, Inc., 1960).
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larger sonority.
Among the various ways of forming the pmnsdt senority

is that of combining a major triad with an augmented fourth
from ite root. The reader may recall the C-major chord

("IV/N") with added ﬁ# in measurg'QQ of Triana (Example 63,

page 162). (Example 88, page 180, also contains this sound. )
The Neapolitan chord over a dominant pedal (Example 61, page
160) also results in the pmnsdt sonority. The French-sixth
“qolor“ tone cccurring with the aural triad portion of a
German-sixth chord is yet another. The mirror (or "involu-
ﬁion") of the major-triad-with-#4 sound is the minor triad

with b

2 (or raised root)., This chord has the same pmnsdt
intervallic content, and it occurs as a conflict betwsen the
Phrygian sixth (lowered supertonic and subtomic) and the
augmented sixth (lowered supertonic and lsading tone; these

spellings assume a resclution to tonic or final).

Ex., 93. pnnsdt sonorities,
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Still another conflict that results in the pmnsdt

sound is that between subtcocnic and leading tone in the
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dominant seventh chord with "split third" and omitted
fifth (28 in Example 90, page 181, measure 87). This

sonority is neither a transposition nor an involution

of those shown in E£xample 93 on the preceding page.

Ex. 94, pmnsdt sonority
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By definition, a polychord (actually "bichord") effect

m N

|t

T
O

S
ﬁe Fy
L'

*E

is obtained when two tertian sonorities are combined in such
a-way that they can be heard as saeparate tertian entities ss
well as a larger single sonority., Such overlepping of har-
monies does occur a few times in lIberia, although in many
cases it seems more like en extension of added-tone techniqgue
than of true polychordal thinking,

In measures 250-252 of El Albesicin the overlepping F-
and G-flat-major triads may be viewed as an expansion of
the Phrygiaﬁ neighboring tone of the praéeding melodic frag-
ment--i.e., @ neighbor tone added to each member aof the F-
major triad results in the bichord. Note the pianistically

convenient white key-black key deployment of this sonority.

(Ex. 95, next page)

A similar example is the bichord formed by two minor

triads in measures 215-222 of Corpus Christi en Sevilla:

(Ex. 96, next pags)
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Ex, 93, El Albaic{n, mm, 2468-251,
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Ex. 96, Corpus Christi en Sevilla, mm. 220-222,
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The dominant is mingled with #Iv(major) in measurss
100-101 of Triana, preceding a thematic return on the domi-
nant, This polychord is a natural outgrowth of the harmonic
juxtapositions of root-position Neapolitan and IV/N = #1v
with the dominant in the preceding measures (ses Example 63,
page 162).
fx. 97, Triana, mm, 100-101.
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A more genuine bichord effect of conflicting harmonic
functions is heard in the copla section of Almer{a, pre-

ceding a dominant-ninth chord:

Ex, 98, Almerfa, mm, 142-144,
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Other bichords are fqund in measures 242 and 383-389
of E1l Polo and measures 53-54 of Lavapids (C major end
D-fiat major in all three cases).

A different aspect of the added-tone technique is seen

in the following secticn, devocted to secundal and quartal

sonorities,
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Secundal and Quartal Sonoritises

Some secundal formations will be seen in the section
devoted to whole-tone sonorities, and some of the added-tone
sonorities discussed an pages 180-184 also contain three or

more adjacent pitches, although a tertian "core" sound is

usually evident, The termes "secundal sonority" and "quartal
sonority" are used here to distinguish those vertical pitch
formations in which tertian organization has been obscured

in favor of emphasis on seconds, sevenths, and Fou;ths.

The emphasis is achieved through voicing, accant, isolation,
similar motion, etc. The reader is cautiocned that there is
no system of secundal or quartal harmony to be found in the
works Iin Jberia, in the sensc that secundal or quartal chords
progress one to the next, but rather that there are manifes-

tations of these sgnorities within a tertian harmonic context,

Perhaps the most completely Qecundal sonority in the
collection is to be found in measure 239 of Rondefla, where
all the notes of the D Phrygian mode are hesard in an oscil-
lating figure sustzained by the pedal., The motion of the bass
alone is sufficient to impart a cadential subtonic function
to this sonority as‘it moves back to the tcnic in the next
measure., Jhis passage is perhaps the most extreme point in
the uss of unusual hafmonies tc mark the alternating meters

of the rendena in this work,

(Ex. 99, next page)
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Ex, 99, Rondena, mm, 239-242,
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In E1 Albaic{n similar motion and staccato articulation
are used to embhasize the secundal quality of the sonorities
in the right-hand part of measures 298 and 300 (Example 100).
The tetrad on the downbeat of these measures forms the‘gmnsdt

sonority., These chords can also be construed as quartal for-

mations with an added tone (downbeat gb gb'ff with gb', per=-

fect fourths on the other two beats) or és tertian triads with

added tones (dounbeat C-flat major with added f'). In any
[}

case, the Phrygian neighboring motion gb gbiéjover the QP

pedal tone is the controlling factor in connecting measures

297 and 299 (or 299 and 301, not shown). Note also the de-

scending minor tetrachord gb‘ gb' cb' b® .

Ex., 100, El Albaicin, mm, 297-300.
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The passage in tha preceding exampla ie based on

similar ones which have occurred searlier in the work,
In measure 52, for example, a broken guartal figure in-
volving a pedal tone is outlined in the left hand while

the right hand seems to emphasize the secundal sonority

gb' p_b' ¢''s Actually, the c'' and g_b' are simply naigh-

b, by

bors to the German-sixth chord g ' b

gb' gh' over the

f pedal tone.

Ex. 101, El Albaicin, mm, 52-55,
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In measure 54 of Example 101 the sonorities are just
tertian seventh chords in diatonic parallel motion over the

descending minor tetrachord Qb

gp gb(ﬂ) in the bass,

Example 102 is more like Example 100, only gquartal in
emphasis rather than sscundal, The right~hand staccato chords
in measurs 118 are purely quartal (EEE), while the left hand
has slurred fourths, Within each complete beat a five-note
quartal chord is formed (downbeat g? gb' a' d' g', perfect
fourths in the other two beats). As in Example 100, the pas-
sage represents Phrygian-mode nesighboring tonss (gb' ga' c')

to the root of the Dg chord in the preceding end following
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measures; the descending tetrachord g' f' gb' d' is also

praesent,

Ex. 102. El Albaicin, mm, 117-119.
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Further examples of quartal outlines will be seen in
the section devoted to simulated guitar effects. Those

presented in the present section illustrate their use

within Albéniz' basically tertian harmonic scheme,
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Whole-tone Sonoritiss

Harmonically, the whole-tone scale is a "source-set,"
especially for the french augmented-sixth chord. In lEEElE.
completely whele-tene textures are often found in retransis
tional passages linking a development section to the formal

articulation of a thematic and tonal return. There are three
reasons for the suitability of the whole-tone pitch set as
8 retransitional device:

1) As the complete whole-ton: set is formed
near the end of a development section, its limited
intervallic content makes necessary the distortion
of originally diatonic melodic motives, providing
a high point in the development process.

2) The whole-tone scale thus results in a kind
of neutrality cf thematic content, a turbulent neb-
ulousness in which rhythmic motion and dynamic level
can be increased and exploited without much regard to
pitch. Thematic and tomnal return then appears as a
contrasting clarification of musical thought.

3) Thematic returns in Ibsria are habitually on
the dominant rather than the tonic; therefore the
French-sixth resoclution, emerging from whole-tone
surroundings, allows for the advantages of 1) and 2)
above, without sacrificing harmonic function.
A short example of the French-sixth chord in whole tone
context has been seen in an earlier part of this chapter
(Example 56, page 157), Further instances of this tech-
nique will be cited in Chapter IV.

A whole-tone passage that is not a result of the
technigue just described is the transformation of the

copla theme near the end of Almeria. Here the chordal

selection from the whole-tone set is the augmented tried,
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appearing at the pitch of each of the main melodie notes,

with various spellings:

E.X. 103. Almerl‘a, mm. 228‘2330
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No doubt it is passages in Iberia like Example 103 that

prompt hasty generalizations about stylistic similaritiss be-

tween Albéniz and Debussy,

sonal and Spanish, with its melodic iterance and ornamental

turn (see pages 137-138, Example 40, and pages 144~145 and

147, Example 47),

Example 103 is somewhat exceptional in

Iberias; Albéniz' more uuual functional, French-sixth usage

of whole-tone scale sonorities is actually quite conssrva-

tive in comparison to what one finds in Debussy.

Even this example seems very per-
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Included among the many non-tertian sonorities used

in Iberia to add both harmonic color and rhythmic punctu-

ation are still other whole-tone formations. (This state-

ment is to be taken with the same qualifications tﬁat applied
to the examples in the preceding section on secundal and
quartal sonorities: here attention is given to simulta-

naities taken for their own sound, and in context one or
more notes may sound like non-chord tcnes with expected res-
olutions.)

The whole-tone secundal triad formed by twe major
seconds (such as ¢ d g) lends its distinctive color to
the harmonic surface in El Albaicin, as shown in Example
104, where it is marked mgz. The resolution of this sound
on the next sixteenth note produces an incomplete dominant-

seventh chord in each case.

Ex. 104, E1 Albaicin, mm, 109-111,
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Two ways of forming the whole-tone triad mst (c d ﬂ#
and ¢ d g#) are found in measure 43 of Ll Puerto, and, count-

ing the next sixteenth note, tha second of these produces the
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four-note sonority m st (cde 3#)

EXQ 105. _E_]; puerto, mm. A3'44.
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The sonority ngzg appears as a simultaneity in meas-
ure 210 of Rondeda and in measure 140 of M&laga. As can be
seen in other sonorities in bath Example 105 and Example 106,
however, Albéniz usually preferred more dissonant sonorities

for this kind of rhythmic punctuation,

Ex. 106. Rondefia, m, 210, and M&laga, mm. 140-142,
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Parallelism

In the section on secundal and quartal sonorities
and in the preceding pages on whole-tone simultaneities,
it has been seen that one of the factors that helped to
. emphasize £he non-tertian qualities of those sonorities

is pafallelism, or glaning.35 There are many examples
of parallel motion in Iberia, including parallel motion
in Fifthg'and planing of seventh chords., |

Parallel motion of g chords is common in tonal music,
and it Hardly seems necessary to present examples of g
planihé in Iberia. (By happenstance, one such passage
may be seen in Example 82,.page 176.)

Planing af § chorde is also found fairly often in the
Weommon~practice” era, In Example 107 the planing af 2
chords from the Pnrygian mode on QP is broken only at the

end of measure 74 in aorder to make a cadence to the final

(held as a pedal tone throughout the passage).

Ex., 107. El Puerto, mm, 68-77 (continued next page).

35The term planing refers to the consecutive occurrence

of a given type of sonority at different pitch levels but
with unchanged voicing, usually, but not always, in step-
wise motion, The perallel motion may be exact or diatonic,
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(Ex, 107, continued)
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A few measures later some parallel g motion creeps
into the gsame basic pattern:
Ex. 108. El Puerto, mm, 79-82,
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There are many passages of planing in Jerez. In meas-
ures 57-64 the notation indicates that the player is to cross
his hands in playing the series of parallel g chords shown

in Example 109.

(Example 109, next page)

In measures 208-209 of the same work a series of g

i.e., comsecutive intervals may change in quality if they
occur within a key or scale.
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Ex, 109, Jerez, mm, 61-64,
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chords from the Phrygian mode on @ is heard over a pedal tone:

Ex' 110. JBI‘BZ, mm. 208-210.
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In the planing of g chords shouwn in Example 111 the
triad portion comes cut strongly. As in Example 107, the
last chord in the parallel series is functional; here this

occurs without a break in the series:

Ex. 111. El Albaicin, mm, 29-33. >
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From the foreqoing examples it can be seen that Albéniz!

use of parallelism in ]beria is more a free adaptation of the

conventional use of the 3 series in "common practice,” a sort

of "glide" between two functional points, than it is a way of

dwelling on certain favored sonorities, To be sureg, there is

a sense of revelling in sound in these passages, but Albaniz'
use of planing tends to be diatonic (often modal) rather than
ekact. Therefore the quality of sonority changes as it occurs
at different points in the mode or scale. Indeed, the contexts
of most of the examples suggests that'the use of planing in
Iberia is primarily an ocutgrowth of the neighboring-chord mc-
tion found in Albéniz' modal harmony and not an impressionistic
device, One doss not find, for example, passages of parallsl
French-sixth chords or parallel major-minor-major ninth chords

in the manner of Debussy.36

36Debussy also considered parallel motion as a means of

connecting two more stable points, although his wide-ranging
view of tonal relationships has perhaps caussd this to be
overlookad. In Maurice Etmmanuel's notes on Debussy's con-
versations with Ernest Guiraud, Debussy is recorded as having
said, "Incomplete chords, fleating., 11 faut noyer le ton,
/One must blur the tonality./ One can travel where one wishes
and leave by any door. Greater nuances." Lockspeissr,
Debussy, Vol. I, p. 206,
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Counterpoint

Textures in Iberia are, for the most part, consistently
homophonic, The use of recognized contrapuntal processas
such as extendéd or strict imitation, canon, fugue, or esven

fugato is not a facet of the lberia styla,

In some of the works in the Iberia collection contra-
puntal combination of themes occurs, usually either in the
course of development or at points of thematic return. This
davice is of interest primarily from the standpoint of struc-
ture and motivic development, and so it is presented as it
occurs in individual works in Chapter IV.

There is, however, a kind of pianistic counterpoint in
some of the works that is quite personal and distinctive.
This usually consists of a texture in which a previously=-
heard theme is combined with a fairly independent counter-
melody and such other, moxre sporadic voices (often including
a pedal tone) as are necessary to complete the harmonic
sense, It would be incorrect to deny that such passages
are harmonically conceived, but the arching countermelodies
do have lives of their own, and there is often such a plsth-
ora of appoggiaturas that the harmony rarely appears as a
clear vertical sonority.

In Exaemple 112, from Jersez, the varied motiocn in the
texture (measures 120-124) contrasts strongly with the pas-

sages of planing from this work seen in the preceding section,

(Ex. 112, next page)
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The march theme in Corpus Christi en Sevilla appears

b

in measures 255-265 with two quasi-contrapuntal lines. The
harmonies change very rapidly, and the meny appoggiaturas

(circled in Example 113) consistently prevent clear ver-

tical choard structures.

Ex. 113, Corpus Christi en Sevilla, mm. 255-257,

L =
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In E1 Albaicin a climactic phrase in chordal texturs

(measures 205-213) is echoed in a more linear texture with

the same melodic line and the same basic harmonic progres-

sion (meagsures 213-221)., Corresponding portions of each
phrase are shown in Example 114, which might be considered

a kind of "free invertible counterpoint,”

Ex. 114, El Albaicin, mm. 206-209 and 214-217.
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Further examples of Albéniz! pianistic polyphony will be
seen in the next pertion of this chapter, in the subssection
devoted to sound and noise effects simulated by the writing
for the piano, The examples in the present ssection on Ycounter-
point® should be considared no more than an extreme manifesta-
tion of the linear concept found throughout most of the dis-~

cussion of Albéniz! harmony in Iberia.



Instrumentation

Piano Technique as a Harmonic Determinant

As one can readily see from the foregoing examples,
some passages in Iberia demand the utmost virtuosity of

the performer. Remembering Albéniz' own prowess as a

pianist, and especially as an improvisor, it is not very
surprising to discover that the technical element in his
writing for the instruwent is occasionally the primary con-
sideration in determining the exact sounds produced. This
involves more than the practical consideraticns of technical
feasibility in terms of texture and spacing--what the hands
can negotiate--~-that one would expect to find in any key-
board music, 0Ore may recall, for example, that the idea
of using pentatonic scunds ssems to have occurred to the
composer only in contexts in which the five black keys of
the piano were conveniently availakble, and that most of the
bichords encountered happen to be deployed in a comfortable
black key-white key arrangement of the two hands. Exsmples
115-117 illustrate other passages where the explanation of
consistency seems better based on the technical aspsct than
solely on the makeup of the hermanic esntity.

In measure 213 of Jerez cne finds the passage shown in
Example 115 (next page). This is basically the prolengation
of a Bmfiat major chord (whose function is discussed in

Chepter IV). The composer seems to have been interested pri-
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marily in a sonority of little pin-pricks--triple-piano,
staccato chords often containing semitone dissonances., To
achieve this, inversions of a B-flat major-seventh chord

are used where thgy fit both the line and the technical

pattern, Where pitches foreign to the B-flat seventh occur

in the top line (at x), other chords are substituted, chosen
at least in part by the way in which they fit the technical
pattern; where an inversion of the B-flat major-seventh
chord would break the technical pattern (at *), other chords
are also substituted. Indeed, the line itself in this pas-
sage of inconsistent planing seems determined by the tech-
nical pattern, The fincering in Example 115 shows that the
gistances betwesn the sccond end third and‘the fourth and
fifth fingers of thsz right hand do not have to be adjusted;

brackets above the fingerings indicate shifts of hand position,

Ex. 115. Jerez, mm, 212-214,

A PNl 0000 S 0 Y i i ; :
Aﬁ'zg?_/ Npelite pédale . 2&%(/5
E Phe: “subs, T =

A similar passage occurs in measurs 162 of Jerez,
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The same principles are involved in measures 65-67 of

Rondeffa, Haera the "Iberian-sixth" chord ¢ e f#,a 3# with

added'g is vaguely sketched in a pattern that fits the hand

well while emphasizing semitoneg dissenances and rhythmic

drive:

Ex. 116, Rondeﬁa, mm, 65-68,
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In soms passages, such as that shown in Example 117,

the added tones are nct chosen so much for their particular
color asffor their rhyﬁhmic ﬁunctuation and their contribu~-
tion to sheer sonority through dissonance--any dissonance,

as long as it fits ths hand so that the exuberant tempo can

be maintained with impunity.
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In these and similar passages in lberia, although the
harmonic function generally remains clear, the details of

harmonic sonerity are the result of pianism, and the pianism

is in turn influenced by the more basic considerations of
rhythm and quality of esound. To search for a more system-

atie basis of choice in added-tone passages of this kind is
to overlook a fundamental facet of the pianist-compossr.

A similarity may be drawn here to Kirkpatrick's ob-
gsarvation about the sffects of the Spanish guitar on
Domenico Scarlatti's part-writing:

The chords that are possible to execute and the

tuning of the open strings take precedence over
more abspract laws. 37

37Kirkpatrick, Domenico Scarlatti, p. 205, A more ex-
tended guotation is given on p. 88 of this dissertation.
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Transfer of Guitar Idioms

Many interesting sonorities in Albéniz' piano writing,
especially those that emphasize fourths or sevenths, are

derived from sounds commonly prbduced by guitarists in the
Spanish folk tradition, This reflects a purely aural aware-

ness on the part of the composer, as opposed to the physical
origin of the piano writing seen in the precaeding section,
For the quitarist, however, these characteristic sounds .prab-
ably-have a physical basié in the techniques of the instru-
ment. The imitation of quitar effects at the keyboard is a
trait common to composers of the Spanish school (Albéniz,

Granados, Falla, Turina, et al), and even goes back ss far

as Domenico Scarlatti.38

According to one writer, Albéniz' familiarity with the
guitar idiom went beyond that of the mere auditor:

[Albéniz, Granados, and Falla all/ admired the guitar
as aficionados, but only Albéniz grew up playing ths
guitar as well as the piano, A friend, ths painter
Octave Maus, remembered him during his student days
in Brussels as "« little black/-haired?/ man, bsarded,
squat, who arrived from Spain in 1880 or 1881; in the
folds of his cape, which was proudly draped over his
body, he hid an enormous guitar., In the intimacy of
studios and salons of friends, he sang. Leaning on a
table or on the arm of a chair, his eyes wrinkled with
laughter, his fingers nimbly plucked the chords; he
evoked on those unforgettable evenings the Spain of
the dance, of love and joy. And often the concert was
continued in the nocturnal streets with serenades and
Andalucian songs."

Albéniz went on to become one of the great pianists

38

Kirkpatrick, Domenico Scarlatti, pp. 196, 205-206, and 224;
Chase, Ths Music of Spain, pp. %10-114.
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of the century, but like Scarlatti before him he wrote
for the keyboard as if it were a guitar, In El Albaicin
of the Iberia Suits, for example, he recreatad "the
dsafening sounds of a guitar that laments in the night,*
as Debussy once described it, Many of his works are
eminently well suited to guitar transcription; as he
himself observed when he heard one of them performad

by Tarrega on the quitar: "This is precisely as I had
conceived it!" 39

Collet relates that among the sarly performances of
works from lberia were those by the Trio Iberia, composed
of the guitarist Barrios, the lutenist Alvear, and the
mandolinist Devalque, in Granada, Saint-Sébastien, and
London, in 1908.40

It is not difficult to hear the influence of the guitar
in the sonorities emphasizing secundal and quartal structure
seen in the section devotéd to that topic. An example that
was not shown in that section is the passage from L1 Puerto
appearing as Example 1f6 (next page). Here the appoggiaturas
on the downbeat of sach measure simulate the technique of
répid strumming. Then in the exuberance of the bulerfas
a sound arises such as a quitarist may produce as he strikes
open strings almost at random in addition to those fretted
to make a chord. (The complete open-string guitar chord
E Adgb e' is not found in Iberia.) This chord (marked

pmnsdt in Example 118) can be analyzed as the neighboring

39 fFrederic V., Grunfeld, The Art ang Times of the Cuitar
(London: Collier-MacMillan, Ltd., 1969), p. 288,

40collet, Albgniz et Granados, p. 75.
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chord bVII7, with the f (circled) as a non-chord tone in

the bass;

Ex. 118, &1 Puerto, mm, 45-47,
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By reiterating amn internal pedal-point on an open
string, thes guitarist's right hand may be steadied while
he plays notes circling around the pedal-point on the |
other strings. Thié device is imitated in the plucked-

staccato opening section of E1l Albaicfn:*]

Ex. 119. El Albaicfn, mm. 11-14 and 22-25.
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(continuad next page)

41Poir\ted out in relation to Scarlatti by Chase in The

Music of Spain, p. 112, and by Kirkpatrick, Domenico Scarlatti,
pp. 205-206, See p. B8 of this dissertation,
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(Ex. 119, continued)
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In the same work one finds figures such as thoaze shown
in Example 120, as well as many others (sse pages 189-191)
that are definitely derived from the guitar idiom., The
first two parts of Example 120 also show Albéniz' debt to

the keyboard style of Domenico Scarlatti.

Ex. 120, El Albaicfn, mm, 57-59, 121-123, and 301-303.
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(continued next page)
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(Ex, 120, continued)
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Many broken-chord accompaniment textures in Iberia are
reminiscent of the quitar. Among the more abstract styliza-
tions of the falsetas (interludes improvised by the guitarist)

between phrases of cante jondo are those found in Jerez:

Ex. 121, Jerez, mm, 68-70,
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As is the case with most of Albéniz' coloristic style

traits, a functional basis can almost always be detected be-

hind the harmonic surface in his transfsr of guitar idioms,
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JTransfer of Other Sound Idioms

In addition to quitar effects, the piano is madse to

portray other kinds of sounds in lberia. Most of the copla-

and cante jondo-style melodies are to be Ysung" on the piang,

The effect of a military band with the "rataplan® of its drums

has been observed in Corpus Christi en Sevilla. Some of the

more percussive effects in guitar-derived sonorities may orig-

inate in sounds gther than thaose from just playing the instru-

ment, such as slapping the belly of the guitar with the hand,
It seems not too far-fetched to imagine castanets in the

thirty-second-ncte trills of Triana:

Ex. 122, Triana, mm, 27-28,
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The tambourine seems to be implied by the rapidly
alternating chords in measures 118-119 and similar pas-
sages from the same work. The high register ahd dissonant
nature of these sonorities enhances their noise affects,

like the inexactness of pitch of the tambourines

(Ex, 123, next page)
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Ex. 123, Triana, mm. 117-118,

The complexity of rhythmic activity in some passages

seems to suggest the general tumult of a festive crowd, in-
cluding not only quitars, tambourines, and castanets, but also
the tapping and stamping of dancing feet, clapping hands, snap-
ping fingers, end shouts of *j0l61"., A texture such as theot
from Eritafa (named for a popular and festive inn near Seville),
shown in Example 124, might be interpreted in this way, rather

than as complex pianistic technique for its own sakse,

Ex, 124, Eritafa, mm, 62«65,
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One often encounters melodic doubling at the fifteenth

in pieno music of the Spanish school. In the cante jondo

sections of El Albaicin whore the melody is presented in
this fashion, one is directed to play Mwith a uniformity of

sonority, in imitation of reed instruments® ("instruments

3 anche"). Even though the style of this melody is liks

that of cante jondo, Albéniz seems to be emphasizing the

Moorish aspect of the Albaicfn in Granada in this work.

Mmalm states, ¥The standard Western imitations of Near tastern
music are inspired by its nasal, ‘outdoqr‘ sound.* He then
describes a double clarinet common in pan-Islamic music,
stating, "One may play parallel melodies on the two pipes ' or

4
use one as a drone." 2

These descriptions seam to account
for the effect obtainesd in passages such as thes one from

El Albaicfn shown in Example 1253

poco stringendo
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42

Malm, Music Cultures of the Near East, pp. 42-43,
malm emphasizes the point that this instrument is "scme-
times mislabelled as a doublie flute or double reed. Prop-
erly described, it is a double clarinet, for it consists
of twn cylindrical pipes, each of which has a single free
reed, "
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Realizing the intent behind the effects praesented
in this and the preceding section broadens one's concept
of the composer's style and expressive range, and the

resulting clarification of ong's aural image of the music
is of great value to the performer. ‘
* % #

Throughout this chapter the focus of attention has
been on stylistic detail, on the "foreground" of the mucic,
with some relationships to Ymiddlegqround" functions pointed
out from time to time., The findings of this chapter are
summarized in the first part of the Conclusion. Next,
however, attention is focused on the relationships of the
"middleground” functions to “background," or formal structure,

as the primary concern of Chapter 1V.



CHAPTER 1V

FORMAL GTRUCTURES IN IBER]A

In this chapter the formal structure of each of the

twelve works in Iberia is exeamined in turn., The Ymiddle-
ground! functions of many of Albéniz' "foreground" stylis-
tic devices have been determined in Chapter 111, The rela-
tionships of those functions to the "background,” or formal
structure, of a given piece is the focus of attention in
the present chapter. Although the concept of structural
levels is adopted, strictly Schenkcrian methods and termi-
nology are not used,

As an aid to the reader, a diagram is presented near
the beginning of the discussion of each work, outlining its
structure, The format of the diagram varies slightly as ap-
propriate to the individual work., It has been considered
desirable to limit each diagram to a single page, and so a
great deal of detail could not be included. The diagrams
are listed, with their page numbers, on page vii of the
dissertation,

Mucical examples in Chepter IV are limited for the most
part to key points in large-scale harmonic motion and to the

presentation, transformation, and combination of themes, The
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reader can locats all the examples in Chapters III and IV
from any given work by consulting the Index.

The amount of detailed discﬁssion of the works varies.,
The readef of the complete dissertation will find certain
formal procedures of‘Albéniz becoming familiar, requiring

less discussion as he progresses. It is assumed that the
reader who is genhinely interested in the structurg of a
specific piece will have the score at hand; in this case,
the most cursory discussion, éombinad with the use of the
score, the diagrams, and the Index to Musical Examples,
should prove sufficient,

In order to avoid two conflicting uses of Roman numerals,
the symbols P andlg are used in sonata-derived forms for pri-
mary (or principal) end secvnﬁarg theme or theme group, re-
spectively; 1B means the first in a primary theme group, 2§
the second in a secondary theme group, etc. Short motives
are labeled with lower-case letters near the end of the al-
phabet (x, y, 5).1 The usual symbols A, 8, C, etc., are used
in discussing part-foarms,

Information concerning the first performances of each

work is given on pages 2 and 3 cf this dissertation,

1Symbnlogy after Jan LaRue, Guidelines for Style Analysis
(New York: W.W. Norton & Co., Inc., 1970), pp. 154 and 158.
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The three works in Book [ of Iberia exhibit three
different types of formal structure, a variety that is

not sustained throughout the collection,

The first piece, Evocacidn, has all the main char-

acteristics of & free adaptation of the sonata structural
principle that is found in varying degrees in several of
the later works also, The work is therefore discussed in
some dotail, in order to set forth the main points of
both similarity to and departure from the conventional
"sgnata form,"

El PBuerto is the first of four works in Jberia that
show tonal ambiguity srising from the use of the Phrygian
mode with major firnal, El Puerto is basically a ternary
form.

Corpus Christi en Sevilla has a quasi-symmetrical

part-form which is derived from a rather programmatic

basis,
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Evocacidn

EvocaciGn is unique in the lberia collection in that
its title does not refer to any regional style or dance
rhythm; it is more an introduction to the suite ss a whole,
®eveoking" the Spanish atmosphere in a general serse, rather

than a picture of a particular locale, According to Starkie,
the contrast in Evecacidn of a melody in the style of a jota

navarra and an Andalusian-style fandanquillo shows how the

unity of Spain arises from the tension of North and South.2

The twoc melcdies havo strong rhythmic similarities, however,
and the work alsc features whole-tone passaqes, planing of
augmented triads, and & slow rate of harmernic change, raoted
in lang-held pedal tones. The result is a work that is as
impressionistic zs one will find in lbetvia, whose formal out-
lines may at first seem rether nebulous to the listener. A
closer examination of the series of pedal tones in conjunc-
tion with the thematic and tonal aspects of the piwce leads
to the conclusion that Evocacidn represents a free acaptation
of the sonata structural principls. A diagram of the form
appears on page 220.

In terms of its written length (153 measures), Evocacidn
is the shortest work in Iberia, but because of its relatively
slow tempo ("Allegretto espressive®) it takss about five and

one half minutes in performznce, which is near the average for

?Starkie, Spain, Vol. LI, p. 122,
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the pieces in the collection, Evocacidn is the simplest

in style and technically the least difficult work in lberia,

It is written in , meter, and it is in the key of A-flat

minor, changing tc A-flat major for measuras 115-153 (the end).

Theme P (in the style of a Fandanquillo) begins in A-flat

minor in measure 1, A transitional section leads to theme §,
which is in the relative major key of C-flat and begins in
the bass register in measure 55, Example 126 shows the rhyth-

mic similarity of these two themes. (See also pages 109-111,)

Ex. 126, Evecacidn, mm, 1~-4 amd 55-58, melodies.

L .
Thems P P
U e
: . o~ P
Theme § Tﬂr‘ﬁ*?" o
=
5

A developmental section begins in measure 75 and reaches
a climax in measures 9192, There is a retransition to the
home key in measurse 95-102. Theme B returns at measure 103,
shortaned and altered, in the tonic minor. Theme § follows
at measure 115 in the tonic major, this tima in the upper reg-
ister., The tornic major is maintained tﬂrough the short coda
(measuress 145-453).

Thus the main eleaments of the scnata principle are found

ir the first piece in Iberia-~thematic and tonal dualism in

the exposition, soma development, and thematic dualism re-
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solved to tonal unity in the return. There is of course no

repeat of the exposition, and because of the truncated nature
of the return of theme P, the term "restatement" is used here
rather than "recapitulation®; the svents of the exposition

are not really "recapitulated,"

Anather freedom of adaptation of the sonata principle
in Evocacidn concerns the extendud pedal tocnes mentioned on
page 219, which cause an interesting shift in the usual func-
tions of tonic and dominant as delinsstors of digression and
return, Theme P appears the first time with tonic harmony
over a tonic pedal., There § begins with dominant harmony
and retains @ dominant pecdal for aighteen of {te twenty meas-
ures; at measure 73 there is finally a root-position C-flat
majcr tonic triad., The restatements are just the reverse:
theme B with ®*tenic® harmony (ig) over a dominant pedal,
theme S still beginning with dominant harmony, but over a

tonic pedal,

Ex. 127. Evacseidn, mm. 1, 55, 103, and 115.
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(continued next page)
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(Ex. 127, continued)
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It has been mentioned in Chapter III (page 192) that

thematic returns in ]lberia are habituzslly on the dominant
rather than on the tonic., The immediate psychelogical im-
pact cof a dominant return is to weaken the sense of tonal
uniﬁy in thematic reststement, and this has no doubt con-
tributed tov the feeling of diffusiveness in form noted by
critics of the composer. The harmonic functicns associated
with retransition and return are in effect shifted back one
“classification."S Whereas composers of the "common-practice"”
period Found inventive and characteristic methods for prolong-
ing the effect of latent motion and kinetic energy in an ex-
tended dominant retransition to a tonic return, Albéniz' hab-
itval rcturns on the dominant made it necessary for him to
find ways of doing the same fer the less potent "second-
classification harmonies. The techniques for achieving this

include some of the most personal features of his harmonic

3C0ncept of *chord clazsification" from McHose, The Contra-
puntal Harmonic Technique, pe. & ff. See p. 156, n. 32, in
this dissertation for full footnote.
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idiom, such as his particular ways of using various Phrygian

cadesnces, augmented-sixth chords, functional whole-tone pas-

sages, and "tall-tertian" sonorities. There are three key

passages in Evocacidn linking the four themes whase begin-
nings are shown in txample 127, all illustrating techniques

of prolonging second-classification harmeny, The first and
third of these (measures 47-54 and 107-114) are transitional
between themes P and §; the second (measures 95-102) is the
retransition to the truncuted restatement of theme P. All
three passagss are based on the same thematic motif, derived
from measures 3 and 11-13 (in theme P). This motif, labeled

Px, is shown in Example 128. (See alsc Example 126, page 221.)

Ex. 128. Evocacidn, mm., 11-13,
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As the diagram on page 220 shows, the tramsition in the
gxposition ssems at first to be leading to the minor dominant
key, as & pedal tone on Qb' is epproached In measures 31-34 and
sustained in measures 35-42, There is a sudden, "romantic
major-third reletionship chaenge (B-flat major te G-Flat NMm7)
to the cdominant of the relative mejor key in measure 43, This

technique of coming upcn the true coal of 2 transition at the
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last moment occurs repeatedly in [beria,

If there is one point at which the transition may be
said to be articulated as a "section," it is perhaps meas-
ure 47,‘the beginning of the first of the three second-
classification "linking! passages mentioned above. The har-
monic reduction of the exposition of Evocacidn shown in

Example 129 shows the "seeming" trensition (measures 19-46)

and the true trensition (measures 47-54).

Ex. 129. Ewvocacidn, mm, 1-74 (expesition), harmonic reduction,
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The harmony in measures 47-54 may be interpreted as
a dominant thirteenth in C-flat (with the third of the chord
omitted), In view of tha dominant beginning of theme S in
measure 55, however, a more realistic analysis of tho pas-
sage may be that it actually reprasents a "stepping back"

to seconde-classification harmony (iigmmm and iigdim.mm),

with the dominant pedal persisting throughout., The absence
of the leading tone QP is most important. Had it been in-
cluded, its conflict with the perfect elaventh (the tonic)
above the bass would have changed the pleasantly vague effect
of these scnorities into an awkward muddiness, the wreng kind
of disgnnance, Since any complete diatonic thirteenth chord
contains all seven scalg doegrass, the onmitted leading tone
serves as o goal, approached from the rezl point of temsion,
the seventh of the ii° chords (the tonic pitch gb as a dis-
sanan£ fuurth above the dominant pedal point)., It is this

use of tonic dissonance that enables the composar to extend

sacond~-classification function while revelling in coloristic
harmonies and "Sparish' melodic motives; there is a strong
tendency for resclution to the leading tene in the V chord,
from which point there is still further need fer resolution
back to the tonic as a gonsonance. Since this final resplu-
tien is destined to be frustrated for sighteen additiona
maasurss during the course of theme &, it was necessary to
appfoach tha dominant commencement of ths theme with suffi-

ciaent emphasis. The bsainning of them: § has an enhanced
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elarity also becauss the motivie derivation of the transition
is obscured in measures 51-54 by the usa of hemiocla with
Wmolto ritardando," pianissimoc. In addition, the use of

the minor colorings in the iigdim.mm sonority in appreaching

this theme in a major key is similar‘to the classical tech-

nique of an extended dominant with minor embellishing tones
#7

(such as minor 2, ii”"', etc.) preceding a major-key theme

with tonic beginning,.

The viewpoint that measures 47-54 represent prolonged

: 13 .
supertonic harmony rather than a V 3 is borne cut even more

clearly at the parallel passage in the restatement, wheras the
harmony in question is preceded by VI and moves to an unegquiv-
ocal V7 before theme § begins over a tenic padal. In this
case, the tonic dissonance EP commences with the 12 in meas-

ure 103, the restatemunt of theme Eﬂ Example 130 shows the
gradual unfolding of the v/ out of the “V13.“

Ex. 130. Evocacidn, mm, 103-144 (restatement), harmonic
reduction,
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This unstable gb may be traced back sven further in

the developmental and retransitional sections, where it

becomes a pedal tone in measure B5 and then is retained as

part of the texture of the whole-tone passage in measures

91-102.

Ex, 131, Evocacidn, mm, 75-103, harmonie reduction,
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Measures 95-103 constitute the third of the linkihg

passages based on prolonged secaond-classification harmeny

e
in Evecucian

In this case a whole~-tone passage is used

as a cource set for the Fremch augmented-sixth chord

fb ab gb ﬁ%, although its meaning as such doss not become



eloar until the piteh EP, foreign to the wHole-tone set,

appears in measure 102, forming the "Iberian-sixth" and
giving a sense of direction to the whole-tons sonority
immediately.4 Through this retransition the motif Px
is heard circling around gb over a pedal tone Qh in the

bass (diminished-tenth position of the lbr.6). The rela-

tionship between these two pitch classes a trilone apart
arisaes still further back in the developmental secticn,
In the following discussion, the rsader is referred to
Example 131,

At measure 75 a rising sequence based on theme §
begins, resulting from the respelling of the Gr.6 of
one key &s v’ of the next. At first the seqguence gives
the effect of mere continuation of theme S--a trait of
many of the development sections in the sonata-derived
forms in Iberia, At measure 85 the sequence is brokean

when the Gr.6 of D-flat, spelled as the \/7 of D, seums

to resolve as both: the bass resclves as a g?b to Ab,

while a8 middle voice starts reiterating a fragment of
theme § on d'e*f'qg', At thes same time, a third element
begins in the uppsr parts, bhassd on the incomplete whole-

tone scalo gb QP ¢ d 8. Theme § always begins on the

sunocrtonic of & major key, but the reiteration of thea

fragment in measures 85-91 ssems to emphasize d, as a

“Far axplanation of ¥lborian-sixth," ses pp, 157-1548,

229
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resolution of thé harmony in measures 83-84. The pitches

f! and q! in the fragment are the only ones not in the whole-
tone scale, and in these surroundings d is tonicized somewhat,
The importance of this dual resolution of the harmony in
measures B3-84 to the notas Ab and g' is emphasized by the

vaicing of the augmented eleventh in the left-hand part,

forcing that interval to be arpeggiated in performance,

Ex. 132, Evocacidn, mm, 83-86.
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further fragmentation of Px in the middle voice in
measures 89-90 leads to a resclution to its "tonich" d'
et measure 91, just as a series of parallel augmented triads
supplies the last remaining note of the complete whole-tons
scale, a Qb to replace the f and g. Thus measures B5-50
represent an intermediale step in the gradual approach to the
purely whole-tnne pitch materials found in the retransition
(measures 95-102). The A-flat augmented triad of measures
82-94 is the climax of the development; at this point the
pitech gb haz no particular tonal meaning, and it is replacad

by QH as a pedal tone in meusure 95.
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What may have first appeared as simply a colorful,

impressionistic whole-tone passage is ncw seen to be a

structurally important,

functicnal passage with its roots

at the center of the wovrk, both thematically and harmoni-

cally.5

The juxtapositions of the harmonies

Biii and I in

measures 135-144 of Evocascidn have been discussed in Chaptor

111 (Example 65, page 163).

This passage

gives the impros-

sion of mere extension of the restatemant of theme 3, with

its reiterataed tonic chords (with added tones).

One fure

ther use of motif Px, beginning in measure 145, may be con-

sidersd to merk ths start of a brief coda;

the unusual har-

monies in this passage have also boen discussed in some de-

tail in Chapter 111 (pane 163 and Example 66, page 165).

SErnd Lenduai paints cut in his book, Béla Baridk, Aan

analysis of his mucic (London: Kahn & Averiil, 1971), p. 63,
anaiysis o7 Nis MUnLO

that Hartok also liked to use the whole-tone Ychords! before
climaxss, as they have "the effect, as it wers, of 'melting®

the sounds,®

This

devics will be ssen in

Iberia callection as wall as in Evocacidn.

later works of the

Ex. 133. Evocacidn, mm, B89-94,
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In summary, it has been seen that Evocacidn represents
a prototype of Albéniz’ "sonata" structural principle as it

will be found in sevsral other works in the collection. The
relationships between the dominant restatement of thame E'

to the sonorities in the preceding retransition and of those
sonorities to the preceding development have been shown, as
well as similar relationships between transition scnorities
and ensuing statements of theme S. A large-scals pedal-tone
structure and the usae of motif Px (from the principal thems)
in tramsitionsg, retransition, and coda have been seen to con-
tribute further to the unity of the work. Evecacidn lends
itself well to harmonic reduction., In other works of the
set, other factors may prove to be more important to the

discussiocn of formal structure.
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1 Puerte

The second piece in the first book of Iberia is named
for £l Puerto de Santa Maria, a fishing-port town near Cédiz
on the Guazdalete River in scuthern Spain.6 It was from Cédiz
that Albéniz set sail as a young stoweway for his adventures

in the New World, Jaime Pahissa has written of the "inter-
naticnal atmosphers" of Cadiz, and has states, "Even among
the laughing cities of Spain, Cadiz has always had 2 repu-
tation for gaiety.” Pahissa also speaks of the "lovely lit-
tle town of £l Puertc near by « « « , which inspired Albéniz,
who had lived there for some time, to write that movement of
Iberia which bears its name,"' El Puerto is in g moter and
is marked "Allegrou commodo." It is the shortest piece in
Iberia, requiring only about thres minutes for performancs.
The key is D-flat major.

Although El Puerto has development, a whole-tons re-
transition, and a return on the dominant as in Evocacidn,
the thematlc contrasts within its first section do not pre-

sent tha tonal dualism of the scnata principle. The over-all

®Tha title *Cdix® [sic/ on the manuscript of E1 Puerto
given to tha Library of Congress by Jascha Heifetz indicatas
that Alhéniz first considored naming the work after thoe lar-
ger port city of C&agiz, Library of Congress Catsleag, Music
angd Phenorzcords, Vel. 51, kFort I, p. B,
Fortunately, the pisces in lbeorzio present no conflicts
of titles with pisces in other colloctionsg, as oCccurs re-
peatedly among the minor works of Albéniz,

7Pahissa, Manuel de Falla, p. 16.
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design of El Puerto may be considered ternary (A B A'),

with @ simple introduction and a short coda.® The B

section is developmental in nature. A diagram cof the

form appeare on page 235.
Albéniz used three conflicting Andalusian dance rhythns

to depict the bustling atmosphere of the port, These are
labeled as motives according to the order of their most
important appearances in the A section of the work. Thus
motif x (measures 11-17 and 25-40) is what Collet calls a
gglg.g Motif y (measures 17-24 and 41-54) is the rudely
interrupting rhythm cf the tulerfas, Motif z (measures

10

55-74) is termed a siguiriyas gitanas by Chasa. It is

related te the acccmpaniment rhythm of motif x,

81he term “simple introduction! is used as oppozed to
"indapendunt introducticn,." The former usually consists of
a phrase or a group of phrasss in tha tenpo of the main body
of the work and serves mainly to astablish key, accompaniment
pattern, etc., while the latter is a larger section such as
the slow introducticn to a symphony in the classical era.
There are simple introductions in sasveral of the works in
Iberia,

“The terms used here are from Lecn Stein, Structure and
Style (Evanston, Il1l.: Summy-Birchard Company, "1962), pp. 24,
31, 58, 100, and 108,

Sesa dlqa Douglass Green, farm in Tanal Music (New York:
Holt, Rinchart, and Winstcn, Ilnc., 1965), pp. 145-136 and
211-216e

See also Wallace Berry, Form in Pusic (Englewcod Cliffs,
NeJ.: Prentice-~Hall, Inc., 1966), pp. B4-85, 127-129, 173-177,
and 297-296.

gﬁoilar, Alb ‘niz et Granades, p. 169. The apprapriatenuss
pf this dL“FYlDLLDn has been ngbul(ﬁud on p. 119 of this study.

10
Chase, Thp Music of Spain, p. 156, Here the name refers
to the languorcus dance rather than to copla, the purs form
of cente jencd.
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As tha Diagram 2 shows, motif x (and therefore the

related motif z) and motif y are present in a rudimentary
way in the introduction (measures 1-10)., Motif x is rep-

resented only by its accompaniment;

Ex. 134, El Puerte, mm. 1«4 and 11-13,

Allegro commodo .
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Before the main appearance of motif x however, the
brusque rhythmic clattgr of the bulsrias (motif y) appears
tentatively in measuvas 7-8. (Motivic appearances other
than ths main ones appear in parenthesses in Diagram 2, )
Three manifestations of the bulerfas motif are shown in

bxample 135,

(Ex. 135, next pago)
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Ex. 135, E1 Puerto, mm, 7-8, 21-22, 43-44,

tres marqué et trés brusque

14 i ST . ... R
- b““’Tm““*—'ﬁ—_ijwm“ S
o m— 3 1 T
%}M_jv STt ' ]
L+ > R oo ‘
. 7 $r£/ ‘ d

1 zj—r~—*“-$"*’
—~i:b‘ If{b] ] f
} i mﬁ‘"’*
T, ffsax1s pédale

s sque
tres brusq >....------- =~ ~,
>. -

%1*———*#

i
]

=
2!

S Dl e—

—“t‘r j" ‘r;l .

T
Py i
RE—

. Z%)J S |
w3 Yl

ﬁo"

ey 4 j., Fy— SN VN8 L ' ?[”
égﬁ‘gzggﬁ“h——r“jgfu o i st

Vo

rudement marquc et bien sec

The "souple et caressant® motif z first appears at
megasure 55, Compare the syncopatian in the bass, measure

55, to that in Exawple 134, measurss 1, 3, and 11

EX. 1360« Fl P\.”’{tﬂ 1S 5&“‘6

souple ci caressant




238

There is more to the structure of El Puerto, however,

than the jostling competition and alternation of three

rhythmic motives. 0One should note the presence of the
tonic pedal point that is maintained throughout the better
part of the piece, This psdal point’serves two important
functions--one rhythmic, the other tonal (and therefore,

structural).

The rhythmic function of the pedal point can be seen
clearly in the varicus appearances of motif x in its vari-
ous transformations., The pedal point, articulated on most
of the downbeats through measure 82, forms a steady basis
for the irregularly syncepated rhythm of this motif. There
is no premeditated system apparent in this rhythm pattern.
Sometimes the seccond best is anticipated by en eighth note
(Example 137, measure 29), sometimes by a quarter note (meas-
ure 27); sometimess the second beat itself is emphasized
(measure 28), and sometimes there is an accent on either
side of the beat (measure 33). The effect is tha£ of pure
abandon (see alsu Example 25, pages 119-120). The impact
of this rhythmic activity is heightened by the steady insis-

tence of the pedal point.

Ex. 137. EL Fuerto, mm, 27-29 snd 33 (contined next puge).

toujours avee allegresse
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(Ex, 137, continued)

The tonal function of the pedal point is to serve as
a solid point of reference during 2 gradual process of modal
inflectiaon which comes about through the lowering of certain
notes in the lines above the pedal, This stylistic trait of
Albéniz, discussed in Chapter III (pages 128-134) as & culor-
istic device, 1s the key to the long-range tcrnal and formal
plan of El Pusgta. It is not just a matter of major-mincr
trensformations as in, for example, Schubert, but rather a
gradual series of changes of scale dsgrees that may create
temporarily every mode in turn from the major through the
Mixelydien, Darian, Acolian, end Phrygian, without changing
the final. Once the Phrygian mode is reached, iﬁ is often
given a major third (typical of Spenish music), and Phrygian
cadences to this major finel may bas reiterated over ang over
in variocus ways, Since to the tonally-congitioned ear such
Phrygian cadsnces most eften socund like half cadences, there
is an inherant ambiquity of key in this situation. This ten-
sion may be exploited in varicus ways, but in any case it
provides some feeling of tonal contrast without ever.reﬁlly

havirg left the "key." As the devices out of which this
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situation arises are particularly "Spanish" (i.e., pedal

tones, obsessive reiteration, and the Phrygian mode itself,

especially with major third), it is an excellent stpruectural
teachnique for a composer such as Albéniz.

In E] Puerto the exploitation of 'he process described
above is in a comparatively embryonic stage, but the gradual
nature of its formatien is handled with a sure touch. (The
main points of inflection are indicated in Diagram 2.) The
introduction and the first section based on motif x are un-
equivocally in D-flat majer, with the normal V7 chords oc~
curring periodically above the tonic pedal (as seen in Ex-
ample 134, page 236)., The first hint of medal charge comas
in mgasure 16, where the subtonic pitch gb is introduced in
both the melody and the accompaniment, imparting a momentary
feeling of Mixcly¢iﬁn modality., The rude bulerias intsrrup-
tion of motif y in msasures 17-24 puts an end to the proceﬁs,
howsver, and motif x returns in measture 25, again very stirong-
ly in D-flat major. In measures 33-35 the gb is again promi-
nent, and a further stage is intimated in measure 36 with the
use of the lowered third, ﬁb, which brings the music to the
Dorian or Asolisn mode (the ambiguity is due toc the absence
of the sixth seczle degres). This degree of inflection is not
maintsined, but the remaining four measures before the néxt

section bzsed on motif y are dafiritely D-flat Mixolydian

rather than D-flat major (measurns 36-40),



241

In measures 43-44 the complete Phrygian mode is heard
. , b
briefly, spelled (descending) b a g# ﬁ# ] ol (d )--g_b (_c_:_#)
is of course still the final; this may be seen in Example

135, page 237, In measures 48-66 the scale employed is the

Mixolydian with lowered sixth (EFb sometimes spelled as aH;

gb sometimes spelled as bH), Finally, with the Qb tonic
(or final} pedal still persisting, the pure Phrygian modse
on D-flat is heard in a passage of parallel 2 chords in
measures 68-74 (motif 5). (See Example.107, pages 196-
197).

Following the brief return of motif x (triple piano,
dolcissimo) in measures 75-78, motif Z 13 heard once more
with Phrygian coclorings, but in conjunctien with a majar
final in measures 79 and 82. It is this "majcr Phrygian®
mode that is inherently ambiguous with the dominant of theo
mincr key whese tonic lies a perfact fifth lowsr than its
final., When the D-flat major chord is given a respelled
seventh (Qﬁ=gp) at the end of measure 82, its implicit
dominant functicn becomes explicit, and the tenic (or final)
quality of the gb pedal pecint is at last broken down, Meas-
ures 75-82 could perhaps be included in either the A or the
B saction; because of the new dynamic level, maasures B83-88
sound like a centinuation of the musical thoucht of measure

b pedel tone lasts through the end of

75. Because the d
meusure 82, that point is considersd the end of the A section

in a structural senuse by the author,
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The process by which g@ is changed from tonic to domi-

nant in measures 1-82 of El Puerto is continued through the

short B (development) section of the work, but at a much
faster rate, The first key following measure B2 is G-flat

minor, respelled as f-sharp minor. The "trés langoureux"

treatment of motif x in measures 83-88 is labeled x' in
Diagram 2; the "major Phrygian" mode of this passage is
continued in measures 89-92 (motif z) and becomes in turn
the dominant of b, Six measures of motif x' in B Phrygian
are followed by a two-measure hint and then a four-measure
phrase in bulerfas rhythm (motif y); the major final in
turn becomses the dominant of e. Four more bars of motif

y in £ Ymajor Phrygion! seem to be on the verge of leading
toe A minor at measurves 108-10%, As Example 138 shows, how-
ever, the last chord in measure 108 is resolved to a (gbb)
only in the upper part of the texture, while the bass slips
to gb. This dual rescluticn of a dominant chord to two
pitches a tritone apart is similar toc mpasures B84-85 of
Evocecidn, and it leads as in that work toc a whole-tone
retransitional passage (see pages 229-230). The retransi-

tion (measures 109-122) is based on motif x.

(Ex, 138, naext page)

The whole~tone scale used for the retransition in El

Puertn is that which countsins the Fr.6 of D-flat, although

that chord is not made explicit in the passage. Instead,
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EX. 138. E_]_,_ El_J_gl‘tO, mm. 107"1110
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much is made of the major third gbb-gb, as marked in Example

139, and the penultimate chord in this retransition is the

augmented triad QPb g? f. Rather than merely slipping into

the tonic D-flat major triad by the change of g?b to ab,

Albéniz maintains the motion of gbb to gb in the upper
parts in the arrival of the restatement at measure 123.
As in Evecacidn, the restatement is dominant-centeted (12);

the tenic pedal gb is resumed after only four bars, however,

Ex., 139. Evocacibdn, mm, 117-126.
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The restatement of the section based on motif x
(measures 123-138) is analogous to measures 25-40, At
measura 139 motif y returns, forming a passage similar to
that in measurss 45-54, The Phrygian elements in these
passages are not allouwed to take over and lead to another

sequence by descending fifths, Instead, they are lost in
a mélange of chromaticism in measures 149-156. This pas-

sage resembles motif 2z (the siocuiriayas gitanus) somewhat

in mood and texture and is labeled z' on Diagram 2; it
leads to a return of the intreduction, slightly extended,
in measures 157-170. At measure 171 ths gbb-gp melodic
third is heard once more .beginning the short and cuiet
codz that concludes the wark, Touches of the Phrygian
mode are still evident in measures 176-177.

The use of a gradual process of madal inflection
and its resulting tonal instability in the first and
second sections of El Puerto is one of Albéniz' most
hrilliant and original structural inncvations.l Other
works in Iberia will be found to employ modal-fonal am-

biguity as 2 structural device also, each in its own way,

These works are El Albaicin, Mdlaca, and Jerez.

244
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Corpus Christi en Sevilla

Whereas Evocacidn evokes the general atmosphere of

Iberia and El1 Puerto portrays the lively Spanish port city

through its conflicting dances, Corpus Christi en Sevilla

(also known as Féte-Dieu 4 Séville) is perhaps the most

frankly programmatic work in Iberia. It depicts the Corpus
Christi day procession in Seville, in which a statue of the
Virgin Mary is carried through the streets by the crowd,
accompanied by marching bands, with the blinding light re-~-
flected from her jewels dazzling the spactators. In the
work one finds a typically Spanish mixture of pagan fes-
tivity and sincere religimus‘davatiun. These two contrast-
ing elements are repressented by 1) a march-like thame in

popular style (tarara), and 2) a saeta, a style of singing

r—

in which a piercing cry of religious ecstasy, invaking the
Virgin Mary or recalling the sufferings of Christ, is passed
from balcony to bélcony like the arrow from which it takes
its name,

The form of Corpus Christi en Sevilla reflects the

avents of thes festival by a kind of arch structure with
overlapping sections used in such a way as to ovoke a
sense af varying distances and of the religious individual
in relation to the festive crowd. A diagram of this form
appears on page 246,

Corpus Christi begins with a key signuture of F-sharp
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minor; the signature changes to F-sharp major at measure
83, and this signature remains in effsct throughout the
remainder of the work, although the key of F-sharp minor
returns in measures 287-339, and of course other keys also
appear in the course of the piece. The majority of the

. 2 .
work is in ,, "Allegro graziaso," At 369 measures ang

about eight minutes performance time, Corpus Christi is

ong of the longest works in Ibgria,

Corpus Christi en Sevilla begins with a simple intro-
duction in which a "rataplan" figqure suggests drums in the
distance (measures 1-7); the march theme (A) that follows
consists of two eight-measur phrases, ending on the domi-
nant (see discussion in Chapter III, page 108, Example f&).
A tonic pedal point undesrliies the theme, and it continuss
as the sixteen-measure theme A is repeated with variation
in a higher registur (measures 24~39). The march continues
through measure 71 in a sequence of rising fifths, as in-
dicated in Diagram 3, ending on the dominaent of B-flat
minar and brgaking into sixteenth-note motion in measures
71-82. Throughout the sequunce there has been a steady
crescendn and thickening cf texture, giving the impres-
-sion of a march drawing nearsr, Without any intervening
harmony, the F-major chord in measure 82 moves directly

back to F-sharp (major) at measure 03:

(Ex. 140, next page)
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tx. 140, Corpus Christi en Sevilla, mm, 75-86,
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As Example 140 shows, the texture in mer ures 71-82
prepares the listener for that of the following sectiaon,
in which the saeta (B) is heard in sustained notes while
the march (ﬁ) continuss in the sixteenth-note accompani-
ment above it. The gsaeta theme itself has an a b a b' a
form (see pages 124-125, Examples 29, 30, and 31). This
combinaticn cf the A and B themes remains in the key of
F-sharp major. As the dynamic level gradually falls, the
material dissolves into a third section, based soleciy on
the B theme, at measure 135,

The "B alone" section of Carpus Christi consists of

a fanteeia on the saeta thems. It forms a definite con-
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trast to the preceding section in that 1) it is much softer

and calmar, 2) ths mareh theme is no longer heard in the

accompaniment (the texture of which, howaver, remains), and

3) it modulatés widely., These factors contribute to the
creation of a mysterious, distant, pensive treatment of

the saeta theme, as if the singer of the saeta were left
alone with her thoughts. (The roct movemsnts in this sec-
tion are discussed on pages 167-169, Example 71.)

At measure 191 ("Tampo‘del comincio®) the march theme
is heard once more in the distance (returning on the domi-
nant of F~sharp minor, pianissimo), Howaver, only a frag-
ment of the theme is heard before a sequence through de~
scending fifths begins. This passage may best be under-
stood as a developmental retransition to a return of the
combination of themes A and B, this time in B major (meas-
ure 223). Only two sasta phrases are prasented, but the
impact of dynamic, texture, and thematic combination is
sufficient to establish a sense of structural balance,

In meaasures 243-254 there is a modulation to the key
of G major, in which the march theme returns at measure
255 in a rather polyphonic setting (see page 201, Example
113). In spite of the key, this may be considered the
first part of the final A section, as the thaeme is sub-

stantislly complete. Once a2gain a sequance by Fifths

(ascending) ensues, meving through D (Aeclian and Dorien)
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in mosasures 266-267 to A minor-A major in measures 268-
271, In measures 271 and 273 there are decesptive har-
monic progressicns at the head of the march thems frag-
mant, and in measurses 272, 274, and 276 the melodic line
of the theme undergoes intervallic distortiﬁn as the pitch

materials in the passage gradually become those of a whole-

tone scale:

Ex. 141. Corpus Christi en Ssvilla, mm, 270-275 and 270-
276, melodic line only,
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The non=-whole-tone link seen at measures 274-275 aof
Example 141 is maintained at measures 276-277 and 278«279.

From measure 279 to measure 285 the pitch materials are com-

pletely whole-tone, The whole-tone passage in Corpus Christi

differs from those in Evecacidn and El Puerto in that the

scale used is not the one that contains the fFr.6 of the key

which is the goal of the passage (F-sharp minor), i.e., the

scale d e ﬁ# g# g# g# (d), but rather its complement, the
“ather" whole-tone scale (as can be seen in measure 275 of

Example 141). At the end of measure 286 the whole-tone pas-
sage is broken as the Gr.6 of fF-sharp is formed. This chord
resclves to the ii of F-sharp minor at measure 287, and 8
Myivo® transformation of the march theme begins (g in one,
as opposed tu the ariginal Z in two). This Vivo forms the
second part of the final A section, and is ancther example
of dominant- rather than tonic-centered return in Albdéniz'
formal structures. The section reaches a frenzy of excite-
ment and ends in dissolution on the viio7/V in meazures
332-339.

The quiet coda of Corpus Christi en Sevilla (measures

340-369) ends the work in F-sharp major. It providas a
further aspect of the sense of varying distances found
throuohout the work: chimes and church bells seem to recede,
just as the drumming effects in ﬂhe short introduction seamed
to emerge from for away, Thero is a passage in this coda

(shown in CLxample 142, naxt page) in wvhich several traits
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of Albéniz' style can be seen working together. In meas-
ure 342 the eli's immiy Mixolydian coloring, IThe chord
changes in measures 343 and 345 seem to be outlining the
descending minor tetréchord s0 common in the style-~the
gar axpacts g# to follow the f# gq gq line, but the pro-

gression skips over the dominant to a C-major chord at

measure 347, recalling esrlier whole-~tone passages., Then
there is an immeciate harmonic juxtaposition of C major and
f-sharp major in measurss 348-349, with the minor third éh

in the melodic line conflicting with the major "final® triad,

Ex. 14z, Corpus Christi en Sevilla, mm. 342-349.
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(See also pige 139, Example 42.)
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It would perhaps not be unfair to state that although

Corpus Christi en Savilla is in many respscts the most im-

aginative of the works in Book I of ]beria, it is also the
least cohesive and most uneven in quality, The final A sec-
tion is perhaps too complex, extended, and bombastic, and

the ending of the coda is almost embarrassing in its in-

terminable lingerings on the tonic chord with added tones.
Undoubtedly these excssses are in the intersst of the pro-
grammatic intent of the werk, and they are typical of ths
exuberant and gaenerous nature of Albéniz--the man and the

composer.
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——

Formal structures become clearar and more eoncise as
one observes each succéssive piece in Book Il of Iberia,

The form of Rondefia ie related to scnata principles
only in a vague way, and it is not discussed in those terms,

Almerfa may be viewed as one of the freest adaptations
of the sonata-like structure seen in several of the werks
of the collection,

In Triena one finds an example par excellence of the

type of sonata procsdure discussed in connection with
Evoceciln (see pages 219-232). The basic form of Triana

will be seen to be repcated in [} Pole, Lavopiés, MAlaga,

and to a certain degree in Eritsfia,
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Rondena

The rondefia is the variant of the fandangs known in

the Andalusian city of Ronda, the traditicnal home of bull-
fighting, and from this dance Rondena takes its name., The
alternating measures of g and 2 found in Ronceda reflect

an important characteristic of the dance form. RondeRa
carries an initial marking of "Allegretto.¥ It is about
seven minutes long, and its key is D major.

In the largest sense, the form of Rondefa is based on
the contrast between a rnnﬁeﬁa theme (A), with its con-
stantly alternatiny meters, and a more lyrical copla (8).
These themes are presented separately, developed in close
juxtaposition, and later combined contrepuntaliy. Within
the A section, further formal delineation results from a
melodic motif that eppears in varying degrees of clarity
and from passages in which the alternaticn of meters is
relaxed or varied in same way, A dieagram of the form
appears on page 256,

The opening sixteen measurcs of Rondsfa establish
the key of D major and tha alternating g and 2 maters,
This passage sounds somewhat bare and empity, like an
accempaniment without its melody, 2nd so qgives the im-

pression of being a simples introduction,

(Cx. 143, pzga 257)
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Ex. 143, Rondefa, mm. 1-2,
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What might be considored the A section proper begins

in measure 17, where a melodic theme is vaguely suggested.
[ R § 1
Note the Z hemiola complication in measures 19 and 23:

Ex. 144, Rondefz, mm. 17-24,
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In measures 27-36, 8 meter is continuouw. This re-
laxation of the constant alternation of meters serves as

a large-scale "shading” of a phrase (of a scction), and
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helps to delineate the formal divisions within the A section
of the work.

In measures 37-40 the metric alternation and texture
of the introcduction are reestablished, and a second, clearer
statement of the A theme ensues in measure 41, After only

four measures, however, another “sectional shading" is cre-
ated by three measures eof continuous g, followed by one of 2,

while there is a modulation to the lccal tonality of £ minor:

EXQ 1&5. RO!’ldBfTB_, mm. 41-48.
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In measures 49-68 the music is carried forward by sheer
rhythmic drive, over a dominant pedal in £ minor. There ara
only hints of the meludic A thewe. (See pages 170-171, Ex-

ample 72, and page 205, Example 116.)
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Once again the end of a subsection of the work is
aiqnalled by three maasures nf followed by one of 2
(measures 65~ 68) A thxrd-relationship harmonic chenge,
from the dominant of £ to the tonic of G major, is heard
at measures 6B-69, and the introductory rhythm and texture

return in the latter key in measures 69-72, Thae clesarest
presentation of the rondena "theme" is then presented in
measuras 73-80, but by this time the music is no longer

in the home key of D major

Ex. 146. Rondena, mm., 73-80.

As implied by mesasure B0 in Example 146, this statement

is followed by a sequence & step higher, in A major. The
ggauence then moves up at a faster rate--to B minor in meas-
ures B7-58, and to the dominant of C-sharp mincr in measurss

89-92, where oncoe again the g meter becomes continuwous, in-
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dicating some sort of formal juncture. .In this case that
juncture is between major sections in the piece, The key
of the B section to follow is not C-sharp minor, however,
but A majer (the dominant of the homé kéy), which arrivés
through a deceptive cadence at measure 93, (Compare the

arrival of measure 43 in Evccacidn, pages 224-225, and of

measure 83 in Corpus Christi en Sevilla, pages 247-248.)

The copla (B) theme of Rondefta has been discussed in
some detail in Chapter I1I (pages'145-1a6, Example 46).
It is preceded by ten introcductocry measures in alternat-

3

ing g and 4 meters; the norm within the theme itself is

4° The complete

gstatement of this theme may be said to be measures 103-

’
three messures of g followed by one of 3
. ,
134, At mesasure 135 it is begun again in a higher regis-
ter and thicker texture. This letter statasment modulates
to the key of D-flat major at measure 143,
At measure 149 the introductory material of measures
1-16 returns ih its full lenqgth, but in the key of D-flat
major, which is rather perplexing‘Fram a structural point
of view. This passage (measures 149-164) may best be un-
derstcod in light of subseguent events as the beginning aof
(or an introduction to) a short developmental section.
There is a further link of this intrcductinﬁ toa the devel-

cpment in megasures 165-172, where the right hand continues

to alternate g and Z meters (measures 165-168) and then

meintainsg meter while the left hand remains 1in g. (Sse

3
4
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pages 115-116, Example 20,) This passage brings the musie
from D-flat to £-flat after eight measures, Beginning in
mgasure 173, theme A is developed in a sequence rising by
steps at an jncreasingly faster raté: £-flat (measures 173-

180), F (measures 181-184), G (measures 185-188), and A major,

the dominant of the home key (arriving in measure 189),
Tne retransition (measuvres 189-200) is written com-
pletely in g. In this passage tﬁe A and B themes of the
piece are combined in such a way as to give a contrapuntal
effect. Although the 2 measures of the rondefia (A) theme
are not actually present as the copla (8) theme ansuwers,
the g malodic fregment of A serves to remind the listener

of the metric altermation sufficiently to create the feeling

bayr has bDeen superimposasd on the copla answers

that a 2

189 S e 78] ST AR T 2L
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The copla thems is altered with each answer, growing

shorter and gradually accruing the pitches of the wrole—

tone scale gb cde £ g#, which contains the Fr.6 of the

key of D. The goal of this retransition is a dominant re-

stelement of both rain themes of the piece, simultsneously,
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in a contrapuntal combination different from that heard in
the retransition. The last non-whole-tane pitch to be élim-
inated (circled in measure 197 of Example 148) is that a'!
dominant pitch, and the pitches QP and g# are emphasizéd 28
a crescendo in measuree 198-200 leads to the 12 of D major

at measure 201:

Ex. 148. Rondena, mm. 194-201.

poco riten.
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At measure 209 the roncdena theme (Q) bocomes predominant
' 6 3 o s . .
as the 8~ 4 metric alternation returns., Its melodic line
undargoes g fascinating intervallic expansicn in measures

211 and 213%3. In measures 214-216 Z meter is maintained a8 a

secticn-ending relaxation of the metric alternation,

(Ex. 145, next page)
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Ex. 149, Rondefa, mm, 209-216.
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The rondefia introductory rhythm is heard again in

measure 217, and it is rembined with the 8 theme in meas-
ures 215-232. The music undergoes a startling series of
modulations in measures 226-231, reaching D-flat major at
measure 228, perhaps in reference to the earlier appearance
of that key in measures 149-165,

Measures 233-263 form a coda to Rondéﬁa. In méasurés
233-242 the persistent alternaticn of meters, unhampéréd by
melody, allows for harmonic exploration that might ctherwise
not be possible (see page 163, Lxampie %%), Two phrases of
the B theme are heard in megasures 243-250. There is one
last, forte, gasp of a fragment from the A theme in measures
255-267, and then the work ends softly.,

In a conventional sense the strange D=-flat return of

the introducticn and the somewhat rambling effect of the
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opening A section of Rondena parhaps give the impression
that the composer was not entirely iﬁ command of his ma-
terials. 0On the other hand, the parameter of metric al-
ternation, the gradual formation of the wholp-tore scale,
and the various contrapuntszl thamatic combinations are

handled with the touch of & master.
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Almeria

Almeria is a seaport in Andalusia, on the southern
coast of Spain directly across the Mediterrariean Sea from
Morocco and Algeria. In the work so named, Albéniz employed
the rhythms of the tarantas (seé pagé 116-116). Contrasting

with the tarantas is a copla similar in style to those found

in Evocacidn and Rondefa and to the saeta in (orpus Christi

en Sevilla. Almerfa is predominantly in o meoter, although

fuelyul

the left-hand part is given the signature 2 st the begin-

ning, and there are sections in which the lett hand alter-

nates between those meters while the right hord raintains g.

The . initial marking of Almeria is MAllegretts .derato," and

the key is G major. At nsarly nine minutes o iriymance time,

Almerfa is, with Jarez, one of the two longe=t =rks in Iberia,
Almerfia may be said to exemplify a very fy.. asdaptation

of the sonata principle. The features of the w:tk that lead
ta this caonclusion are 1) the presentation of a nt.up of pri-
mary themes, with eventual transition to a conirasiing theme

in @ related key, 2) development following the ststumonts of

the contrasting theme, reaching a climax and mal - =~ retran-
sition through a whole~tone Fr.6 sonority to & roiuse of pri-
mary materials (on the domimant), and 3) restai: " rf the
contrasting theme in the tonic key. In additior . tie domi-
nant return (freguent in Iberia), modifications ¢~ . 5e ®nor-

mal® sonata procedure include the use of the sol - "i.~at ax
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the secondary key and ﬁhe truncated, modified version of
the primary theme upon its return. A diagram of thé form
appears on page 267,

The principle theme group of Almeria ié compogéd of
three related melndic projections of the swaying tarantas

rhythm which characterizes the work. These are labelled

1P, 2P, and 3P in Example 150,

Ex. 150, Almeria, mm, 1-3, 9-13, and 21-23,
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The various appearances of primary themes 1P, 2P, and
3P in the exposition of Almerfa are shown on Diagram 5. In
addition, the opening gesture of the work (in parentheses in

Example 150) can be isolated as motif x, and this motif serves

to relate 1P and 3P. A tonic pedal point in measures 1-53
helps to unite the leisurely presentation of these three
themes into one section as they undergo slight altérations
and various modal inflections (see pages 134-135, Example 37).
At measure 53 a new melody is heard in the bass, break-
ing the mood that has been established and putting an end to
the tonic pedal point. The beginning of this melody is shown
in Example 151, where it is labelled motif y., It does not re-

appear in the piece except for the briefest fragment in neas-

uregs { :-C4,

EX. 151. Alme!:j__a_’ mm . 53-55.
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The melody based on motif y ends abruptly with a vary
strange cadence i+ measures 65-67, Ebg (respelled Gr.6) to
the single tonic pitch GG. Theme 3P ig heard once wore in

mgasures 67-71 so that it may serve as the basis for a tran-
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sitional passage in measures 71-79, where the dominant of

E major is reached. Theme 1P is stated twice in measures
79-83. £ major becomes in turn the dominant of A major in
measures B5«-86, hut as in transitional sections of works
previously discussed, the true goal (C major) is reached
by a last-minute harmonic change--in this case thé third-
relationship of £ Mm7 to C major in measures B86-87.

The shock of suddern arrival in C major is absorbéd
in a fourteen-measure passage that precedes the presanta-
tion af the contrasting sscondary theme ($), or cogpla.
This introductory passage (measures 87-100) has a Mixo-
lydian quality obtained from the alternation of tonic and
subtonic harmonies. |

The copla theme (S) has an a b a b' a form; this
theme has been discussed in some datail in Chapter 111l
(pages 146-147, Example 47). After the five phrasas of
the copla, two additional ornamenting turns bring the
melod& to a Phrygian cadence on a (with major third in
the triad) in measure 123, After eight measures of this
A-ma jor sonority another third-relatiocnship harmonic
change brings about a return to the C-Mixolydian passige
heard in mgasures 87-100. Measures 131-144 may thus be
seen to constitute the second part of a “frame® to the

copla thome.

At measure 145, one further (and altared) phrase aof
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theme S brings about a modulation to the key of F major

at measure 153. A Phrygian transformation of theme 1P

at that point introduces the development section at meas-

ure 154, Thems 1P is answered by & new‘mutif (z, Exemple

152). In measure 158 (and measure 160, not shown), the

arrangement of the scalar figure is such that the final

of the mode comes at the peak of the liné; this deployment
b _b b

puts the whole-tone fragment g~ a b

¢ in a conspicuously
audible position at the beginning of the measure, where a .

rest in the other part allows it to be heard:

EX. 152. Almer;:d_,; mm e 157-158.

—
9. Sa.

The major final triad of the F Phrygian mode becomes
the dominant of the subdominant mimnorvr key, and in‘measures
163-164 there is a modulation to B-flat minor. The B-flat
passags is also given Phrygian coloring (with major final),
and it moves in turn to E-flat minor at measura 177.

The portion of the development section beginning at
measure 177 is based on theme 2P. Here the L~flat méludic~
minor scele is used in the accompaniment, and its longér

sagment of four whaole tenas is emphasized. There is a
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sequence upward to F minor, beginning in measure 181:

Ex. 153. Almerfa, mm. 181-183.

The sequence upward by step continues as a further

development of theme 1P appears in G minor in measures 185-
188, followed by further fragmentation on the dominant of
A major in measures 189-19Z. A climax to the development

#o7

is reached with the c in measure 193, which continues

for seven measures as an accompeniment to more echoes of
theame 1P as the excitement dies down. This harmony is in
effect the vii°7/v in G major, the home key, and so is suit-
able for a return on the dominant, typical of Albéniz in
lberia; but the pénultimate harmony before the 12 at measg-

ure 201 is the Fr.6, with embellishing pitches forming a

complete whole-tone~scale scnority in measure 200:

Ex. 154, Almerfa, mm. 199-201.
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Thig brief whole-tone passage seen in Example 154 has been
forecast by the whole-tona fragments shown in Examples 152
and 153,

The restatement of tarantas theme matsrials at meas-
ure 201 gives a mere hint of theme 1B, which has been treat-

ed at length in the development, The nineemsasure segment
consists of parallel diminished-seventh chords over a tonic
pedal tone. At measure 210 a shorter (six-measure) version
of the *frame" to the copla theme appears in the home key of
G major.

The restatement of the copla theme (S) is complete,
except that its last a phrase is altered to a whole-tone
contour and extended. This is discussed in dotail in Chapter
111, pages 137-138, Example 40, and 192-193, Example 103,

A short coda (Andante) follows in measurecs 2&6;263.

It features a final outcry of theme 2P and an écho Oor vari-
ant of theme 3P, neither of which was even suggested in the
restatement,

The Phrygian inflections in Almeria are not used to
creats tonal ambiquity on a large scale, but rather as color
and to form a sequence in the developmaent section., In spite
of its lack of such a unifying procedurc;iand in spits of
its freely handled "sonata' procedure, Almeria presents a

most satisfying formal structure.
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Triana

Triana is perhaps the best known and, in spite of its
difficulty, the most frequently performed work from Iberia.

It is nemed for the gypsy querter in Seville, and the piano

writing strives to portray the effects of the skillful guitar,

castanet, and tambourine players of that district. The result
is an attractive and virtuosic composition, full of lively and
incisive rhythms, The performance time of Triana is about
five minutes. The meoter is 2, the tempo marking "Allegretto
con anima," and the key F-sharp minor.

Triana has one of the clearest formal structures in the
Iberia collection., Its design is derived from sonata~allegro
procedure, with certain liberties that are found to be charac-
teristic of the ccmposer. The reader is reminded to consult
the Index for musical examples of stylistic details from this
work, A diegram of the form is given on page 274.

The primary theme group of Triaﬁa is composed of four
motives (labelled 1P, 2P, 3P, QE) that share the rhythmic
characteristic ﬁl:h’?(or ﬂli’)” As Diagram(ﬁ shows,
the fourth of these motives is presented cnly as part of what
seems to be a transition section, but its importance as part
of the principel theme group is borme out by its rhythmic oro-

file and by its later restatement.

11For discussion of the effect of this rhyithm, see pp. 101~
102 of thie dissertation,
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Motif 1P of Triana is a simple but arresting melody
with a descending minor tetrachord framework over a tonic

pedal tocne. The ﬂ

5} rhythmic cell of the work is shaped

here into a paso-cdoble (twe-step).

Ex. 155, Triana, mm. 1-2,
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The more exultant motif 2P is first heard in measures
8-10, Its contour of a rapid rise to an appoggiatura cown-
beat followed by a more gradual descent contrasts markedly

with the slow, repeated descent of motif 18,

Ex. 156, Triana, mm, 9-11,
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Motif 3P follows in measure 15, Here the same basic

rhythmic cell is used in a phrase having & slowly arching
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rise and fall, with an inverted dominant pedal in an inner

voice.

Ex. 157, Triara, mm, 15-17,
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Each of these motives is separated from the others by
a rhythmic fiqure such as that seen in Example 158 (labelled
5). These fiqures may be considered as extensions of the

basic rhythmic cell af the primary theme group,

Ex. 158. Triana,vmm, 7~-8.
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With another appearance of motif 2P in measures 24-26
there is a new amplification of the rhythmic cell, 2 simula-
tion of castanets in thirty-seccnd notes, Fg ?(see page
212, Example 122).

The thirty-second=-note figure continues to enrich the

texture in measures 30-38, enlivening the upper part of a
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dominant "drone," g#-g#. This provides a snolid foundation
against which is set a series of triads in frec planing mo-
tion that extends the dominant harmony &nd appears to be the

first step toward transition.

Ex. 159, Triama, mm, 30-32,
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After another appearznce of motif x (r.ozsures 38-39),

theme 4P enters, further enhancing the trenc’tion effect,

however, by the increasing tonicization of ti.. dominant, g#

Ex., 160, Triana, mm, 40-41,

As in Evacacidn and Almerfs, this sove towcrd ths domi-

A

nant key 1s a mere ruse which pravides the cocrarar with Lthe
opportunity for anm ebrupt dreo into the scco v kay ared by
a third-relationshin harmenic progressicn (L- *f o o jor to

A major), which ocecurs at measurs 48. Aftey @ olv twy measures
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of "vamp" to settle the new key (which is the "standard"

relative major of the original F-sharp minor), ths secon-
dery theme (S, Example 161) begins at measure 50. This

theme is not a copla or cante jondo-style melody, but

rather a light, popular-style melody in the original tempo
pf the woark, The thirty-second-note "castanet” figure

also animates this theme's accompaniment,

Ex. 161. Triana, mm, 50-55,

Note the rhythmic cell from the primary motives in measures
53-55 of theme §.

The secondary theme begins as if to form a double paral-
lel period, since each of its first three phrases ends with
a semi-cadence and the third phrase parallels the first (in
a higher register); however, during the fourth phrase, in-

stead of proceecding to the expected authentic cadence, th:
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of "vamp" to settle the new key (which is the "standard"
relative major of the original f-sharp minor), the secon-
dary theme (S, Example 161) begins at measure 50, This

theme is not a copla or cante jondo-style melody, but

rather a light, popular-style melody in the original tempa
pf the work. The thirty-second-note "castanet" figure

also animetes this theme's accompaniment.

Ex., 161, Trjana, mm, 50-55,

Note the rhythmiec cell from the primary motives in measures
53-55 of theme S.

The secondary theme beqirs as if to form a scuble paral-
lel period,; since each of its first three phrase: ends with
& seni-cadence and the third phrase parallels ths first (in
a higher register); however, during the fourth jh.=%e, in-

stead of proceeding to the expected authentic c.oence, the
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material is altered (measure 63) and mocdulates to F major.
The theme is repeated in the latter key until a similar
moduletion moves the key center to D-flat (measure 74).
Through thess seeming continuations of the presentation of
theme 5 the melody itself remains intact while the figura-

tion around it is developed, This technique of merging in-
to a development section is similar to that found in Evocacidn,
and it will be seen to be a favorite device of the composer.
The key of D~flat major, having been rcechad by third-
relationships, becomes the (enharmenic) demirznt of the
home key of F-sharp miner by measure B2. Beginuirg at that
point, the first actual developmental changos in the melodic
ling itself (of theme $) ocecur. This distortic® of the line
(espacially the intervallic expansicn to an augn-cied second
g-g# at measures 83-84) tends to isclate the rhy!“ ic cell
that is a feature of both primary and secondary thnnome materi-
als., The rhythmic cell then takes over in mescuxrs 806, and

its momentum leads to the climax of the dovelecprent saction

through measure 89,

Ex., 162. Triana, mm, B83-86 (continued next pags).,

'y S
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(Ex. 162, continued)
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The emphasis on the rhythmic cell in the climax of the
development section in Triena cleverly paves the way for the
return of motives from the principal theme group. Motif 2P
is used in the retrensition beginning with the dominant ped:l
tone in measure 90, This section containg some of the most
original harmonic sonorities in Iberia by way of Embelllsh-
ing the prolenged daominant (see pages 161-162, Example 63).
Whole~tone passagee serving the structural purpose of thé
fFr.6 are employed in measures 81, 89, and 97, but they do
not assume the importance here that they do in other works
discussed thus far.,

After a final flourish on the dominant in measures
100-101, which almost gives a polychordal effect (see page
186, Example 97), there is a return to motif 4P at meacsure
102, a doaminant-centered restatement as is usual with Albéniz,
Thig return is quite short, and it is analogous to the tran=-
sition szction in the exposition (measures 40-47), Here,
however, the C-sharp cherd is used as a real dominant for

the restztement of theme § in the home kay (major mode),
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beginning in measure 110. This statement of theme S con-
teins some contrapuntal combination of the head of the
theme with the portion of the same theme's own fifth

measure that is built on the rhythmic cell found through-

out the work.

tEx. 163. Triana, mm, 110-111,
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A climax in the restatement of theme 5 is reached
in measures 118-121; it ends suddenly and is followed by
a pause and a pianissimo echa of motif 2P in measures 122-
125. The turn figure contained in that motif is developed
here, melodically and harmonically, leading from its orig-
inal dominant function through a deceptive cadencé at meas-
ure 126 to a minor dominant half-.adence at measure 129,

A short coda beging in measure 130 with motif 4P,
Originally a doeminant-centercd theme, this motif now ap-
pears in the tonic major. Figure x and a final outburst
of motif 2P, both with Phrygiaen coloring, bring the work
to a drematic close in F-sharp miner (see page 160, Example

60).



Book III

—

El Albaicfn, the first piece in Book III of Iberia,

has a unique formal structure that seems to grow naturally
out of the thematic contrasts and tonal-modal ambiquities
found in the work. In this respect it is somewhat reminis-
cent of El Puertao, although the handling cof modality is not
identical in the two piesces. |

On the other hand, £l Polo and Lavapi‘®s, the second anﬂ
third works in Book III, are cast in the sawa type of freely
adapted "sonata® form as that found in Evccezidn and Triang,
and to a lesser deqree of clarity, in Almerfc. This kind of
structure seems natural and organic in the carlier works, but
repeated encounters with it, essentially unciznged, begin to
give the impression of a predictable formzii- . The sonata
plan is almost always capable of providing 3 ». tisfactory
*mold," but the absence of a sense of structersl growth,
based on the inherent nature of the materials wund content of
a work, is rather disappointing in El Poleo and Lavapifs.

There is a high concentration of dissonant sonorities
throughout Book III, particularly in the latte: two works,
both of which may be considered tn be as ex:in:simental in this

respect as they are conventional in form.

2R
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1 Albaicfn

The name £l Albaicf{n refers to the gypsy quarter in

Granada, the Andalusian city which once served as the cap-
ital of Moorish Spain. The gypsies of the quarter have

made their homes in caves in the hillside far generations,

and they are renowned for their virtuosity on the guitar,
tambourine, and castanets, as well as for their dancing and
singing.12 In E1 Albaicfn the piano is made tu impersonate
those instruments in the colorful bulerfrzs sections based

gn 2 group of gruff, rhythmic, and often pungent figures,

Contrasting with the dance-dorived sections arc those based

on a cante jondo theme The centrasts inbherent in the work,
‘reFlecting the baohemian and the sorruw?ul sides of the gypsy
character, are reflected in its initial marking, ¥Allegro
assai, ma melancolico." The key is B-flat minor, but there
is a great deal of emphasis on the Phrygian mode whnse final
is f; at the end of the pisce Phrygian colors permeate the
home key 3s well. £l Albuicfn comprises 313 short g mges-
ures, and performance requires sbout seven minutes.

In a superficial sense the form of £] Albaicfn may be

described simply 2¢ the alternaticon of the bulerf{es and the

cante Jonds sections, but the texturcl and toncl parameters

zﬂuthors writing as eatly 33 tLhe ?9?0‘@ leaent the maodern-

gay disappaarance of *hm jzt“ mtie Spanish and aypsy folk music.

2
Avihur Rubinstein giwvas o amusing descriplion of & visit
he made to the caves of the Albaicin in 1915 in

———

dy Young Years,

pp. 458-459,
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of the work create groupings of the alternating sections

into a four-part form with (connected) prelude and coda.

A diagram of the form appears on page 285,
From a structural point of view, the first 48 measures
of £l Albaicfn at first seem rather perplexing. A motif

is presented and worked out in a gradual riuscendo to

measure 4Y9. This section does not appear in any later part
of the work, nor does the motif upon which it is based return
in its original form. However, the other thr-mes in El
Albaicfn are related to this motif (label:ss x in Example

164), in both pitch and rhythm,

Ex. 164, EL Albaicfn, mm. 1-2.

b4 Allegro assali, ma melancolico
- :}rt:§;- i —
43 "irbr‘ < = : 0 -
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Although measures 1-48 of E1 Albaicin s=am to ocrrive

at measure 49 as a "springboard!" from which furihev activity
ensues, one may not perceive the same "intyad ~<ory® quality
in this p&ssage as in the opening measures oy L1 Fuerto,
Corpus Christi en Sevilla, or Rondeda, with ib 'r “simple
introductiocns.” However, an investigaticn ¢ tha neture of
the bulerfas explains the relationship of the cpeiing of EL

Albaicfn to the rest of ths work., Starkie . :corites this
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dance form as "full of qusto: it is the idsal dance for
the juerga or spree." Although Starkie is spsaking in
general terms, his next two sentences mighbt be a descrip-

tion of the opening af El Albaicin:

The quitarist is the first to anncu~c: faintly the
spree: he sketches the vague rhythw: then comes
wine which loosens the tongue, dizrals hlack thoughts
and flushes the sallow faces of the Gyraies, But it
is the gradual crescendn of the hand-aps-«-from the
palma sordsa of the siguiriya like the distant tramp
of a funeral processiocn up to the thunisrous claps of
the bulerfas--which releases the daron, 13

One other disconcerting aspect of the becinning of E)

Albaicin is that the tonic key of the wny:, ©-flat minor,

is not clearly established at first., If anything, gb seams
to be tonicized somewhat in the first scver vy ruisures (see
measure 1 in Example 164, page 284). Hoiwver, this may now
be seen to contribute to the M"vague sketc” i tiw guitarist,
#warming up" in a tonal as well as a rhytneic sanze, The
dominant-ninth chords beginning in measu:¢ %7 a2and the tonic
downbeat chords in measures 33 and 35 then eztablish the home

key strongly engugh so that later departuras= from the key are

capable of creating large-scale tension in viea of resolution,

- This last point is important to the atyu-'c » of E1
Albaicf{n, because when the "demon” of the tilerl-s is re-
leased at the “springbcard” point of arrius! [+ =mesaure 49,
the music is centered strongly cn the diwiaant, cnd B=-{lat

135tarki8, Spain, Vol. II, p. 114,
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minor harmony does not reappear as 2 clear tonic until
measure 253, (There is a light cadence on B-flat minor
in measure 189, but at that point it is a local tonality
subordinate to the relative major key of D-flat.)

Example 165 shows one of the figures upon which the
bulerfas (A) sections of El Albaicfn are besed. Note the
similarity of rhythm in measure 49 (which returns in al-

ternate bars) and that in measure 2 (Example 164, page 284):14

Ex. 165. El1 Albsicin, mm, 49-50,

——

¢
|

In addition, one can make the follocwing compariscn of the

contours of motif x and the bulerfas figures:

Ex. 166. El Albaiein, motivic contours,

2 . % 50

o T

%
’ (A)Y

Many of the sonorities in the bulerfas sactions of

1 Albwicfg are discussed in Chopter III (see espacially

pages 166, Lxample 68 and 189-~191, Examples 100-102). The

145&me aspects of rhythmic motion in thes: motives are
discussed on pages 98-99, Examples 4 and 5; see alsc page
106, Example 13.
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F-major harmony in measure 49 sounds unambiguously like the
dominant of B-flat minor upon its arrival, but through shesr

reiteration in every other measure through measure 61 it be-

gins tc take on a somewhat tonicized quality of its own,
The harmonies in the even-numbered meésurgs of this A sec-
tion prolong the F-major chord by the various kinds of Phryg-
ian and augmented-sixth connections discuscsed in Chapter III.
Thus, by measure 65 the f-major chord can bg interpreted as
ambiguous betwesen the dominant of B-flat minor and the final
(with major third) of the Phrygian mode on f.

The latter interpretaticn is confiringd with the first

cadence of a cante jondo phrase in measu.e 72, This first

appearance of the cante jondo (B) theme in {! Alhajicin (meas-

ures 69-98) is purely Phrygian in modality. The melody is
discussed and shown in its entirsety in Chuntw:. 111 (pages
122-123, Examples 27 and 28, and 149, Example 49). The
opening of the melody is shown in Example 1675 the circled

notes show its relaticnship to motif x and tis thema A,

Ex. 167, El Albaicin, mm., 69-73, melody.

calando

This melody presants a stark contrast to the poocoding
bulerfas sscticn. Moreovsr, the use of the pure Fbyvgian

mode, without the ambigquity of the major final Lr:od, solid-
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ifies the sense of tonal digression from the home key.
The quality of f now as final, rather than as dominant,
sublimates the need for resolution to g? to an ultimate,
rather than an immediate, architectonic level within the

structure, This Schenkerian concept is w2ll expressed by
Leonard Meyer:

e o o it should be noted that tanality plays a
part in the articulation of musical forms larger
than those of the phrase or melody. A musical sec-
tion of considerable length may be in a tonal sphere
which, relative to the tonal sphercs of other sections,
is structurally active; so that the whele section may
be said to tend toward another ssction shose tonal
sphere is substantive. However, even within a tonal
realm of a section that is, relatively speaking, "at
restY thare are tensions and releocses which function
at the sectional level. 15

The first B section ends in measurcs YL-%6, and the
rhythm of its falsetas (interludes) is uzsd = 2 bridge
to return to the bulerfas (sse page 139, fxsmpic 43). The
return at measure 99 is analogous to measurz 5%, rather than
45, This shortening by four measures is ranuined by the ex-
tensiaon of a harmonic sequence first hinted in moasures 62-
63 from two to six measures. The seqguence brinags about a

modulation which shifts the bulerfas pattven fros strong-
G

bar harmonies of F major to thosg ef D majour-;m o = By
this peint the ultimate need for resocluticn te e heme
tonic has been well sstablished, so that furih:: digression
may now take place without upsetting the tons’ ntaeis fer the

1bmeyer, Emotion and Meaning in Music, p. 215,
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form as a whole; that "spring," as it were, has been set.
Because cf the modifications in this bulerfas section, meas-

ures 99-130 are labellsd section A' on Diagram 7,

The cante Jjondo theme returns, somewhat modified, in

measures 131-152 (ssction B'). All its cadences are those

of the Phrygian mode on de A bridge similar to that in meas-
ures 97-98 brings about a return to the bulexrfas figures in
megasure 153 (see page 140, Example 44). The strong-bar har-
monias in measures 153-157 are D-major triads; the meaning
of the sevenths (g) im the D Mmg chords of section A'' is
rather enigmatic--they are simply dropped, with no hint of
the kay of G minor forthcoming. The bulerfas section in
measures 153-164 (A'') is considerably shorter than the
earlier A and A'., The extended sequence recurs in measures
157-163; measure 164 is a break in the sequence, and it
brings about a modulation to (the dominant of) D-flat minor

in measure 165, where the cante jondo theme is heard once

again,
This return toc the B theme is more than just a continu-

ation of the alternating pattern of bulerfa§ and cante jondo

(although it maintains that succession). The full cherdal
dressing of the B theme at measure 165 constitutes a change
in mood and texture such that it defines the beginning of a

secund large section in the work, @ developmental fantasia on

the cente jondo theme; therefore, measures 49-164 are here




291

considered as part I of the form, and measures 165-228 as

part 11.

The shape of the melodic phrase in measures 169~169
implies the Phrygian mods on gb (with major final triad),
but the fully chordal texture strengtﬁens the daominant

quality of the A-flat major triad:

Ex. 168, El Albaicfn, mm. 165-169,
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The expected D-flat resolution of this dominant is
both given and taken away when the bass moves up from ép

to Qb in measure 171 but the seventh in the D-flat chord
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leads on to a cadence on QP in measure 173.

Ex. 169. El Albaicin, mm, 170-173,
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The cadence on G provides but little relaxation, how-
ever, as it is but one step in a descending minor-tetrachord
bass line, frem the prolonged &P dominant pedal point of meas-
ures 165-170 to a four-measure dominant gp in measures 177-180,

Ex. 170, EL Albaiefn, mm. 174-177,1°
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16Every edition of lberia that the author has sean

carries the same misprint is measure 175, in the bass:
Ab instes=d of Fb corruected in bxample 170. The error
is obwious in that 1) A% m.tes no sense harmaonically,
2) the tie is in the place for FP, and 3) the incorrect
&b in the varicus editions is qxven an unNnocoessary ac-
cidental (the flat gign which is in the key siqnature).
In addition, the renownad Spanish pianist Alicis de
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. b o . -
Since the £ deminant leads right back te A-flat (minor)
in measure 181, which becomes a dominant again 8y it com~

pletes another "Phrygian® phrase of the melody with a major

triad at measure 185, the passage resulte im a further in-
tensification of the need for resclution to D-flat, An arc
of tonal tension sesking a D-flat resolution can now be seen
to span part Il of El Albaicin, just as a larger arc of tonal
tension seeking the home key of B-flat spans measures 49-253,

It should also be noted here that the pitch levels at which

the cante jondo theme occurs in the Phrygian moce ars f (in

measures 69-98), d, a minor third below f (in measures 131-
152), and gb, a minor third asbove f (with major final=V of
D-flat minor, in the section under discussicn),

Example 170 (page 292) alsc shows a texture that con-
trasts markedly with that seen in Examples 168 and 169 in
that it is more linear than chordal. The=e twc tuxtures
alternate in eight- or four-measure phrases throughout part
Il of the work; of the two, the chordal texture is the more
dominating and, because it occurs first, metrically stronger
in its'returns. This point is brought out here becauses in
measure 187 the quasi-dominant A-flat sonority prolenged
since measure 165 gives way through a third-relationship
change to an F Mmm > (Vg/Bb), which duly resolves to B-flat

minor in measure 189 (as mentioned on page 287), This ca-

Larrocha, uwhose recordings may be cunsidered authoritative,
plays the ﬁp.
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dence does not, however, carry the weight of the long-
awaited structural return to the home key, partly due to
the thinner texture which is taking its turn at that point

and partly because cf other factors. Among these are the

more immediate need for a resclution &o D-flat befcre a

raturn to B-flat, the shortness and suddenness of the domi-
nant preparation for B-flat, and the continued motion through
measures 189-197 tc a semi-cadence (on F major); this motion
takes place over a descending minor-tetrachord bass (gb-g),
the penultimate step of which is harmonized by a partially
whole-tone passage forming a fr.6 (gb Qb c el)., The domi-
nant reached at the end of this descent (measure 197) is
prolonged by the fascinating passage shown in Example 171
(noxt page). This pas-age represants a hich point cdynami-
cally and rﬁythmically as well as tonally, The rapid sca-
lar passages in measures 200-201 and 203-204 (shown in the
example) prolong the dominant by outlining the iv7 chord

of B-flat minor, and this insistence on the dominant of
B-flat while D-flat remains unresclved seems to double the
tension., The tuwo-cctave spacing between the hands is a
scund common to the piano music of the Spanish school, and

it is found in the cente jondo theme cof this work (see page

214, Example 125)3 in fact, the scalar ptssage in Example

171 mioght be considerad to be an amplification of measures

88-90 of that thomro,
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Ex. 171, El Albaicfn, mm, 203+205 and 8991,
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Just as the sudden third-relationship change from
A-flat-major to F-major soncrities in measure 187 brought
back the dominant tension of the original key of El Albaicin,
enabling the composer to generate the excitement found in
the passage guoted immadiately above, so is the B-flat region
left in measure 205 (also shown in Example 171) by a similar
third-relaticnship progression, directly cnto the tonic chord
of D-flat (major) from the dominant of B-flat. This moment
is the climax of the middle section and the culmination of

the "inner arc® of tonal tension which began as a2 prolanga-

tion of D-flat minor by the use of A-flut "major Phrygian®
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in measure 165, Since D-flat major is the relative major
of B-flat minor, just as F Phrygian is the "relative Phrygian"
(i.e., the pitch sets are identical), it may be seen that the

home key, although hardly present throughout the work, never-
theless exerts an over-all controlling influence on the form,

The energy of the climax js dissipated through two
eight-measure phrases, the first in the chordal texture, the
second in the thinner, linear texture, both of which end on
the dominant of B-flat (measures 205-213 and 213-221; see
pages 168, Example 70, and 202, Example 114)., Thus the music
is now back to the less complex situaticn of tonal digression
on only one tonal level, that of the dominant of the home key.
Eight measures af further extension provide time for the fur-
ther abatement of sonority and motion, clesing intc a return
of the bulerfas in measure 229.

This return of thae A section represents an exact re-
statement of measures 53-68; thus, the clearly dominant F-
major chords just preceding now revert through reiteration
to their quasi-final statue in the Phrygian mode 2s in the
first A section.

The expected (but highly truncated--only cne phrase)

return af the cante jondo theme in its purely Phrygian, un-

accompanied form occurs in measures 245-249, Rather than

171& is intergsting to note that at this key structural

point Rlicia de Larroccha plays the lowe: DP occtave in the
left hand, measure 200L, third beat,
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descending to its final f' as in earlier appearances, it

circles around f'', with neighboring gb,, and gbc.;

this
simple registral emphasis seems {0 gnhance the deminant,
rather than the final, ocuality of this pitcﬁ-class. The
following three measures, a hazy F major--C-flat major bi-
chord effect, further prepare a return to B-flat (see pages

185-186, Example 95), Measures 229-252 are considered here
as part III of El Albaicfn, a truncated‘restatement of part
I.

When B-flat finally does return as a tonic in measure
253, beginning the fourth section of £l Albaicfn, it is as
a very gentle, quiet release--pianc, doles, and with con-
stant uss of the B-flat major triad.'® The texture is like
that of part 1II, but rooted jn thé tenic through a pedal
tone, rather than exploring related keys. In additicn,
this long peroration contains a good deal of Phrygian celer-
ing through the frequent use of the pitch gb. It is of
ceurse much too late in the work for the transferral of
this mode to the pitch leQel of the home key to be ambigu-
sus and re-energize the piece to a new state of prolonged
tension (even with major final). Part IV is based on the

cante Jjonds theme, with occasional references to the rhythm

of the bulerfas (compare measure 258 to measures 66 and 68),

18Hexe again Sefora de Larrscha plays ths lower octave
in the left hand, measure 253, downbest.
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Although still based on the B theme, measures 281-296,
and especially measures 289-296, present a gradual change of
character and @ quickening of pace which lead smoothly back
to the bulerfas in measure 297--whers these fiqures are

heard for the first time in and on the tonic B-flat rather

than on the ddminant. The marking in the strong bars in
this return is piano, as opposed to the forte appearances
earlier in the work, and this recalls the sound of the
opening prelude of the work, with its soft staccato articu-
lation, There are also Phrygien colorings in this passage

on the tonic for the first time:

Ex, 172. El Albaicin, mm, 297-298.
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When the strong bars are convertec toc more continuous
sixteenth-note motion in measures 201, 303, and 305-308 the
similarity to porticns of the prelude are sven stronger.
The avthor considers part IV (measures 253-296) as a trun=-
cated balance of part Il of the work and measures 297-313
(ths end} as a short coda. The coda is topped coff by a

dramatic ending which balances the D-flat climax of the
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%inner arc" in part 1l. This onding is based not on the

exciting bulerias rhythms, but on the cante jondo theme,

radically transformed in character, complete with its

falsetas figures (measures 311-312, Example 173),

Ex. 173. El Albaicin, mm. 306-313.
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Debussy's enthusiastic remarks about El A': " «’n are

reprocuced in translation on page 6 of this i, v. o rntion,
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£l Polno

The name E1l Polo refers to an Andalusian song and dance

type of a forlorn and melancholy character. The polo is a

form of cante jondo "which always seems ta have a burden of
sorrow, " according to Chase.19 This is reflected in the ini-

tial marking of £l Polo, "Allegro melancnlico." The key is
F minor. The meter employed is g, but thecre is a rather con-
J effect by

the use of hemiola (discussed on pages 1.0-121, Example 26).

sistent pairing of measures into a superimposed

This rhythmic device contributes strongly ‘o the sameness
of character and obsessive pessimism thot ¢ ruist throughout
the six and one-half minutes of the work's l.ngth.

Although radically encrusted with diszcvronce, El Polo

is otherwise very conventional in its coris=t « *ian, It is
cast in the same sonata-dsrived form as tha! ¢tcund in Evo-
cacién, Almerfa, and Triana--i.e., @ form bscod on thematic
and tonal dualism in the expaosition, with toer } unity regained
upon restatement, and some development in bufecwn In £1 Polo
this form seems rather predictable, as if irmposed from out-

side the content of the work rather than derived from the
nature of the materials. Therefore, the wovlk 1s divscucced
but briefly in this chapter. A few examples zro gliven Lo
illustrate themes and key structural poini-, and @ diageam of

the form appears on page 301,

C
1)Chase, The Music of Spain, o. 158,

Ao
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1 Polo beqins with an introductory section of sixteen

measures in which the key, tempo, hemiola rhythm, phrasing,
and accompzanimant pattern are all established over a tonic
pedal point. This introduction is characterized by frequent
use of the modal subtonic, but leading tones are also found,

The modal traits in El Poloare limited to coloristic usage,
as variants of (and often in direct conflict with) diatonic
scale degrees, not as structural elements of tension as in
El Puerto and £1 Albaicin (see pages 176, Example 81, 178,
Examples 85 and 86, and 181, Example 90).

The rigidly maintained four-measure phrasing in £l Paolg
has been menticned in Chapter III (pege 121). The three
two-bar extensions in the piece serve as writtemn-in structural
ritardendl at importent formal junctures: measures 109-110
amd 291-2%2, preceding the secondary theme in the exposition
and restatsement, respectively, and measures 381-382, pre-
ceding the final flourish of the coda. The sgquare phrasing
extends to eight- and sixteen-measure units much of the time,
although there sre some four-mgasure phrases which either
stand alone or are part of a twelve-measure phrase qroup.

The twoc main themes of El Poln are quite similar both
in their phresing (as described above) and in their rhythmic
charactir. This similarity of themes heightens the obssssive

emotinnal qualily of El Polo., The themes (shown in Example

174, next page) do show some cuntrast in mode and melodic
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contour: the first primary theme (1P) is in the minor and

is basically a descending line, whereas the secondary theme

($) is in the major and has an ascending contours

Ex,

174,

ben marcato il canto

£l Polo, mm, 17-24 and 111-118,
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As Example 174 shows, the contrast between themes 1P

and S in the exposition is one of key center as well as

mode. The two themes arg restated after the development

section; 1P returns on the dominant of F minor (in a trun-

cated form) at measure 235, and theme S appears in f major

at measure 293.

In addition to theme 1P, twe other motives are pre-
sented in the primary theme group, The first is shown in
Example 175, where it is labelled 2P. The sixteen mpas-
ures based on motif 2P (measures 32-48) seem to be an ex-
tension of the sixteen-mgasure unit formed by the two
phrases of theme 1P, marking time before a modified repe-

tition of 1P begins in measure 49,

Ex. 175, l Polo, mm., 32-36.
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Theme 2P appears again as an extonsion (in altered form)
in messures 64-68, but is then cut short by the beginning of
another motif (3P) in measure 69 (Example 176, next page).
Motif 3P emphasizes the dominant of the key and may be con-

sidered to be the beginning of a transition passage., Meas-
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ures B1-84 present a fortissimo--triple-forte cadence on
an f-~ Mmm9 chord; this interruption is discussed below in
conjunction with a similar passage in the restatement.

The transition between the primary theme group and
the secondary theme continues in measures B5-92 with a
passage in the rhythm and texture of the introduction,
with a bass line that dezconds from Qb to C (the dominant).
The deminant is then maintained as a pedal tone through
measures 93-100 as a transfarmaticn of theme 1P is heard
above it. DModulation to the key of A-flat occirs in meas-
ure 101; the phrase extension preceding theme § (measures
109-110, mentioned previously) ends on the dominant of the
new key of A-flat (the relative major).

The secandary theme of El Palc consists of the phrase
shown in Exampls 174 (second part), ending on the tonic and
repeated, followeod by & similar phrase at the subdominant
minor, also ending on the tonic end repcated. A modified

repetition of the entire thirty-twn-par unit is then begun
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in measura 143, but the fourth eight-bar Dhrése of the re-
peat veers off from the minor subdominant region (D~flat
minor) to a cadence on its relative major, F-flat (meas-
ures 167-174). |

As in Evecacidn and Triana, the "developmsnt" section

in £l Polo consists of a sequential pattern which first

gives the impression'of mere continuation of theme 3.
tiving the 32-bar length of the modified repeat of that
theme (measures 143-174) its due, in spite of the last-
minute modulation, the development may be considered prop-
erly to begin in measure 175, This development continues
to move in eight- and sixtecon-measure units, and the se-
quence of keys is as follows: F-flat major (measures 175-
182), £ minot (measures 183-186) modulating to G major in
measure 187, G major (measureé 191-198), G minor (meas-
ures 199-202) modulating to B-flat major in measure 203,
B-flat major (measures 207-214), B-flat minor (measures
215-218) modulating to D-flat major in measure 217. D-
flat, being the submediant of F minor, forms the basis

for a retransitional passage in measures 227-234, Meas-
ures 227-234 censist of an extended augmented-sixth of
Franch, German, and mixed (“Iberian-sixth") quality, pass-
irng through the 12 in messures 229-230, 'The return of
thems 1P on the dominant in measure 235 is preceded by

the Fr.5 in the conventional position in measure 234, The
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retransition featuros an increase in dynamic level and
dissonance and motion to a higher reqister, so that the
restatement comes as a climax., The predictability of the
sequential patturn in the development is in keeping with
the character of the work as a whole;yhowever, it should

be noted that the G-major and B-flat-major phrases do

developn the melody (theme S) with a slightly new twists

Ex. 177. El Polo, mm, 193-196.
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In the modified and shortened return of the primary
theme group (measures 235-262) theme 2P is not heard at
all. following the dominant-emphasizing theﬁe 3P there
is a passage (measures 263-266) that is analogous to that
in measures B1-84 in the expasition. Each of these "out-
bursts" (shown in Example 178, next page) arrives on the
samsn F mmm9 chord, but with slightly different molodic
approaches and voicings. One might expect this memorable
pair of evenis to be used as a point from which to make
the transition section in the restatement different from
that in the exposition (i.e., remain in the home key of

F rather than modulate to A-flat). However, the point at
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which the transition in the restatement is revised is actu-
ally later (measure 283), and from a tonal standpoint there

is nc need for the difference between the two passages.

Ex, 1784 £l Polo, mm, B1«84 and 263266
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An explanation of these passages is to be sought in the
nature of the polo rather than in conventional ideas about
formal structure: “/The polo is/ full of sudden pauses,
which are strange and startling.“20 The change in voicing

is of course a musically logical heightening of the effect

in its second occurrence,

ZOWalter Thornbury, "Life in Spain,® quoted by Walter
Starkie in "Pola," Grouvr's Dictionary of Music and WMusicians,
5th ed., Vol. VI, p. BaJd,
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The restatement of theme § (measure 293) is zltered
at the beginning of its fourth phrase (measure 317) by a
change from the texture and register of its first state-

ment to thet of its modified repetition in the exposi-

tion, This change leads to a climax in measures 321-3217,

dropping suddenly to piano at measure 328, The new melod-
ic germ that had emerged in the development section (see
Example 177, page 307) is then heard in measures 329-365.
There is a deceptive cadence in measure 345 and the region
of VI (D-flat) becomes tonicized; the music comes to a
dead halt on the D-flat major soncrity in measures 367-
368,

A short peroration based on theme 1P follows, moving
once completely through the diatonic circle of fifths in
the Aeolian modes there is a cadence on the tonic in meas-
ure 383. A whirlwind, almost bichordal passage beginning
in measures 383-384 Brings the work to a strong close,
Measures 369-391 may be considered a short coda,

The squareness and sameness of effect throughout E1
Pola are undoubtedly intentional, but the lack of imagina=-

tion in its formal structure is perhaps open to criticism.
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Lavapids

As was the case in El Polo, the sonorities in Lavapiés

are quite remarkable, here marking a high point in the in-
creasingly liberal use of dissonant punctuatisn that pre-
vails throughout the third book of Iberia, Not only are

there many added-tone sonorities and appoggiaturas in the
work, but there is also an element of melodic disorder
brought about through a complex technique of sporadic imi-
tatien, charnges of register, cross-relations, and cross-
rhythms, This unpredictebility of deteil is intended as
a cariceture of tte chuloas, or low-cless natives of the
district celled Lavapifés in Madrid, loud in manners and
dress, dancing to the music c¢f an olg-fashioned hand-
organ with the valves of its pipes constantly misfiring.
In this respect the work is quite successful:
In the Lavapiés, for instance, he suggests to per-
fection the animation of the popular quarter of
Madrid, with all its clashes of sound and of colour.
Musorgsky tried to do a somewhat similar thing in
the picturs of the Limouges market-place in his
Tableaux d'une Expositien, but he had nothing like
Albéniz's technical command. The Lavapids is not
only good fun and good description but good music, 27
This technique alse results in a work that is so difficult
for the parformer that it was renortedly this piece which

was the direct cause of Albéniz' temptatior in a fit of

despair tc destroy the manuscript of Iberia because he

2'Erneat Newmarn, quated in Van Vechten, "Isaac Albdniz,™
p. 252.
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was afraid that he had written music that was unplayable
(see Chapter I, paces 39-40).

fFrom the point of view of structure, however, one gets;
the imprassion that Lavapiés was "poured" info a pre~-conceived,
sonata~derived “mcld;“ rather than allowed to grow into its
own form as had, for example, the unique El Albajein--a form

based on the tonal forces inherent in the thematic material
of the work, As a result, the rather high degree of unprs-
dictability of events at the "lower" level of detail is
coupled with a disappointingly high degree of predictability
at the large-~scale formal level. A diagrem of the form ap-
pears on pace 312,

The key of Lavapids is D-flat major. The meter is .,
and the JIJ J; rhythm of the habanora is prominent through-
out much of the piece (sec page 97, Example 2). The tempo
marking is "Allegretto," and performance requires about
seven minutes.

The principal theme group of Lavapifs is in two parts
(1P and 2P). In reading the score one may have difficulty
in determining what is the melodic line, even though there
are numercus arrows and accent marks in the music to guide
the performer through the bristling texture. Example 179
(pége 313) shows ths two themes both in their original

settings and extracted from the texture.

Already in ths pre=ontatien of the first theme group
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Ex. 179. Lavapiés, mm, 1-8 and 21-27, with melodies extracted.
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(continued next page)

thers are sporadic bits of imitation and of "wrong-note"
harmonic technique. As theme 1P continues (mezsures 17 ff.,
Example 180, next page), the effect of misfiring pipes of the
hand-croan through octave leaps coupled with rhythmic delays

of an eighth note 2re vivid indeed.
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(Ex. 179, continued)
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As Madrid is in the central highlands of Spain, there
is a marked absence of the "Moorish" or Andalusian style
(found in most of the works in Iberia) in Lavapids. In

place of a sensuous and brooding copla- or cante jondo-

*

style melody as a secondary theme, one finds a popular-

style tune that maintains the motion of the habanera:

Ex, 18%. Lavapiés, mm, 76-84,

L'istesso tempo bien rythmé
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(The rhythm pattern in measures 70-77, of which the last two
bars are shown in Example 181, is discussed on page 98, Ex-
ample 3.)
The restatemaent of primary theme materials occurs at
measure 175, Theme § returns in the tonic key at measure 202,
The transition between the primary and secondary theme

groups in the exposition revolves around the key of F minor.
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This key is first reached in measure 36 and is maintained

until there is a modulation to C minor at measure 52,

The

C-minor center is subordinate to the [ center, however, as

it has frequent Phrygian colorings (db) and major finals,

and thus very quickly takes on the character of an extended

dominant of F minor.

The end of this transition section,

shown in Example 182, illustrates the cutlandish style of

Lavapiés, with its dissonant sonorities and parallel motion

of neighboring chords

Ex. 182,

to the domirnant:

Lavapiés, mm, 66-69,

§
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Thus the transition section in Lavanids is similar to
others in the sonata-like forms in Iberia in that it leads
strongly in one direction (in terms of the expected kesy of

the second theme), only to drop off by a sudden third-

relationship change to another key. In Lavapiés this tech-

nique is particularly obvious. The change occurs at meas-
ure 70 with a sudden drop from C major (dominant of F minor)
to A-flat major, the "normal" second-thems key for a sonata-
allegro movement in D-flat. The new key is established by
the rhythmic passage of measures 70-77 (mentioned previcusly)
and then is maintained on intc the secondary theme.

At measure 102 the entirc seccnd theme begins tc repeat
in a higher register and fuller texture. This modified re-
peat is complete until the last four bars of the final eight-
measure phrase, at which point there is a modulation tao C
minor that gives a strikingly "out-of-tune" effect (measurs
125). As is usual with Albéniz, this modulation in the sec~
ond theme proceeds to what seems mere continuation of the
theme, moving through various keys, and so merges in this
manner into the development secticn of the work, The en-
tire process is very much like that in El Pola (see pages
305-306), end it is found in a less stilted form in Triana,

The first part of the development section of Lavapids
(roastres 126-141) is a seguence based on the continuing

secondary theme, rising by thirds from C minaor through

E~-flat mejor and G mincr to B-flat major., B-flat is main-



tained, with a tonic pedal point, as theme 1P re-enters

the picture at measure 142, The arpeggio from theme 1P

is heard in each of measures 154-156, punctuated in each
case by a remarkably pungent sonority on the'last half-

beat of the measure.

Theme 2P is developed beginning in measure 159; the
mode is mutated to (B8-flat) minor in measure 165. The
sporadic imitation which characterized the first presen-
tation of this theme is present in this development also,
and the device is turned to good use in measure 168-172,
where the imitated fragment is shortened and reiterated
while the pitch materials become predominantly whole-tone

b

The B~ pedal tone gives way to a G (leading tone to the

daminant of D-flat) at measure 169, and the incomplete

whole-tone scale above this pecdal (g=§bb, boP, gb

b b
y 875 &
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)

is used to form the "Iberian-sixth® chord which in Iberia

so_often‘heralds an approaching dominant return.22

The restatement occurs as expectad in measure 175, o
the 12 of D~flat major and a return to theme 1P, "The the
'is soen altered in comparison to its appearancé in the ex
pasition (at measure 182): a dominant pedal is maintained
while the harmonic rhythm acﬁalsrates in measures 187-191

a pasaaga of chromatically ascending diminished-seventh

chords which steps on the viin?/v in mansures 191-164,

22F0r explanation of "Ibericn-sixth,” see pp. 157-158,

N

me

¥



319

This alteraticn of course represents the revision in the
transition necessary to present theme § in the home keyj

the theme enters at measure 202, Neither theme 2P nor

the rhythmic "vamp" of measures 70-77 is restated,
Theme S is stated in a texture corresponding exactly

to that in which it originally appeared for its first two
four-measure phrases and the first of its eight-measurs
phrases. Then, in measure 218 the fuller texture of the
repeated presentation (measures 102-125) appears for the
last eight-measure phrase (compare El1 Polo, measures 293-
328, discussed cn page 309). This last phrase is altered
in measures 222-225 (Example 183), with a fragment from
its beginning included as a contrapuntal associate; the
harmony moves at this point to an cmphasis on the subdomi-

nant regicn, G-flat major.

Ex., 183. Lavapids, mm, 223-225,

w
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Theme 1P is restated at the subdomirant in measures

226-233, A tonic cadence is first rcached in measure 233,
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with continued reiteration of the tonic for the next six

measures (with subtonic neighboring chords--see Example 83,
page 177) btefore a very strong U7-I cadence in measure 240,
Tﬁis could easily have been the end of the work, but an ex-

tension of tonic harmony (measures 240-243) leads to a final

page of grotesquerie beginning with measure 244: the whcle-

tone caricature of theme 2P shown in Example 41, page 138,
IH measure 253 diatonic pitch materials return, although
this includes lowered second, third, sixth, and seventh
scale degrees, and (in measures 253 and 255) sven the
lowered tonic. Subtonic and minor dominant sounds in the
right hand impart a Mixolydian cast to the music in measurcs
257-260. Finally, @ v*? chord (gb c ef Qb Qb) alternating
with tonic and a final very strong V7-I cadence, fortissimo,
bring the work to a close in measure 264,

No two works in J[beria are mors dissimilar in charac-

ter and inner detail than El Pelo and Lavapiés, and yet these

two works are remarkably alike in formal structure.



Book I

The works in Book IV of ]Iberia again exhibit the
use of the sonata principle; freely adapted, as a struc-
tural procedure.

M&laga, the first work in Book IV, repeats the
Triana Ysonata® form, but with greater imagination and
precision than El1 Polo and Lavapi€és.

In Jerez the use of the sonata principle is very
freely adapted to accomodate the modal qualities of the
piece. |

Eritafa follows the procedure of Triana, E1 Poclo,
Lavapiés, and Mdlaga, but with certain refreshing lib-

erties which help to make it entirely convincing.

321
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Milaga

M&laga is named after the Mediterranean port that also
gives its name to the Andalusian song and dance form, in
minor mode and triple meter, known as the malagueda, the
local variety of the fandango. In M8laga the meter is Z,
and the rhythms of the malaguefia (discussed on pages 112-
114) characterize the themes. "The over-all tonality'of
M&laga is B-flat minor, but the Phrygian with final f is
also important, In spite of its 248 measures, mélaga is
the second-shortest piecs in Iberia; the tempo marking
is "Allegro vivo," and performance requires only about
four and one-half minutes.

The question of tonality versus modality in Mdlaga
is reminiscent of that in El Albaicin (discussed on pages
283-295). Compariscn of the two works is facilitated by
the fact that the keys involved are the same. In M4laga,
as in El Albaicfin, prolonged emphasié on f-centered Phrygian
pitch materials, with repeated cadences on the F-major triad
(the "Picardy-third" effect), produces the tension associ-
ated with an extended dominant in the key of B-flat minor:
The degree to which the music seems like F Phrygian on the
ona hand or B-flat minor on the other vacillates according
to subtle emphasges of rhythm, accent, dynamic level, melodic
shaping, and cadsnces. In El Albaicin the Phrygian mode is

brought into play only after the tonic key of B-flat minor
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has been established (but weakly) at the outset of the work.
The Phrygian ambiguity is then used to impress B-flat minor
firmly in the memory, creating an unresolved tension of great
power. A similar arc of tension is then interjected in the
contrasting second section at the level of the mediant, or
relative major key of D-flat--a tension that must reach a
climactic release before resolution to the home key. The
result of this process is a structure of real force and orig-
inality. In Maldga, on the other hand, the form of the piece
is determined to a great extent by simple thematic dualism,
with tonal unity in the restatement replacing the tonal con-
trast of the exposition, a development section irn the middlc,
and a coda at the end--~in short, an adaptation of the sonata

principle similar to those found in Evocacidn, Triana, E1l

Polo, and Lavapiés (and, to a lesser extent, in Almerfa).
The use of the Phrygian mode bears certain similarities to
that in El1 Albaicfn but does not affect the form appreciably.
However, it does seem to free the work from the clichés of
structure found in El Polo and Lavapiés and to lend it a
most satisfying and imaginative quality of "on-edge" force-
fulness of expression by preventing too much tonic emphasis.
A diagram of the form appears on page 324,

To begin with, M&8laga does not establish the key of
B-flat minor at its opening. One can accept f as final

without too much difficulty in the first four phrases, which.

give the impression of being introducteory in nature but later
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prove to be the first of the primary themes (1P):

Ex. 184, Mdlaga, mm, 1-4.
Allegro vivo J 58
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Each of the three phrases succeeding that in Example
184 is a variant of the opening phrase; dynamics increase,
the texture becomes fuller, and the reqgister moves upward
in these variants (measures 5-16). (See also discussions
on pages 112, Example 17, and 158, Example 58,)

The key of B-flat minor is established quickly when
theme 20 enters in measure 17 (Example 185). There is no
tonic cadence nor even a toniec chord; the harmonies simply
begin to sound liks iv to V in B-flat minor rather than
bvii to I(major) in F Phrygian. This may be attributed to
the strong emphasis on Qb in the melodic line, especially

in measure 20 (see also Example 13, page 113).

Ex., 185. M&laga, mm. 17-20.
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After a modified repetition of this phrase there is a
sudden shift to G-flat in measures 25-26. This submediant
region is tonicized through measure 45, In measures 26-43
the right hand plays exclusively in the hemiola rhythm first
heard in the two middle measures of the 2P phrase shown by
Examplse 185, while the left hand continues to articulate
every downbegat with a gb pedal point or its neighbor tones.
At measure 35 one of the neighbor tones occurs against the
hemiola together with an inflection of harmony and melody
toward the Phrygian mode on Qb, but this is merely a coler-

istic effact,

Ex., 186, Mé&laga, mm. 34-36,
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The shape of the accompanimaent figure in this secticn
and the cccasioral pairs of grace-notes in the left hand
link it with theme 1P (cf. Example 184, page 325).

After oscillations betwsen the G-flat chord and its V9
in measures 42-45 the QP pedal suddenly forms the bass of
a fr.6, and the harmony returns to F major in measure 46,

now scuncding mcre than ever like the dominant of B-flat minor.
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The oscillating fiqure from measures 42-45 is then used

in measures 50-53 with the iv and V harmonies of B-flat,
blatantly parallel as in the beginning of theme 2P. The
harmonic instability of the section beginniné with the
shift to the submediant in measure 26 suggests a transi-
tional function, Although the key of B-flat minor has been
in evidence, there has not been a single tonic triad or ca-
dence. This latest emphasis on the dominant, through meas-
ure 53, raises the possibility that B-flat minor remains
the goal of the transition, as the minor subdominant of

an F Phrygian that is perhaps to be understood after all
throughout the opuniing of the work. However, at measure

54 one finds a favorite device of the composer: the sud-
den andg last-minute chonge to the true goal of a transi-

tion section through a third-relationship juxtaposition

(as opposed to modulation). Here, the oscillation figure

occurs a‘third and final time, between the D-flat major
triad and its minor dominant.

The secondary theme in Mdlaga, in the style of a Jjota
malaguefia, is shown in Example 187. This theme is discussed
in some detail in Chapter III (pages 104, Example 12, and

148, Example 48),
(Ex. 187, next page)

An example of the tighter construction of M&laga as
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Ex. 187. M&laga, mm. 57-68.
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compared to the preceding two pieces, El Polo and Lavapiés
(to which it is very similar in form), may be seen in the
treatment of the secondary theme., In place of a full state-
ment of the theme, followed by an almost complete repeat with
a mocdulatian in the last phrase of the repeat sc as to nmerge
into development, the modulation occurs after only twelve
measures (following the change of mode seen in measure 66,
Example 187), rising throunh a sequence by thirds: D-flat

ma jor--C~sharp minor, £ major--F minor, and to G major for
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the cadence in measure 88, Because of its periodicity and
its textural consistency, however, the 32-measure section
just described (measures 58-89) gives the impression of a
single presentation., Development begins at measure 90 with
a thickening of texture and an expansion of the melodic ma-
terial to eight-measure phrases. Thué, the G-major tonality
that continues in measure 90 is not inflected to G minor un-
til measure 98, The sequence continues, although at this
new, Sslower pace, and the key of B-flat major is reached in
measure 104, This is immediately mutated to B-flat minor

as theme 2P enters (in the "tenor" line) at measure 106 and
subscguently serves as the retransition., The phrasing re-
verts in measures 106-10Y to four-measure units, and the
consequent phrase in measwres 110-113 moves on to G-flat.
This temporery tonic is respelled as ﬁ# in measure 114 and
is establishsd as a pedal tone; two four-bar phrases ensue,
continuiﬁg the treatment of theme 2B. The theme is cut to

a twe-bar fragment in measures 122-123 and again in 124-125,
as the bass gives way to E (F#Mmg:Gr.6(dim.10th)/é-Flat) and
f (passing iz in the home key). The QP pedal point is re-
established at measure 126 and remains for the rest of the
retransition (providing the baes for the Gr.6, and later for
the Fr.6). In measures 126-129 the two hands alternate in

prasenting a one-measure fragment of theme 2B in imitation;

this dissolves to a half-bar hemiola pattern in measure 131



and to a cne-beat slur fiqure in measure 133. Harmonically
and developmentally this retransition is like others in the
sonata-like forms irn Iberia, but the process of thematic
fragmentation is rarely so systematic, masterful, and ex-
citing as in {he opresent example.

The return to theme 1P at measure 134 is at the domi~
nant, as 1s usually the case in Iberia. The effect of this
is less noticeable in M&laga than in other works discussed
because the same material has not appeared previocusly with
tonic underpinnings. Therefore, there is no chvious har-
monic change in comparison to the aexposition. What does
change is the harmonic meaning of the theme: here buried
undsr a cascade of triple-forte f-major harmony, theme 1F
retains none of ite independent, F-Phrygian quality. It
seems entirely subservient to the key of B-flat minor; this
in turn places the role of the F-Phrygian opening section
in perspective with regard to the larger tonal design of
the work as a deminant, even though it sounds more stable
than that on a local level. (In Example 188 note also the
harmonic-rhythmic punctuwation in mesasure 136 and compare

in measures 61 and 65 of Example 187, page 328.)
(Ex. 188, next page)
Theme 2P is heard in measures 142-145, but each phrase

is shortened to include just the first and fourth bars--yet

another contribution of contraction to the conciseness of
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Ex. 188. M&laga, mm. 134-136.

the piece. This new, two-bar transformation of 2P is then
sequenced through the descending circle of fifths., A domi-
nant pedal is reached in measure 154 and extended for six=-
teen measures, preparing the return of theme § in B-flat
major, at measure 170, Rather than modulating immedisi~ly,
as in its firset presentation, the theme is simply reharmo-
nized in its third phrase (measures 179-181) so as to reach
another half-cadence in measures 184-185., A sudden third-
relationshin change at measure 186 analogous to that at
measure 54 brings an expansion of the melody to an eight-
measure phrase in D-flat and in the fuller texture of meas-
ures 90-105 and 114-125, Further reharmonization in measure
196 leads back to B-flat minor; reiterations of a two-bar
fragment, with hemiola rhythms and augmented-sixth harmonies,
arrive in measura 204 at a dominant which is extended through
three four-bar jota phrases, plus extensions, to a climactic
tonic cedence at measure 220. This cadsnce is preceded in

megasures 218-219 by a Phrygian scale in double thirds in the
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right hand (with interpolated leading tones) and elides into
the beginning of the coda.

In the coda, theme 1P is heard, in two-bar fragments,
for the first time at the B-flat pitch level.(rather than ﬂ).
The Phrygian coloring characteristic of that theme is pro-
vided at this home-tonic level by the pitches gb, gb, and

(compare £1 Albaicfn, measures 297-311, pages 298-299,

Examplas 172-173). However, the use of gq in the upbeat
figure of measures 221 and 223 converts the lowered-sscond
degree to part of a first-classification Gr.6.

R fascinating combination of themes 1P and 2P occurs

in measures 225-228, in an arsis-~-thesis relationship as

shown in Example 189,

EX. 1890 _[Ylazl__a_‘q_a., mm, 226"?_?80
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A longer statemant of theme 2P in measurss 229-231
brings a further high point at the tonic cadence in mesasure
232 (see Example 76, page 174), The energy of this climex

is releasad through an extended hemicla passage, with dimin-
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vendo, which leads to the quietly oscillating figure from
the transition in the exposition (cf. measures 240-247 and
42-57). In the first of these figures, B-flat major is al-
ternated with its deminant ninth, in the secbnd with its
subdominant (with added sixth--or iig). The work ends in
measure 248, fortissimo, in B8-flat major.

In its exciting rhythmic motion and concise formal
structure, Malaga may be considaered one of the most satis-

fying works in lberia.
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Jerez

The English word "sherry" (originally "sherris") is
derived from the name of the Andalusian city Jerez de la
frontera, which is the center of an important wine-producing
region, Albeniz' Jerez appears tc be the last in order of
actual compositiocn amoeng the pieces in lberia. In a letter
to his friend the pianist Joagufn Malats, datelined Nice,
November 30, 1907, the compuser stated:

With respect to liivarra, I am sad to annaunce

that it forms no part of the 4th book of Iberia;

if it is not finished it matters little, becuauce

its style is sc barefecedly pecpular that without

disowning it, it has seemed to me convenient to

write another new number, more ir. concordance with

the other eleven; so [ have as & consequencs writ-

ten and am just finishing a Jerez, which without

being of Genzalas Byas, [ hope to have pleased you,

I will send it very bottled as scoun as it is ready; 273

and with this worthbless gift until tomerrow at 85:00.
Earlisr letters reveal that Mdlaga and Eritafia were both com-
pleted before Navarra was discarded in favor of Jerez.

Jerez begins and ends in and on g and has a "key"
signature of no sharps or flats. It is obvious that g
is to be undarstood as the final in spite of the fact that
the freavent major thirds forming E-major chords may lead
the uninitiated listener to interpret those chords as domi-

£

nants in A minor. An understonding of both the composer's

evident intention as primearily modal and the western ear!

23Llnr9ns, “Notas indoitus," n., 99, YConzalas Byas"
presumably refers to a fine sherry



tendency toward the tonal is essential for a correct ap-
proach to .Jerez. As Austin states concerning the tonezl

ambiguities in Debussy's L'Aprés-midi d'un faune, "Wonder=-

ment 1s surely an appropriate response to this music, which
analysis should serve not to allay but to intensify.”24
Taking into account the necessity to accomodate in the
structure of Jarez the consequences of its ambiguous modal-
ity, one can still discern in the work the main outlines of
the free Y“sonata" procedure found in other works in.Iberia.
The work is discussed here in those terms primarily as a
convenience in comparing it to other pieces in the collec-
tion., A diagram of the form appears on page 33b6.

Jerez is marked "Andantinoc.," It is one of the two
longest works in the Iberia collection (with Almeria),
with a performance time of about eight and one-~half minutes.
The meter employed for most of the piece is 2, but there are
also sections ing and in alternating z and 1 (the eignth .
note being relatively constant). This metric aspect of
Jerez is discussed in Chapter III, on pages 103 (Examples
10 and 11) and 126-127 (Example 32).

The conflict between E Phrygian and A minor is present

at the very outset of Jerez in its opening sglrares theme

2awilliam W. Austin, "Toward an Analytical -Appreciction,"”
in the Norton Critical Score of Clzude Debussy, Prelude to
“The Afterncon of a Faun®, (New York: W.W. Norton & Co., Inc.,
1970), p. 85.
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(1P), the beginning of which is shown in Example 190,

Exo 1900 AB_.I:..E_Z.’ mm, 1-3-
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As indicated in Exampole 130, theme 1P is built of three
motives: an embellished descending minor tetrachord (x), a
grace-nete figure (y), and on ascending line (z) that is re-
lated to motif x (and which is also followed by y). Matives
x and z undergo many subtle transformations in their patterns
of embellishing descending and ascending lines, respectively,
but the author has found that efforts te distinguish each of
those transformations as a separate motif are not very re-
warding. The basic directiorn of the line is thes main issue
in the transformations of x and z. Thus, after a repetition
of tga twe phrases shouwn in Fxample 190, theme 1P may be said
to continue in measures 5«7 with a threefold rising ssquence

based on'E, followed by & descent in measure B related to x

and y end a cadsnce in measure 9 (motif y). The entire theme
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is shown and discussed in Chapter III, pages 151-152 (Ex-
ample 52).

The western ear usually associates a descent such as
that of motif x (a' g' f' e') with an open-ended gesture
of tonic to dominant, even though in this case that domi-
nant would be minor. However, the opening pedal-like E
octave, the metric placement of the tetrachord descent,
the continual emphasis on g€ as a downbeazt bass note, and
the purely diatonic Phrygian pitch set through the first
sixteen measures combine to make a convincing case for g
as final. The first inkling of tonal ambiquity appears
in measure 17, following the repetition of theme 1H in a
higher register and fuller texture; here the cadence on
an E major triad may strengthen one's tendency to hear
the music in A minor rather than in £ Phrygian,

In measures 17-27 the music fluctuates between its
original E-Phrygian modality and an implied A-minor tonal-
ity, as the ¢ triad is now minor, now major. In this sesc-
tion a new ascending line is coupled with motif y that is
different encgugh in contour, texture, and dynamic level to
be termed thems 2P (Example 191, next page). Note the use
of tHe descending tetracheord A G F E as a bass ling, with
contrary motion in the treble, creating 2 strong feazling

for A mincr through the Phrygian cadence iiﬁg te V. On

the other hand, E-minor sonoritics and a predominantly

diatonic pitch set are found in measures 20 and 22-26.
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Ex. 191, Jerez, mm, 18-19,

Further establishment of a as a tonal center occurs
in measures 28-48, a section in g meter with constant re-
iteration of motif y over a pedal point A. The mode may
be considered to be A Mixolydian, with a considerable
amount of chromaticism reosulting from both functional har-
monies and celoristic planing of neighboring chords. As
in other works in Jberia, however, what appears to be the
goal of a transition section does not turn out to be that,
With a sudden third-relaticnship change (A major to F major)
at measure 4Y, the music returns to £ major, now perhaps
heard as the dominant of A minor, at the downbeat of meas-
ure 52, The meter reverts to 2 as an elaboration of theme
2P is heard in measures 52-55 (Example 192, next page).

s
This theme 20f is heard twice with E-major harmony as its
goal and then twice more with further modifications of

scale and harmony sg as to lead to C-msjor harmony in meas-

ures 55 and 56. The latter, appearing by third-relationship
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E.X. 192. Jerel, mm. 53"55'
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G
= .
e

_Q~_f__;;uqf-
Her :
o
550 .
N
= 4’__,\“‘—',’1 ’-(}Tén-  G—
.___?& 53&'

T %

C "Mixo." 2a.
change only in the c¢losing moments of the transition as in
several of the works in Iberia, is the final of a 'key" that
may perhaps be best described as Mixolydian with frequently
g meter (measuras 56-63)
confirm the mnew tonal center, and three more measures of Z

(based con motives x and y) lead to the important secondary
: L%

lowered sixth degres. Eight bars in

theme of Jerez (&) at measure 67 (Example 193, next page).
This cante jondn-style melody is discussed in some detail in
Chupter III, panges 126-127 (Example 37), 150 (Example 50),

and 211 (Cxample 121).
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Ex, 193, Jerez, mm, 67-80, melody.
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After two measures of interlude (falsets), tieme §
appears in a medified repetition in measures 83-94, With
a modilation to the key of D-flat in measures 85-99 the
preéentatian of the secandary theme merges almost imper-
caeptibly into the dsvelupment section of the work, another
trait common to several piesces in the collection,

The basic plan of the develeopmsnt in Jerez consists cf
a rising sequence of theme S. The lowered sixth and seventh
scale deqrees are retained at the new pitch levels, After
the D-flat statements of the theme (measures 100-111), a
modulation similar toc that in measures 95-98 brings the
tonal center to the d pitch level, where the first, short
phraze of the theme is heard oncs in thae major and then once
in the mincr; there is a deceptive cadence to the submediant
(B-flat) in measure 118.

Althounh the deceptive cadence in measurc 118 leads on

to yet anaother semitene modulatien (bUI becoming V/E-flat),
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the brevity of the thematic repetition at the D level al-
ready heralds a break in the pattern: the first phrase of
the theme, which originally began on the supertonic and
endad on the toric (or final), now begins on the subdomi-
nant and ends on the third, This makes possible an elision
of the first phrase ¢f theme § to the second, longer one at

measure 123:

Ex., 194, Jerez, mm., 122-124,
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The instability of phrass structure created by the
elision is then accompanied by the dissolution cof the semi-
toﬁe saquence as E-flat becomes V of A-flat and the music
cadences weakly in that key in measures 128-130.

A secand, retransiticnal, section of the development
then besgins in msacure 131, Based on subtle transformations
of mgasures 73-74 from theme § (sce Example 193, page 341),
it is quite linear in texture as compared to the precerding
passage pnd moves upward by whole tones rather than by semi-

tanes:

(Ex. 145, next paqn)
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Ex. 195, Jerez, mm, 141-~145,
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The seguence beginning in measure 131 passes from A-

flat through minor keys on gb, c, and d to £ minor at meas-

ure 147, Besides the rise in pitch there i1s 2 gradual cre-
scendo @long with an increase in the lasvel of disscnance
generated by the linesr mobtien (particularly in measures
146-148). At the end of mezssure 148 an E-major chord enters
the picture, bringing back the ambiguity of £ Phrygian and

A minor that created ternsion in the expesition, This E-
major sonority is prolonged in measurss 149-155 by alter-
nation with its own Phrygian dominont (vd7) in a homaphonic
texture that contrasts sharply with that of the preceding

development:

Ex. 196. Jerez, mm, 151-153.
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This embellishing vB7/E adds to the ambiguity of the
function of E major, since it also implies the familiar

A7

ii to V in A minor. The dominant quality cf the E major

g7

triad is enhanced by the inflectiaon of the b to an inverted
Gr.6 (g# f a ¢) in measure 154, Thus the arrival of measure
155-~tonally, thematically, and rhythmically the beginning of
the restatement-~-seems once again to be on the dominant, as
in other sonata-like forms in Iberia; but this time it is
really on the tonic (or final of the mode, with majer third),
allowed alrsady at this point in the restatem=ni to function

in its latent rdle as the dominant of A minort.

The last point is impartant in view of th- compression

of events in the remainder of the restatement! ¢ this wark.
There is no long passaqge of pure, diatanic £~ ~gian modal-
ity as in the expaosition. Insteed, everythiny - centered
around the dominant of A minor, fortissima, dvi+i7g toward

a return of the cante jondos theme (at the a 1o ') only 28
bars distant (as opposed to 66 in the exposit’ :!. The aevents
of the restatement may be summarized as follu:. : transfor-
mations of motives % and y are heard in meascy . 55-156,
followed by two appsarances of motives 2z and y . roasures
157-159 (cempare meosures 1-5, whers thess mo... - appear

in altermation in theme 1B), A balancing phr ‘milar to

mgasures 5-9, based on a rising sequence of >, . oz to 20!

2

at meanure 163. Instead of boing altered so - inad to
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C major (as in measures 54-55), however, this 2P' is modi-
fied to sound different but still lead to E through one of
the most complex passages of keyboard writing in Ibsria;
this change is analoocus to the adjustment that occurs in
a classical sonata-form recapitulaticn to keep the second-

ary theme or theme group in the home key,

Ex. 197, Jersz, mm. 164-166.
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¢The planing passzae in 8 matar that appeared centered
around A in the expositicn (meesures 78-48) is thus trans-
formad to an £ (V/2) pascage in mecsuras 167-170. Ths brev~

ity of this recurrence is symptomatic of the condensed re-

statement in Jsrez; rather than carrying on with the planing
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technique, three additionzl four-bar phrases in g cantinue
to reaffirm E as dominant of A, The intensity of the sec-
tion reaches a high point in measures 175-178 with out-
right alternation of root-position V and Neapolitan chords,
fortissimo (see Example 62, page 161)1 Measures 178-182
die away into the return of theme § in A (Mixclydian with
lowered sixth degree) at measure 183,

The use of a non-tonic key for the restatement of themas
S is perfectly logical in Jerez. First, this appearance of
A "major" provides a resclution of the tensicn assocciated
with the prolonged E-major chords in the preceding 29 meas-
ures; secondly, the fraouent use of lowered sixth and sev-
enth degruess lsagves this A tonzlity with a lone g#, a2 pitch
sect that is closer to E Bhrygian than is the C tonality of
the exposition®s secondary section with its gp and gb; and
Finally, the kind of reiterative emohasis necessary to main-
tain a final quality about E Phrygian or Mixclydian at the
end of the work is such that the further presence of ths
key of £ in the restatement of thems § would be manoctonous.
Albéniz was enough of a Spaniard to feel at homs in the
Phrygian mode with major final; but he was also thoroughly
convéreant with western Lurcpesn classical traditions arg
muat have besn aware (even if only intuitively) of the tonal
umbiguities with which he was working, This mzy be observed
nat only in Jerez, but in £l Puerte, E} Albaicfn, and Milaga

#s well,

o
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As with the first part of the restatement, the roturn
of theme 5 is less extended than in its first presentatinon.
After a full statement of the theme in measures 183-1%4 and
a short bridge, two repetitions of the first phrase sre
heard in the tenor register, the second of which is in the
minor and leads to a deceptive cadence on ﬁw (submediant of
A) in measure 200 (compare measures 115-118 in the develop-
ment). In a rather involved bridge passage (measures 202-
205) the F-major chord of the deceptive cadence in A is
prolonged by its own "Iberian-sixth® chord (gb gb c gb eh),
showr in Example 58 (first part) on page 158 in Chapter III.
This leads to the coda, beginning al measure 206,

In the first part of the coda, the downbeat L-major
chords still seem to be V of A minor; the passages of plan-
ing in measures 206 and 208 (=ee page 198, Example 110) thet
lead up to these "dominants" do reassert the purely E-Phrycian
pitch set, but that is also the A-minor pitch set. Isolation
in register of the bass of the E-major chords, coupled with
sheer reiteration, tends to mezke E seem more final and less
dominant as the coda goes cn--guen in measures 210-213,
where the intervening harmeony is B-flat major (perhaps still
sugadsting the Neapolitun of A minor, but now more strongly
suggesting a "substitute dominant' function in £; see Lx-
ample 115$ page 204). Further planing in measures 214-217

leads to the sccond section of the coda, at measure 218,
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Here there appear not only 2#'3, but ﬁ#'s and g#'s as well
(but dh), and this inflection to the Mixolydian mode on E
lends further strength to its gquality of fimality. The
second part of the coda is based, like the First, on the
motives from theme 1P. The Mixolydian modality, with its
gk's, persists up to the final two chords of Jerez, where
the simple, scft, staccato V7 to 1 cadence removes any
lingering remnents of tonal ambiquity and brings the work

to a full close.



Eritafa

The last piece in Iberia, Eritafia, bgars the name of

the Venta Eritafa, 2 popular inn on the outskirts of Seville.
Several writers refer to it as a place where revellers egn-
Joyed particularly wild and colorful celebirations., Arthur
Rubinstein tells of visiting the inn in 1%15, of sipping
Jerez and watching the flamencos sing and dance.25

Of all the works in Iberia, Eritafa received the most

enthusiastic praise from {laude Debusoy. His remarks are
reproduced in translaticn on page 6 of this disseriation,

In Exritafis the exciting rhythms of the sevillanas are

-
2a

not interruptec by a lyrical melcdy in the style of a2 cople
4 . . .
In three plsces a 4 Measure is thrown in emong the othorwiees

istent 2 bars, with only a dotted lins within the meas-

2]

cone
ure to indicate the change as the music plunges reckleossly
ahead (see pages 100, Exsmple 7, and 102, Example 9), With
its marking aof "Allegretto grazicse™ and cnly 145 measuros,
Erxitafia iz somewhat on the short side by Jberia standards
at slightiy cver five minutes. The key is E~flat major,
with some Mixelydian colorings but no dependznco upon mo-
gality in a structural sensz.

As wes the crse with grez, the structure of [ritant

i o ——————

-3

can be relgted 40 sonztias procedures hut is rother free,

25 . . . p
Rubinsteir, My Young Years, op. 456 and 464,
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cvan by Albéniz® standards. Description in those terms
proves to bz the most adequate means of approaching its
form. All the themas in the work share the rhythmic char-

acteristics of the savillanas, but areas of tonal contrast

o

help to differentiate the theme groups; there iz a deavelop-
ment section; and the main themes of both primary and second-
ary groups are restated in the tonic key after the development.
A diagram of the form appears on page 351.

Example 198 shows the motives presented in the gpening
measures of Eritafa, The extended anacrusis (1) and the
strong cadential formula (y) are used in such a way that
together they may be termed theme 18, The chordal rhythmic
pattern (g) is very important by itself but needs no further
label. A more extended melodic idea in measure 5, following
the second apnearance of z and termed theme 2P, seems to
grow out of motif x; it is less important than the other

motives in Example 168.

Ex. 198. ¢Etritafa, mm. 1-3 and 4-6.
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{continued on page 352)
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(Ex, 198, continued)

In measure 7 the anacrusis motif (x) is heard as the

3

4 part of one of the bars mentioned on page 349 (Example

4
4
199). It is accompanied in the right hand by the percussive
added~tone sonorities that are found throughout Eritafa (sce

pages 182-183, Cxample 92).

Ex. 199, Eritafa, mm, 7-8,

e :
3 . .,..—-«;_.jﬁ - .’C._—
X z — ﬁ\ % - ﬁh,—.;.. ’:.“:"fl e} R !
0 (2 1 “1. §“ & [} i - 1 84
) RN Y NS ST A= Y L ¥
- Y B! fo Y,

e 4“ :

The cadential metif (y)} follows in measure 8 and leads

intof'a section based on motif z, measures ©-15. This pas-
sege at first has the coriginal z rhythm in the left hand,
with thefright hand in continuous sixteenth notes; then, as
the intensity grows, the rhythm is corntinusus in both hands,

although orme can still feel the coriginal rhythm of the motif,
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Subtonic harmonies in measures 13-14 give a Mixolydian color-
ing to the music (see Example 80, page 176). Variants of Xy
Ys @nd z in measures 15-18 lead to a half-cadence in meas-
ure 19 that is the first significant halt in the motion of
the piece. Following the half-cadence, a more extended theme
than any praviously hsard begins in measures 19-20 over a
sextuplet accompaniment (3P, Lxample 200)., This theme re-
mains in the home key of E-flat and maintains the high level
of excitement found in the werk thus far, perhaps even in-
creasing it somewhat in measures 24-25, Motives x and y
return together as theme 1P in measures 27-28, providing the
strongest tonic cedence yvet in measurs 29, where a fransition

begins, based on motif z,

Ex. 200, ECritafa, mm, 19-21,
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Jhe transition modulates upward by steps from [-flat

(Mixolydian) to F minor (Aeclian) in measure 33 and then to
G minor (also Aeolian)} in measure 37. The modulation then
moves by fifths, to D minor and A minor; the Gr.6 of A minor

. - . 4 .
appears in measures £3-44 and is treated as V? of B=-flat in
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measure 45, The latter is the "normal! secondary key for a
sonata form in £-flat major, and an important theme (g), de-
rived from motif z, begins in this key in measure 47:

Ex. 201, ¢Eritafa, mm. 47-48,

a tempo

Theme 5 continues in two—mcasuré phreses similar to
that of Example 201 until an eight-bar unit has been formed
(by measure 54). A modified repetition is btegun in the upser
registér, pienissimo, "sempre dolce,* in measure 55, An al-
teration in the harmony that is used climactically later in
the work brings about a modulation to D-flat major in meas-

ures 57-58:

Ex. 202. Eritafa, mm, 57-58,
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The "last-minute" preparation of the "second-theme

key in the transition, the similarity of rhythm in the vari-
ous themes, and the disproportionately shert presentation of
the secandary theme combine to obscure the '"sonata' structure
of Eritafa., Yet the first of these points is merely another
use of a device found in earlier, clearer "sonata forme in
Iberia: and the last may be deemed a virtue of conciseness

in view of the composer's habit of merging into development
as if merely continuing presentation of his eecondary theme.

(It is profitable to compare E£1 Polc and Lavepids to PMflage

and Eritefia on this point--see pages 327-329.)

The development section that emerges frem the mudula-~
tion shown in Exemple 202 is similar to that cof Jerez in its
complexity of keyboard itechnique and more limear texture (sce
Example 124, page 213). The pattern of modulation upward a
minor third, estsblished in measures 57-58, is continued,
and the music reaches the key of F-flat ma jor in measure €2,
From that point it is brought up a major third with change
of mode te A-flat minor in measure 6%, In the laﬁter key
the music begins to revelve arcund the harmonies b\II7(Mm),
A7 ) . ] b, ,7 L
ii®’, and i, and then around the VI ' (=Gr.6) only; this is
resnélled and becomes \/7 of A major in measure 70. A new
sequence begins, risino by stens to B minor and C minor at
neasure %5. Once again the music qets "stuck" en the Gr.6
of tho key (measures 77-79), but this time a deuble chro-

matic inflection (gb tu berfq and cf to gb) brinos atout
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the Gr.6& ©f the home key of E-flat at measure 80, resolving

12 of E-flat at the downbeat of

txperience with other works from Iberia will have alerted

to the measure 81,

the reader toc consider the possibility of measure 81 zs the
beginning of restatement, since Albéniz almost always returns
to the main kasy and main thematic material on 12 or V rather
than on the tonic. If this 1is the case in Eritefa, it is a
restatement with a reordering of events: what is heard next
is not that which began the piece, but theme 3P, from meas-
ures 19-26,., The growth of intensity that was found in this
theme upon its first appearance is heightened upon its return,
giving it more the character cf climax to the development then
of restetemsnt., In addition, the theme is not concluded as in

26

measures 27-29, but ig interrupted at the 16 in measure 88

4
This interruption forms a dcminant prolongaticn and in fact
gives the entire passzge from measure 80 through measure 95
the quality of one extended dominant, as in a retransitiaon
section, What the composer seems to be doing is creating the
possibility of maximum expansion of motif x, the extended ans-
crusis, In measures 90-93, for exemple, the original length
of this upbeat motif, three beats, has grown to four bars--

Goubly effective because theme 3P has been begun and brought

to the verge of e cadence in the preceding measures. Ffinally,

2541icia de Larrocha plays an explosive low ib octave
the downbeats of mezsures 82 znd 8. Compare in £l Alba
measures 205 and 253 . (pages 296-257, notes 17 and '
dissertation),
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theme 3P is completed with the recurrence of motives x and y
in measures 94-95 (analogous to measures 27-78) and a full
cadence at measure 96 (analogous to both measure 29 and meas-
ure 3). From this point, themes are restated in a tondensed
parallel to the exposition: compare measures 96-101 with
measures 3-8, As theme 3P has already been restated, there
is no need to lead up to it, and so the restatement of the
primary theme group is cut short., In place of a passage

like measures 9-19, measurass 101-104 serve as a revised tren-
sition to the restatement of theme S in the home key at mees;
ure 105. flerked "leggiero," Ydolce," and "sempre dolce e
grazioso, ' this restatement reaches a sort of climax within
those bounds in measura 118 by the uss of the chrematic inner
line noted in measure 57 (Example 202), but cadencing in
measure 120 in E—flét rather than modulating.

What might be termed & codetta to the restatment section
pccupies measures 121-135., For the most part it is & con-
tinued working-over of theme §, analogous to the develcpment's
seeming continuation of theme 55 however, this section stays
securely within the home key. The use of subtonic and miror-
dominant hazrmonies, as well as other inflections, gives the

h ]

codelta an interesting Mixclydian colar. In measures 133-

-d

34

meiif x with its zcoampanying added-~tone sonorities leeds to

another strong tonic cadence nt the downbeat of mecasure 135,
The short coda (as opposed to the codetta of the restste-

ment section) in measures 135-145 brgine with a phrase elision
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at the preceding strong cadence (analogous to measures 3,
9, 29, and similar passages). for several measures it pre-
sents a development of motif z like that in measures 9-15
of the exposition, Then, as in measures 16-17, motif y
enters in measures 141-142, cadencing in measure 143 as
in measure 17. Measures 143-145 (concluding the piecé)
are analogous to measures 94-96 (the end of the develop-
ment and retransition) and measures 27-29 (the end of the
exposition).
* * *

The findings of Chapter IV arec summarized in the
second part of the Conclusion, which follows on the next
page. The first pert of the Conclusion is devoted to a

summary of the stylistic devices discussed in Chapter III.



CONCLUSION

Summary of Stylistic Features

The musical idiom found in Albéniz' Iberia is a fas-
cinating mixture of "Spanish” (for the most part specifi-
cally Andalusian) style traits and others usually associ-

- L FEa o . . . . .
ated with french impressionism, in a context based on nine-
teenth-century functional harmony.

In the realm of rhythm and meter, one finds charac-
teristics of varicus forms of Spanish dance used as the

ba

O]

is for each pisce. This results in the manifestaticn

of & particular kind of rhythmic grouping and motion through-
out entire works or throughout contrasting sections within

a2 work, Those pieces that may be sald tc rely on cne basic

kind of rhythmic motion throughout include Evocacidn,

£l Polo, Lavapiés, and Eritafa. El Puerto, Corpus Christi en

Sevilla, and El Albaicin are based on sharply contrasting sec-

tions, each with its own characteristic kind of motion. Ron-

defia, Almerfa, Mé&laqa, and Jerez may be considered to occupy
a middle Qround between these two extremes.

Simple triple and compound duple meters prevail; this
is 3lso a characteristic of Spanish music. No "asymmetriceal®
meters (i.e., neither simple nor compound) are found. A few

extra beats result in & slight irregularity oV meter in Jerez

359
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2 3
4 4’ 4

Jerez, but only as a dotted line within the bar in Eritafa.

and Erjitafa; this is notated as measures of and in

In Corpus Christi en Sevilla and Alrerfa, double-length meas-

ures are superimposed in a simple one-to-two relationship
over a previously established metric pattern to imply less
fregquent metric accentuation in a lyrical theme.

Amnother dance characteristic that is reflected in Iberis
is reagularity of phrase lengths. El Polo and Lavapiés are

— — et Arr——————

especially rigid in this respect, while Triana, Jerez, and

Eritafz are noticeably less so.
Hemiola relaticnships notated as metric juxtapositions

3 6 3 . -
(4 VErsus g oOr 8) occur successively (Rondefiz, Almerfa, and

Jerez) and simultaneously (Rondefia anc Almeria). The hemiola
gevice occurs freguently in other works without amy change in
metric notaticn as a means of temporarily obscuring & clearly
metrical organization,

Keys (both major and miner) chosen by Albéniz show a
strong preference for those with many flats in the signature.
tven where this is not the case at the beginning of a piece,
keys wiﬁh many flats are resched in the course of the work,
often through seguences descending by fifths or by third-

> of this "flat-

0

Ie

¢
relaticnships., Another, more important, caus
tening" is modal inflection, always tending toward the modes
that are characterized by lowereo pitches--Mixolycian, Aeolisn,

and Phrygian, The "flattening' model inflections reach an

extreme in Almoria, where the impression of a lcocwered tonic



361

pitch (as distinct from the leading tone) is created.

The Phrygian mode is the one most commonly found in
Iberia, It is frequently given a major final triad, which
may sound embipuously like the dominant of a minor key to
some listeners, In El Albaicin a nine-note scale is used
in the bulerfas secticns that can best be described as the
Phrygian mode with both major and minor thirds and both
subtonic and leading tone.

Whole~tone pitch sets are used in Iberia primarily as
a harmonic device, althcugh melodic motives that occur in

such contexts may undergo intervallic distortion in the

process,. Purely coloristic uses of the whole-tone scale

(without a harmonic function) are fou in Almerfe and
: [ L g
in Lavapies.

Pentatonic scales cccur very little in Jberia, and
when they do they seem to have arisen from pianistic con-
siderations (i.e., limiting the pitch choice to tne five
black keys cf the piano).

Melodic motion in Iberia tends to be extremely con-

junct. In fact, one important melodic type found in the

pieces consiasts of the obsessive repetition ("iterence')

=
&

t on that is then resolved in

e

tens

o
@

cf orfe pitch to cre
an nrnanental turn and cadonco.  Another melodic tvpe 1s
that which is besed on & framecwonrk of the descending minoer
tetrachord (2 g £ g) with elaborating pitches. Melodic

ronue seldom exceeds a tenth, and is often much more roe-
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stricted. The octave register of melodies varies widely,
as might be expected in pianc music, but initial, "singing"
melodic statements are often in the register of about a to
ctt.

Many of the melodies in Iberia are primarily pro-
jections of the rhythmic motives of a given dance type,
shaped into the square phrases mentioned above. Melodic
climax»notes, when clearly in evidence, are usually locat-
ed slightly past the midpoint of the melody. Copla typi-

cally consist of a short basic phrase in alternation with

similar phrases in a pattern such as a b a c a or

Y

bab'g

(as in Evocacidn, Almerfa, and Corpus Christi en Sevilla),

In these melcdiss climax eppears in t ourth phrase (the

The cente Jjondo melodies in El Albaicin and Jerez have

ong phrase that is much longer than the others, rising high-
er in pitch, and with a cezesura (gquiebro or la Egia) in the

middle., These are characteristics of the genuine Andalusian

cante jondo flany of the cople and cante jondo phrases can
= J . Y i f R R . ASES

be imagined as settings of the octosyllabic verse forms that
are lypical of Spanish folk poetry.

‘The use of mocdes, modal inflecticns, conjunct motion,
restricted rance, melodic iterance (with ernementation as @
resolution of tension)}, and the cbscuring of clearly metrical

organization are zll characteristics of genuine Andalusian

folk music, enumerated by falla as "oriental" features, and
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these features are clearly evident in Albéniz' Iberia.

The only device (more harmonic than melodic) that seems
attributaeble to French impressionism is his use of the

whole-tone scale,

Albéniz' harmony is rooted in "common practice," witﬁ
modal coloring frequently in evidence. Functional ninth
chords are fairly commocn, but large:r tertian sonorities
are not, French and German augmented-sixth chords are
found frequently, ocften in unusual inversions, and some-
times preceding chords other than the dominant., The fr.6
is often the harmonic basis for whole-tone passages in
Iberia., Albéniz seems to have been fond of the clashing
combination of the fr.6 and Gr.6 chords, creating the five-
note chord termed "Iberien-sixth" in this dissertation. A
sixth note is frequently added to this chord as a kind of
"ninth" above the bass.

Phrygian modal inflections are frequently manifested
as Neapolitan-sixth chords in Jberia. These often occur
over a tonic or dominant pedal tcne. Root~positidn Nea-
politan is sometimes Jjuxtapossd with dominant harmogy, with
the voices moving in parallel motiocn. This tritcne root-
moverfient lcads to further harmonic Jjuxtapositions such as
#Iv(major) to V and biii(minor) to I (in a major key).

Thejdescending mincr tetrachord, found as a melodic
framework, is glsoc « commonly encountered bass linez; the

basic strength and simplicity of the descending mincor tetra-
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chord bass line allows the composer to create colorful
harmonic scnorities above it without a loss of functional
sense. The "goal" of the four-note pattern-may be the
dominant in minor tonality or the final in Phrygian mo-
dality (often with a major third in the final chord, which
sounds ambiguously like a dominant). Harmonic motion thus
seems to be towsard the dominant a great deal of the time.
The latter phenomsnon is also manifested in extended pro-
gressicns that move '"backwards" through part of the circle
of fifths (i.e., rocots ascending rather than descending a
Fifth).

Daminznt and tunic pedal tones, often extended for long
periods of time, constitute another device Lhat permits the
exploration of audecious harmonic coloring without sacri-
ficing 2 clear sense of harmonic function.

Modal harmony, characterized by the use of the subtonic
pitch rather than the leading tone, occurs frequently in
various guises such as subtonic triads and seventh chords
(major anmd minor), the minor dominant seventh chord, and
ﬂhe half-diminished dominant gseventh chord. At times the
tonic is appruached from both subtonic and leading tone
sinultanecusly, creeting a cleshing sonerity similar to that
in the "Iberisn-sixth.” This type of harmeonic thinking is
alsc fouﬁd 3 @ clash between a Phrygian sixth (as in the
minor ivG) and on augwented sixth expanding to the oclave

of tho dominant, This conflict cen a2lso be found combined
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with the "Iberian-sixth" conflict, resulting in a very rich
but still clearly directional sonority.

Added-tone sonorities, i.e., enrichmentAadded to a
basically functional tertian "core," are extremely common
in Iberia. Most frequently, semitone dissocnance is invelved
through the addition of tones. Among four-note sonorities
the result is often the all-interval chord pmnsdt; examples
are the major triad with added tritone from the root, the
minor triad with additionzl raised root (as in a Phrygien
cadential bvii6 conflicting with the leading-tone triad

viios)

s and the conflict between a dominant-seventh chord
and a minor dominant-seventh chord (with omitted fifth).
Larger sonoritiez often contain the pmnsdt tetred as an
important component; the “"Iberian-sixth® chbrd is the
prime example of this.

A few of the added-tone sonorities result in over-
lapping triads, creating a "bichord” effect. These seem
always Lo suggest like triads (major or minor) a semitone
apart, usually in a black key-white key pianistic deploy-
ment.

Some soncrities (often gmnsdt) ccocur in Iberia which,
throﬂgh their voicinmg, isolelion, parallel motiocn, etc.,
have thcir secundal and guartal structursl aspects empha-
sized, é&sn though they can often be viewsd as tertian
chords with added tones. Those passagss are generally

connectcd to their surrcoundings by such modal and func-
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tional means as an expanding Phrygian- or augmented-
sixth chord.

Aside from the fr.6 with embellishing tbnes from the
whole~tore scale, whole-tone harmony per se is not found
frequently in Iberia. One such passage, with "floating"
augmented-triad harmonies from the whole-tone scale in
which the melody is momertarily distorted, occurs in Almeria,
but this is atypical. Some whole-tone secundal scnorities,

such as the msz, m352t, and m253t, are found as harmonic

color and rhythmic punctuation, but Albéniz seems generally
to have preferred more dissonani sonorities (including at
least onz minour second) for these purposes.

Parzllel motion is found not only as emphasis of se-

~t

cundal or guartzl structure, but also as planing of tertiun
triads and seventh chords. This ovccurs in root position and
in variocus inversicns of the sonorities. The planing tends
te be diatoriic and modal, and it serves to link two points
that are more clearly functional than this intervening ma-
terial.

Counterpeint in the strict sense is not a part of the

Iberia style except for a few instances of contrapuntal

combination of themas., Polyrhonic pianistic textures do

cccury, however, which sre fairly linear in concapt.
In'émme passages where wlaning and added-tene sonori-

ties are used inconsistently, the chief determining faclor

of the precise sonoritics chosen ssems to be the physical
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aspect of pianq technique. In view of Albéniz' stature
as a pianist, this is not surprising.

Direct evidence of the transfer of guitar idioms to
keyboard writing is alsa found in Jberia, This is mani-
fested in secundal and guartal sonorities and in certain
textural devices, such as pedal points (particularly in-
ternal pedal points) and some "strumming" gnd "olucking"
broken-chord textures.

Other sound idioms are simulated through the piano
in Iberia. These include a military band with its drums;
castanetes and tambourines; the tapping, clapping, slapping,
snapping, stamping, and shcuting associated with the Spanish
dance znd its audience; and possibly the "masal' sound of
Moorish reed instruments,

¥ K ¥

In view of the stylistic devices found in Iberia and

Albéniz!' manner of ucing them, the suthor must cornclude that

impres-

e._l
O]
T

the label "French impressionist" (or even "Spani
signist") is a false generalization. The rhythmic and mel-
odic organizaetion and harmonic usage in Iberia are much mors
conservative than those of Dobussy, although Albéniz' use of
sharﬁ gdisscnance as coloring is probably more concoentrated
than that of the French master. Iiost of the "impressionisti

treits of parallel metion, =zecurdal, quart

and added-ftone sonerities snd bichords~-~have their origine i

Aindalusien folk music; Alténicz simoly senms to have become

C“

al,

n
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more aware of their useful pcssibilities during his years
in Paris, The glaring exception to the Andalusian origins
is his use of the whole-tone scale. Yet even that is tied
strongly to functional tonality except in rare instances,
and a careful examiration of the whole of Iberia shows a
marked decline in purely whole-tone passages in Books III
and IV, after their "French" aspect had undoubtedly been
pointed out to the composer. Indeed, the whoie-tone cari-
cature of a theme in Lavapids (Book II1) seems almost to
be a "gmod-riddance,™ departing gesture toward the device.
The conclusion that Albéniz was a romantic nationalist
rather thamn an impressionist is not particularly astounding.
However, the "modern'" treits of style that Albéniz used to
express that nationalism (in comparison to other Furopean
national ists such as Dvotrdk and Crieg) have necessitated
that this distinction be made on the basis of the kind of
thorough analytical study that was carried ocut during the

course of this dissertatium project.



Summary of Structural Procedures

Eight of the twelve works in Iberiz exhibit, in vary-
ing degrees, a free adaptation of the sonata structural prin-

ciple. These are Evocacidn, Almeria, Trianma, El1 Polo, Lavepifs,

Mélaga, Jerez, and Eritafe. The formal features that prompt

this conclusion ares:s the exposition of a first theme or first
theme group, followed by a transition to a second theme in 2a
related key (usually, but not always, the domirant cr the rel-
ative major); a development section that reaches a climax and
makes a retransition to the original key; and 2 return of the
first theme or part of the first theme group, fFollowed by an
altered (usually truncated) transition to a clear restatement
of the sccond theme in the tonic key. The freasdoms of adapta-
tion>of the soneta principle include: the lack of a repested
exposition (not surprisinmg in the late nineteenth and early
twentieth centuries); the sequential nature of the develop-
mental sections, often giving the impression of mere continu-
ation of the second theme and developing that theme only; the
return to first theme materials almost invariably &t the domi-
nant rather than at the tounicj and the highly trunceted nature
of the returns toc Firset theme materials. If this pattern were
‘
to appear in only cne or two of the pieces in Iberia, the com-

parison to sonata procedure would perhaps be unjustified, but

T

<.
M

its recurrence io eight of the twelve works may ccrtainly

interpreted as a manifestation of the basic principles of the
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scrnata. Gne may bzar in mind, too, the milieu of tha
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Cantorum in which Albéniz was working at the time that

Gf the sonesta-like forms in Ibe

(")

ria, only £1 Polc has a
simple introduction; the others begin with the first theme or
a motif from the first theme group. Each of the eight has a
short coda.

The structural outline in the sonata-like forms is soma-
times clarified by a series of extended pedal points, as in
Evecacidn. A. characteristic of the transitional passages is
that one seems to be led in one direction tonally, only to
drop suddenly into the real goal of the transition through a
third-relationship harmonic change or a deceptive cadence.
Since the return of first theme materials (following devel-
opment) is usually at the dominant rather than the tocnic,
the main harmony of retransitional passages is second-classi-
fication rather than first. This retransitional narmony is
most often ths French augmented-sixth chord occurring in a
context that is either completely whole-tone (six contiguous
whole tones) or partially whole-tone (five contiguous whole

tcnes) in intervallic content. The former may be seen most

"l -~ - - v .

Alcéniz alsc wrote fi sonatas for pianmo. William §.
Newman states: "The forms in Iberia are tighter, better
planned, and mocre pointed toward their climaxes and roiturns”

than those of the sonatas. Newman, Ths Sonatz Sincs pesthovan,
. 654, From his experience with those sonatas trhat are svall-
able and with the works in Iberia, the author of {his disser-
tation must heartily agree.

G

w
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clearly in Evocacidn, the latter in El Polo, Lavapiés, and

malaga.

Of the eight pieces named, Almeria and Jerez are the
freest in structure. Jerez is characterized by a certain
amount of tonal ambiguity due to its use‘of the Phrygian
mode with frequently major final. This is also true, to a

lesser degree, of Mdlaga. Triana and Eritafa both have a

reordering of events in their restatements, which may be
attributed to their motivic (rather than melodic) themes.
The remaining four works in Iberia are based on other
formal principles.
The form of E1 Puerto is based on the conflicting

rhythms of three kinds of dances, reflecting the hubbub of

a port scene, The work may be considered a large ternary
design with coda. The three themes are all presented cver

whiat is essentially a tonic pedal point 82 measures in length.
The presentation of these themes includes, however, the gradu-
al inflection of mode from the major through the Mixolydian
and Aeclian to the Phrygian (with major final), which, with
its dominant ambiguity, finally forces a sequence of descend-
ing fifths (the developmental middle section). The retran-
sitidn is a purely whole-tone expansion of the French-sixth,
moving to a thematic return at the dominant, The second A

section and the coda are once epain rooted strongly in the

c
[

tonic. The use of & gradual procuss of model inflection and

its resulting tonal instability in the first sectiocn is one
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of Albéniz' most originmal structural innovations.

The form of Corpus Christi en Sevilla may be said to te

based on the "program" of the Corpus Christi celebration in
Seville. The marching of a parade seems to draw nearer with
crescendo; this is then juxtaposed with a saeta, the march
continuing as an accompaniment; a Fahtasia on the saeta theme
follows, as if the singer of the saeta were left alone with
her thoughts; the march theme is then heard once more in the
distance; it arows nearer (louder) and is again juxtaposed
with the saeta; the march is developed in a polyphonic tex-
fure and thern in a Vivo transformation, reaches a frenzy of
excitement, and is followed by a quigt code., Thus a kind

I3

of arch form with overlagpin cticns is used in Corpus

is]
0
(6]

Christi in ordor te evoke 2 sense of varying distances and
of the religious individual in relation to the festive crowd:
A, the march alone; A mixed with B8, the saeta; 8 alone, modu-

L0 hrough varicus keys: mere suggested, use re-
lating through varice keys; (ﬁ merely suggested, used as
transition); A mixed with 8 (in a truncated restatement at
the subdominant)s A alone (returning in the Nezpolitan key,
developed, and arriving at the Vive on the dominant). In
addition, a simple introduction features the "rataplan® of

im& in tne distance, and the coda features such images as
drun ’ G
church bells and chimes in the distance.

t. PO N N N 3 6 i ~ 1% 3
Conmtreste betwssn the 4 ~ g metric slternaticn of the

rondafia and a lyrical copla sugaest the form of Rondefa,

The melodic theme of the rondefa is absent in Lhe simple
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introduction and then merely suggested in a first tonic-key
statement, [t is then clarified somewhat in a second short
tonic statemznt before being completely obscured in a passage
based on a padal point (dominant of the supertonic); thus far
in the work the main feature is rhythﬁic drive., The tune fi=-
nally emerges clearly in the subdominant, only to be sequenced
immediately through the dominant and submediant to the leading-
tone minor, from whence there is a typically sﬁdden third-

relationship change to the dominant, the key of the copla.

Following the copla, which is also seqguential in design, the
rondefis introduction returns in the key of the (respelled)
leading-tonc mejor. This is followed by a development of the
rondefa themg, which resaches a climactic, retransitional whole-
tone passege before returning to a combinalien of the rondefia

and the copla themes, on the dominant of the home key. A

coda featuring the rondefa introcduction and the copla (both
in combination and aleone), as well as a hint of the rondefia
melody, brings the work to a close. The ocutstanding procedures

in this form are the handling of purely rhythmic interest ver-

sus melodic clarity and the contrapuntal combination of themes.

—-‘

[q]

he verious returns of the rondefa introducticn give some
- ¢ — e v
feelino of rondo (Randeffig--rondinoa?).
Trhe form of 1 Albsicin is bassd un the stark contrast

between the gruff, mecking bulerics and the heartfelt cante

Jondo, evoking the nypsy world of the Albaicin in Graenada.

Tha seemingly strange opanding of the vork, which never returne,
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is a direct imitation of the events of the bulerias., The
two elements of the werk are alternated in an A B A' B' A'!

pattern before the B theme (the cante jondo) is expanded and

developed in a much lusher texture than its original form en-
tailed. After this section reaches a climax, the original
alternation starts again: A is presented very much like the
original A, but B is merely suggested before being expanced
once more intc the lush texture of the secend section of the
piece. The work concludes in the spirit of the bulerfai, but
with elements of both themes. Overriding the alternetion of
secticns in El Albaicin is a process that might be described
as one arc of tonal tension within another. This results from
the use of the Phrygian mode with major final and its attencznt
dominant ambiguity--the same concept as that in El Puerto,
Malaga, and Jerez, but handled in a unique way. The form of
€l Albsicfn io difficult to describe, but it is possibly the
most musicelly successful in Iberia.
* * ¥

While Iberis contains many inventive, gratifying elements
that reflect Albéniz' persanal style, and is a demanding seot
of piecos challenging both virtuosity and musicianship, the
study of formal procedures suggests, in agreecment with the
study of etylistic devices, that the musical language is in-
deed roGied in the basic elements of romanticism rather than

in those of impressionism,



Albéniz' "Chanaoe of Style"

A resolution to the issue of Albéniz' late "change of
style' is hindered by the scarcity of pianoc works written
during the composer's "sscond period.“2 As a result, if
one compares such pieces as thosu contained in Cantos de
Espafa, Op., 232, to the works in Iberia, this development
of a new manner on the part of the composer appears to be
more sudden than is actually the case., A great deal of
music was composed during the years between the Cantcs da
Espafia (and others like it) and Iberia. Most of this music
of the "second period" is not well known; this is as true
of the only two piano works written during that period (L&

Vega and Yvonne en visite!) as it is of the operas and songs

iThe follocwing works of Albéniz have been examined with
the objective of noting stylistic features and structural
procedupes in compariscn with those summarized in the two
previous sections cf this Corclusion:

first period: fazurka in D minor
“Torre Bermeja,'" serenata (Op. 92, No. 12)
"Zambra" (Op. 92, No. 7)
"Mallorca," barcarcla (Op. 202)
"*Darizas es0aRGIas 5ix)
- Recyerdos de Viaje (oﬁven pieces, Op. 71)
fEsonfia (2ix "feuilles d'Album," Op. 165)
¢ CbJLe E"ranolq No. 1 (eighf pieces, Op. 47)
Cantcs Fsmaﬁa (five pieces, Op. 232)
“LOFtZ in L wminor

G[ry

[
ic

2A}b§niz' three periods of compesition and a definition
of the iszue discussed hore are outlirmcd on pp. H6-57. See
also pp. 2, 4, and 14.
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second periocd: Yvonne gn visitel (two connected pieces)
La Vega

third period: Navarra
Azule jos

Among these works one finds some with no marked "Spanish"

character at all; this is true of "En el Mar" and "En la Playa"
(both from Recuerdos de Viaje) and, to a lesser extent, of the
Mazurka in D minor. At the same time, however, one finds such

works as "Rumores de la Caleta," malaguefias (also from Recuerdos

de Viaje) and "Zambra" (from the twelve Piezas caracteristicas,

Op. 92), both quite "Spanish' in style. 0One must conclude that
Albéniz was quite capable of writing in this manner from an
early date, even though he produced at the same time many piec-
es in a rather '"characterless" salon style. Except for Yvonne
en visite!, the rest of the works named above are in the
"Spanish" style, although in varying degrees.

Some specific points of the Iberia style found in embry-
onic form in the "first period" works are: the use of rhythms
of the Spanish dance; use of the Phrygian mode for entire works
(with major final); coloristic Phrygian inflections in non-
modal contexts; conjunct melodic motion within a restricted
range; some melodies based on melodic iterance; characteristi-
cally "Spanish" ornamentation; the descending minor tetrachord,
both as a melodic framework and as a bass line; extended pedal
tones; occasional mild, coloristic added~tone sonorities; some
parallel movement of chords; and some guitar-style textures.

Other features of the lIberia style are not present, however;
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among these are the mastery of hemiola to create rhythmic
interest, changing and superimposed meters, the use of whole-
tone scales, and the complexity of texture and piano technique.
However, the most outstanding difference between the stylistic
traits of the early works and those in Iberia is in the realm
of harmunic vocabulary., While one does find in the early piec-
es some modal harmony and some sharp-dissconance colorirng, there
is nothing like the cocncentraticon of added-tone sonorities, of
functional cherds with inner conflicts (such as the "Iberian-
sixth'"), the subtonic harmenies, harmonic juxtapositions, and
secundal and guartal sonorities that are so evident in lberia,
The latter stylistic features are more then just surfzce phe-
nomenz of the Iberia scund; the variety and intensity of the
later harmenic language enable the composer to sustain inter-
est for much longer periods than in the earlier works,. The
additional accentuation and rhythmic drive gained through the
intensity of this later language also help make possible the
greater scope of the ]lberis pieces.

Aside from details of the surface style, the earlier
WOTKsS of Nbéniz (many of which are quite charming, inci-
dentally) differ from those in lberias in structural procedure.
In the earlier works, almost everything 1is presentation and

1

J

trangition, almest no developmernt,

or

repetition: there ieg lit
nong of 'the building of suspense or the raieing of musical
issues needing resclution that require substential pericds

of time in which tu resolve. As a result, most of the early
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works are simple part forms; retramsitions sound almost
as rudimentary as the modulations of a mediocre church
organist. Form does nct appear to be thought of in the
early works as a process of growth, as it ié in the best
of the works in Iberia, but simply as a mold for unpre-
tentious improvisations, with little concern for the laong
line., The imaginative, gradual pro-esses in certain of
the Iberia pieces, such as the modal inflecticns in E1
Pugrto, the emergence of melodic clarity in Rondefia, or

the slow shifting of dominant gquality in the majof final

of the Phrygian mode in El Albaicin, M&laga, and Jerez,
are simply nct to be found in the sarlier works,., Where
Albéniz learned of these technigue:s is open to conjecture.

The 2uthor would

tr’
[
[ie}
ud
[

2st, however, that although thzy are
geemed failures by the critics, Albéniz' efforts to produce
sustained drama in his operas were probably the best com-
position lessons he ever had.

In closing, mention should be mace of four piano works
from the second and third periods of Albéniz, two preceding
and two followirng Ilheria.

La Vega. This work, compoused 2bout 18399, is every bit

[

s long and complex as those in Iberia. The key is A-flat
mincr. There are some fime aimospheric effects in the woThk,
revealiné many of tihe stylistic features of Iberia, bu the
over-all impression cof the form is that it rambles excussively,

La Vegn doces not seem to be performed often, and there is no
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recording available.

Yvonne en visite!., This work consists of two connected

pieces and was written for the Album pour Enfants produced

by a group of musicians at the Schola Cantorum.3 The score

of Yvonne en visite! contains numerous sentences and phrases

in French outlining its programs a little girl is made to
perform her latest piano pieces for guests, makes mistakes,
and is condemned by her mother to the practice of Hanon exer-
cises. Occasicnrnal "Spanish" colorings are found in the work
in the fcrm of Phrygian cadences, but the over-all impres-
sion is one of french style--not so much that of impressionism
as of a Satic-liks Gallic wit and restraint,

Navarra, OUOnce intended for inclusion in Iberia, Navarra

was left incomplete at Albéniz' desth and finished by Dfodat

A3

de Severac. It is very much in the lberia vein except that
its style is more popular, end it is based on a jota in the
northern style rather thar on Andalusian elements. In the
author's opinion this work suffers from a lack of dynamic
contrast, but it is performed fairly freguently,

This work was only sketched by Albéniz, and

the version as completed by Granados (criticized by Collet

¢ . . > o
as contrary to the style of the beginning) prevents a valid

o

. L . .4
comparison with other works by Albéniz, In general, howsver,

Collet, Alkéniz et Granados, n. 150.

“1bid., po. 158-160.
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the style of Azulejos is very similar to that of the works

in ]beria. Azulejos does rot seem to be played often, and

no recording is available,
* ¥ *

The piano works of Albéniz immediately preceding and
following Iberia indicate that the style of the pieces in
that collection was not unique in the composer's work, A
future study devoted to the songs and operas of the 1890's
might prove to be of interest in-the resclution of the is-

sue of Albéniz' late "change of style."



Theoretical Analysis and Musical Performance

The works in JIberia present various difficulties for
the performer. Some are the physical problems of strength,
endurance, velocity, and using unusual hand positions (such
as one above the other, with the fingers interlaced). Others
are preblems of musicianship, such as pedalling, playing cross-
rhythms, differentiating articulations between the hands and
within one hand, and balancing the dynamic levels of various
elements of the texture. The soiution of the latter group of
difficulties depends upon the clarity of the performer's con-
cept of his aural objective, i.e., the musical image in his
mind. Theoretical analysis is a great aid in clarifying this
adral image.

An awareness of the linear aspecl of Albéniz' harmony
makes some passages easiser to understand, easier to read,
and easier to memorize--gspecially those with strange vaer-
tical spellings. (Scmetimes the spellings are purely for
convanience, but in other cases they cculd pesrhaps be im-
proved for clearer harmeonic sense and easier reading.)
Linear harmonic thinking is still very much a part orf the
musical langueane of Albéniz, the importance of vertical so-
nori{y notwithstanding., This is certainly true of Wagner
before him, as it wes alsc of Debussy after him.. In his
conversstions with E£rnest Guiraud, Deshussy remarked:

Consider the scale which is doubly chrowmatic. Isn't
this one of our toocls? Counterpoint is not given to

381
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Concerning Albéniz' harmcny, Ernest Newman has stated:

« « o« the difficulties of his music &ll come from
the nature of his thinking. His music is not self-
conscicusly scphisticatecd, as that cf so many of

theg modern frenchmen tends to be; his mind was one
of extraordinary subtlety, and his ideas so far re-
movecd from the customary ruts, ha had to find a cor-
resgondingly personal mods of expression. « « « NO
matter now unusual a passage may sound at first, it
is always found tc talk simple sense when we have
become accustomed to it. . . . AiDéniz had tne real
locgical faculty in music. He thinks continually and
coherently right through his seemingly complicated
harmonies, and he has a technigue that enables him
to say lucidly anything, however remote fram the
ordinary track, that he may want to say. &

As an example of "simple sense" in "seemingly compli-
cated harmonies,'"one may consider such passages as the
bulerias sections of El Albaicin, with their secundal and
quartal sonorities whose resolutions are based on a simple
Pnrygian sixth expanding to an actave. Realizing this, the
performer can emphasize or underplay at will the directional
tones in the chords. The same thing 1s true in the whole-
tone passages that contain a fFrench-sixth chord with even-
tual resolution to the dominant, and of chords with conflict-
ing directional tones, such as the "Iberian-sixth'" or ﬁhe
subtonic/leading-tone combination.

While not exactly theorctical, analysis which helps to

SLockspeiser, Debussy, Vol. I, p. 208.

Squoted in Van Vechten, "Isaac Albéniz," pp. 251-252.
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reveal the source cf a sound that is being simulated by

the pianc in Iberia also helps to clarify the player's

£

aural image. The best answer toc the question, "How stac-
cato (legato, loud, soft)?" is sometimes the answer to the
question, "Why staccato (legato, loud, soft)?".

Analysis can be very hezlpful in the area of rhythm.
Particularly in music based on the dance, a study of rhyth-
mic motives and their characteristics of grouping, thrust,
and stability will prove invaluable in helping the player
actually feel the motion of the dance upon which a work
is based.

On a still larger scale, the analysis of form con-
tributés to the performer's clear aural image of a given
-work. This 1is most helpful if the concept of form is not
simply a divisive picture of the work in its various sec-
tions, but rather an understanding of the tonal, thematic,
rhythmic, and dynamic forces within a work as tney inter-
‘act in creating its structure. for example, @ performer
should ask himself in his practice sessions how he feels
about the stability of D-flat major as a tonal center at
each step of the way during the process of modal inflec-
tion that occurs in £1 Puerto; however, this process must
not be isolated from the Jjostling of three different themes,
with their contrasting rhythmic and dynamic characteristics,

The momentum of the following sequential develcpment section



in £l Puerto can be better controlled if iis origin and
over-all direction have been discovered through analysis,
as can the timing of climax, retransition, and thematic
return.
* % ¥

The foregoing suggestions represent only a few ex-
amples of the application of theoretical analysis to the
problems of'performance. In the author's enthusiasm for
playing and studying the works in Albéniz' Iberia, this
approach nas Ceen a rewarding experience that he feels is

worthwhile for others to share.



APPENDIX

LIST OF WORKS

Oiano Works

Solo Piano

The Foilowing alphabetical, cross-referenced listing
of Alb&niz' works for solo pianc makes no claim to complete-
ness. Albéniz himself could not list all his early pianoc
pieces; in fact, he had to check with his publisher to see
if he had used the title Jerez before naming the eleventh
piece in Iberia.1 Most estimates of the number of published
piano works by Albéniz are in the neighborhood of about 250,
but Marliave says that there were 500, Van Vechten betwsen
500 and 600, and Villar 900.2 Many titles are duplicated,
and the same work sgmetimes appears under either the same or
a different title in different collecticns. Opus numbers are
not trustworthy guides to chronology. In this list of approx-
imately 140 pieces, keys and publishers are given, whan known,

with the main entry pertaining to the work.

1Collet, Albéniz et Granados, p. 89,

2Marliave, “Isaac Albéniz," p. 121.
Van Vechten, "Isaac Albéniz," pp. 241-242.

Villar, "Isaac Albéniz,' p. 75.
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Abbreviations:

Work

£l Albaicin
see [BERIA
*pAlbgradal
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The Boston Music Co. (G. Schirmer)
Edition Mutuelle, Paris

6. Schirmer, New York

Internaticnal Music Co., New York
Joseph Williams, London

Edwin F. Kalmus, New York

Unidn Musical Espafola, Madrid

see Recuerdos de Viaje

The Alhambra
see La Vega

"En 1a Alhambral

Almarfa
csee IBERIA

“amalia, ™ mazurka de seldn, Op. 95 £

"Andslusia," bolero

-andaluces

see "Caprichos andaluces™

~andaluza

see "Serenata andaluza"

*Angustia, ' romanza

~-irabe

see "Serenata Srabe!

*Aragdn," fantasia

Key Publisher
b UME; Boston
Bosten
E mi, UMEs Boston

spe Suite espadocla, Op. 47

= " Jata aragonesa”

"Aarbola=Rian"

n "7ortzico” in £ mi.

MAasturiagh

sse Espoone (Souvenirs)

"Asturias," leyenda

sne Suite sgpafiola,

= Préjude, Canlnog

= "Leyendea"
"Auroral

see Mazurkasz, Op.

Op. 47



Work Key

" fautamne"

see Les Saisons

" Yautomne, vals, Op. 170

Azule jos
1. Prelude A mi,
completed by Granados

"Bajo la Palmera" ("Sous le Palmier")
see Cantos de Espana
resembles "Cuba®
-barcarola
see "£n el Mar," barcarola
“En la Playa,' barcarola
"L eyenda," barcarola
*Mallorca," barcarola

"Barcarola catalana,” 0Op. 23 D

"Sarcarolle (Ciel sans nuages)"

ser Piezas caracteristicas
“Berceuse"”

see Réves
-bolero

see "Andalusia," bolero

“pyerta de Tierra,'" bolero

"Brittania valse"
*Champagnae," vals de saldn (q.v.)
"Cotillon valse®

"gurgos"

"cidiz," saeta
see Suite espanola, Op. 47
= "Serenata espanola,” Op. 181

WC&diz~gaditana" A
"Cancidn" A

Cantos de E£spafa, 0Op, 232

7. Prélude (=%Leyenda") G mi.
2. "Orientale" D mi.

3, "Bajo la Palmera" (resembles E
4, "CSrdoba" "Cuba') D mi.
5. "Sequidillas" (z=MCastilla") F#
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Pubiisher

UME; Boston

EMm; UME; Boston
Max Eschig,
Paris

UMEL s Boston

J.W.: Boston
Boston

umes; Int.s
Boston



Work Key
~-capricho
see "Cuba," capricho créole
¥Pavana-capricho"

#Sevilla," capricho

"Stacatto,"/sic/ capricho

%Zaragoza," capricho
“Capricho catalan’

see Espafia, Op. 165

"Caprichos andaluces"
1.
2.

"Caprichos-estudios"
1.
2,

"Casilda"

see Mazurkas, 0Op. 66
MCastilla," seguidillas

see Suite espafiola, Op. 47

= "Seguidillas"
-catalan

see "Capricho catalan®
-catalans

see "Barcarolle catalane"
"Catalufa," corranda

see Suite espafola, Op. 47

= "Curranda”
Chacone

see Suite ancienne, Op. 64

"Champagne," vals de saldn E
= "Brittania valse"
= "Cotillon valse®

YChant d*amour"

ses Reves
Chants d'Espagne

= Cantos de Espafa, Op. 232
YChrista®

see Mazurkas, 0Op. 66
"Ciel sans nuages"

see "Barcarolle (Ciel sans nuages)"
"Conchita," polka

see Piezas caracteristicas
"CSrdoba"

see Cantos de Espafa
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Publisher

UME; Boston
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Publicher

g

Work

Corpus Christi en Sevilla

(Féte-Dieu 2 Seville)

see IBERIA
~corranda

see "Catalufa," corranda
"Cotillon valse®

= "Champagne," vals de saldn (qg.v.)

= YBrittania valse"
-crédole

see “Cuba," capricho créole
¥Cuba," capricho créocle

see Suite espafola, Op. 47

resembles "Bajo la Palmera

YCurranda" G mi. Boston
= "Catalufa," corranda

Dances /sic/ espagncles, Op. 164 Schott & Co.,
1. "Jota aragonesa’ F London
2. "Tango® A mi,

-Danse Orientale
see "Zambra granadina® (Danse Orientale)

Danzos zzsooholas UME; Kalmus
1. D
2. Allegretto (="Nochecita") gb
3. Allegretto £b
4, G
S. Ab
6. D
"1l Deseo," estudio de concierto, £ mi. UME; Boston
Op. 40

"En el Mar," barcarole
ser Renuerdos de Viaie
YEn la Alhambra® =~
sea Recuerdos de Viaje
"En la Playa, V" barcsarolea
see Recuerdos de Viaje
Eritafa
see 1BERIA

Espagne (Souvenirs)
1. Prélude D"
2. "Asturias" Fimi.

UME; Boston

-Esparis
see Cantos de Espafa
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Work Key | Publisher
Espana (feuilles d'Album), Op. 165 Int.;

1, Prélude (a la Zaragoza) A Phr. Schott & Co.

2. "Tango" D

3. "Malaguefa” _ B Phr.

4, "Serenata' Gbmi.

5. "Capricho catalan"” £

6. "Zortzico" E

-espagnole(s) _
see Dances /sic/ espagnoles
-espafiola(s
see Danzas espanolas
"PBavana espanola't
YSerenata espafola"
Suite espafola, Op. 47
Suite espancla No. 2
-estudio(s)
see "Caprichos-estudios®
"£1l Deseo,™ estudio de concierto

"£studio Impromptu,”™ Op. 56 B mi, UME; Boston

Estudins, Op. 65 ume
1. Do
2. Sol
3. Re
4, La
5. Mi
6., Si
7. Fa

MOM>»QO00

"L'B‘té”
see Les Saisons
-gtude
see -estudio
Evocacidn
see IBERIA
-fantasia
see "Aragdn," fantasia
F8te-Dieu a Séville
see Lorpus Christi en Sevilla
-feuilles d'Album
see Espafa (feuilles d*'Album), Op. 165
Gavota
see Pie-as caracteristicas
Suiie ancienne, UOp. 54
Suite ancienne No, 3




work

"Granada," serenata
see Suite espanola,
-gramadina
see "Zambra granadina®

Op. 47

YHabanera"

" 'hiver®
sge Les Saisons

IBECRIA
I. 1. Evecacidn

El Puexto

Corous (hrlqtl en Sevilla

I1I1. 4., Rondena
Almeria

Iriana

. EI1 Albalc1n
. l'l pOlO

Levapids
M&laga

Jerez

-Impromptu
see "Estudio Impromptu”
Hisabel!
sze Mazurkas,
Jerez
see JOLRTA
"Jotz aragonesal
see Dsnces /sic/ espagneles, Op.
= "Aragdn,' fantasia
"Joyeuse rencontre®
see Yvonpe en visite!
Lav“ulg
sce lBERIA

*Leyenda®
= "Asturias," leyendas
= Prdlude,

Op. 66

Cantos de Espafia
"Leyendo," barcarola

SEQ

Recuerdes de Viaje
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Key Publisher
O Boston
EMs UME;

A mi, Boston;
pt Kalmus;
F#ml. Int.;
D E.B. Marks
G (Ir II’
F#mi.
Bbmi.
Ebml.
8%mi.

Phr.
o

164

G mi. Bostons; Int.

111)



Work Kez
mélaga
see JBERIA

"Malaguena”
see Espafa, Op. 165

*Malaguefia" A Phr,
= "Rumores de la Caleta," malaguera

“Mallorca," barcarola, Op. 202 FTmi.
"Marcha heroica" (first published work)3
*Marcha nupcial"

*maria"
see Mazurkas, Op. 66
-mazurka
see "Amalia," mazurka de saldn
PRicordatti,” mazurka de saldn

Mazurka
see Piezas caracteristicas

Mazurka D mi.
Mazurka Eb
Mazurka cP
Mazurkas de saldn, Op. 66 b

1. "Isabel®

A
2. "Casilga" F
3. "Aurora' Ab
4, "Sofia" A
5, "Christa" £
6. "maria" G

Minuetto
see Suite ancienne, Op. 54
Suite ancienne No, 3

Tercer "Minuetto® A

"YMinuetto de Sylvia'
see Piezas caracter{sticas

3Istel, "Isaac Albéniz," p. 123.
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Publisher

Baoston

UME 3 Boston

Boston
Boston
Boston

UME s Boston

ume
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Work Key Publisher
"Minuetto del Gallo" C#mi. UME; Baston
= mvt, II, Sonata No. 5
Navarra Ab EMs UME;
completed by Bostaong
Déodat de Séverac Int.; Eschig
"Nochecita" Bb Boston
= Danza espafola No, 2
"Orientale"
see Cantos de Espafia
Pavana
see Piezas caracteristicas
"Ppavana espafola® Boston
"Pavana muy fdcil, para manos pequefas," UME; Boston
Op. B3
"Pavana-capricho," Op. 12 E mi. UME; Baston
Piezas caracteristicas, Op. 92 UME; Boston
1. Gavata G
2. "Minuetto de Sylvia’ Ab
3. "Barcarolle (Ciel sans nuagas)"[b
4, "pPridre" (z="Plecaria') £
5. "Conchita," polka F
6. "Pilar," vals A
7. "Zambra" G mi.
8. Pavana F,omi,
9. Polonesa gb
10. Mazurka _ G mi,
11. "Stacatto,"/sic/ capricho A
12. "Torre Berme ja," serenata E

WPilar," vals
see Piezas caracterfsticas
"Plegaria®
see "Priére"
-polka
see "Conchita," polka
El Polo
see JBERIA
RPolonesa
see Piezas caracteristicas
Prélude
see Azule jos
Cantos de Espafia
Espagne (Souvenirs)




Work

Prélude (a la Zaragoza)
see Espana, (Op. 165
"Priére” _
see Piezas caracteristicas
"Le Printemps’
see Les Saisons
"Pyegrta de Tierra," bolero
see Recuerdos de Viaje
£l Puerto
see IBERIA

"Recuerdo!

Recuerdos de Viaje, Op. 71
1. "En el Mar," barcarola
2. '"Leyenda," barcarola
3. "Alborado"
4., "En la Alhambra"
5. "Puerta de Tierra," boleroc
6. "Rumores de la Caleta,"
mal aguefia
7. YEn la Playa," barcarola

"La Révérence!"
see Yvonne en visite!

Reves, 0Op. 101
1. "Berceuse"
2. Scherzingo
3. "Chant d'amour"

"Ricordatti," mazurka de saldn,

Op. 96
~-romanza
see "Angustia," romanza
Rondeda

see IBERIA

"Rumores de la Caleta,' malaguefia

see Recuerdos de Viaje
= "Malaguena

-saaeta
see "Cadiz," saeta

Les Saisons
1. "Le Printemps"
2. "Lteta"
3. "L'automne®
4, "L'hiver®

oo

>P0O0>»>M>p
3
[
L]

D mi,

3

O>»O>
3
[
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Publisher

Boston

UME 3

Int,

G.Sch.;

Leduc,

Boston

UME ;

Boston;
G.Sch.,;

Leduc,

P.

Girod,

Boston;

Paris;

Boston

Paris;

Paris
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Work Key Publisher

Sarabande

see Suite ancienne, Op. 64
Scherzingo

see R8ves

Scherzo D UML; Boston
only published movement
from Sonata No. 1, Op. 28

"Sequidillas™

see Cantos de Espafis

= "Castillae," seguidilles
-serenata -

see "Granada," serenata

Torre Berme ja," serenata

"Serenata"

see L[spafia, Up. 1€5

Wgerenata andaluza® E Bostan
hgerenate drabe' A mi, UME ; Boston

"Serenatg espefiola,! Op. 181 D UME; HBostong
= "Cagiz," vaeta Jo W,

-Sevills
see Corpus Christi en Gevilla
“Seville, " capricho ' -
see Suite espafcla No, 2
rasenbles "Sevilla,” sevillanas
"Sevilla," sevillanas
see Suite espuriola, Op. 47
resembles "Sevilla,'" cespricho
“Safia"
sece lfazurkas, 0Op. 66

Sonata No., 1, Up. 28
see Scherzo

Saoneta No. 24

Sonata Nop., 3, Op. 68 b Romero, Madrid
1. Allegretto A UME ;s Boston :
2. Andante Bgmi.

3. ARllegro assal A

4 s : X
According to Newman, The Sonata Since Beethovop,
p. £52, nothing is known sbout this work.




Work

Sonata No. 4, 0Op. 72

1.
2.
3.
4,

Allegro
Allegro-Scherzino
Andantino

Allegrc

Sonata No. 5, 0Op. 82

1.
2.
3.
4,

¥Sous

Allegro non troppo
"Minuetto del Gallo"
Andante

Allegro

le Palmier"

see "Bajo la Pamlera'
"Stacatto,"/sic/capricho
see Piezas caracteristicas

Suite ancienne No, 1, Op. 54

1.
2.

Gavota

Minuetto

Suite ancienne No, 2, (p. 64

1.
2.

Sarabande
Chacons

Suite ancienne No, 3

1.
2.

Minuetto
Gavota

Suite espanola No, 1, Op. 47

1.
2.

3.
4,

5.
6.

7.

8.

"Granada,'" serenata

WCataluAa," corranda
(="Curranga")

"gevilla," sevillanas

(resembles "Sevilla," capricho)

"C3diz," saeta
('”Serenata espafivla")

»0O00>»

mi,

OoOonOon
o

D

"Asturias," leyenda(="Leyenda'")G mi,

"aAragdn," fantasia
(="Jota aragonesa')
"Castilla," sequidillas
(="Sequidillas")
"Cuba," capricho créole

(resembles "Bajo la Palmera")

Suite espafola No, 2

1.
2.

"Zaragoza," capricho
YSevilla," capricho

F#
Eb

Eb

G

(resembles "Sevilla," sevillanas)
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Publistrer

Romero, Madrid
UNME; Boston

Romero, Madrid
UME; Beston

UME ;3 Boston

UMme; Boston

UNME; Boston

UME; Boston
Int.;
Friedrich
Hoffmeister,
Leipzig

Ume



397

Work Key Publisher

. . 5
Suite morisca

-Sylvia
see "Minuetto de Sylvia"
"Tango"
see Dances[slg7espaqnole9, Op. 164
Espana, Op. 165
Tercer "Minuetto®
see after Minuetto
"Torre Bermeja," serenata’
see Piezas caracteristicas
Triana
see JBERIA
-vals(e
see "L'automne," vals
"Britannia valse"
"Cotillon valse"
"Champagne," vals de saldn
"Pilar," vals

Peqguefios valses, 0Op,. 256 UME
Te
2.
3.
4,
5.
6.

La Vega Abmi. UME; Boston;
No. 1 of projected suite, ’ Diaz, Barcelona;
The Alhambra tschig

Yvonne en visite! EM; Boston
La Revérence!"” A mi,
2. "Joyeuse rencontre, et G
gquelques pénibles Svénements! M
"Zambra'

sge Piezas caracterfsticas

5This suite is listed as an early wark by several
authors, but its contents do naot appear to be knouwn,

6Accordlng to Collet, Albéniz et Granados, p. 96,
the keys of the waltzes in this collectlon are ”parcourant
les tonalités relatives de la bemol.
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Work Key Publisher
"Zambra granadina" (Danse (Orientale) D mi. UME; Boston

WZaragoza,!" capricho

see Suite espafola No. 2
"Zortzico!

see [spafia, Op. 165

"Zortzico® ' £ mi. EM; UME;
= "Arbola-~Piant Boston

Piano and Orchestra .-

Work Key Publisher
Rapsodia cubana, Up. 667’ UME
1. Allegro G
2. Presto D
Rapsodia espafiola, Op. 70 UME; Boston
1. "Petensra de Mariani® D mi,
2, "lota" 8 Ab
3, "Malagueda Juan Breva" E
4, "Estudiantina' D
Concerta No. 1, Op. 78 UME: Boston
1. Allzgrc ncn troppo A mi,
2. Andante--Reverie et Scherzo F
3, Allegro A

7 . , .
Both this worik and the Mazurkas de =rldn arc listed es
Up. 66,

8 - .
Juan Breva was anec of tha qgreatest flamenco singers,
ing of the classic melanuefic. Starkie, Srain, .
"King of the clas malanuefic.*  Starkie, Scain, Vel. I,

p. 97.



Dther Works

Chamber Music

Trio for piano, violin, and violoncello, in F major.

. . . 9
Songs with Pianp Accompaniment

Romances, before 1886, scores lost,
4 French
3 Catalan

Ballades, before 1886; Italien pcems by the Marquesa de Bolafos,
1., "Barcarola"
2. "La lontananza
3. "Una Rose in dono"
4, "Il tuo souardo”
5. "Morirot®
6. "T'ho riveduto in sogno"
Rimas des 8écquer, before 1886; Gustavo Adolfo Becoier, Spanish
. "desa el aura" romantic poet.
. "Del saldnen el dangulo oscurc
. "Me ha herido recatindose en la sombra®
. YCuando sobre el pecho inclinas"
. "4 De ddnde vengo?®

BN -

Chenson de Barberino, before 1886; Alfred de Musset,

"Il en est de l'amour," aftar 1886; Costa de Beauregard.

Deux Morceaux cde Prose de Pierre Loti, after 1886; Plierre Loti.
1. "Crepescule
2, "Tristesse"

Two Songs; F.B. Maney~Couits,
1. "The Caterpillar® (1903)
2. "The Gifts of the Gads" (1897)

To Nellie, c. 1900; F.B. Money-Coutts.
1. T"Homa®
2. "Counsel"
3. "May-Day Song®
4, "To Nellie" :
5. "A Song of Consolation'
6. "A Song'

9. . . . . .
The songs are discussed in scme detail in José Maria
Llorens Cisterd, "E) fLied'! en la obra musical de Isaac
Albéniz," Anuario fusical XV (1960}, pp. 123-140.
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Quatre Mélodies, c. 1900; F.B. Money-Coutts.
1« "In Sickness and Health"
2. "Paradise Regained"
3. "The Retreat"
4, "Amor, summa injuria"

"Art thou gone forever, Elaine?" (first line) Untitled,
unpublished manuscript, Paris, 1906; Money-Coutts.,

Six Songs. Unpublished manuscript, Brighton, 1897; Money-
Coutts. Only two songs from this collection are ex-
tant; they are untitled, and their first lines are:
2. "Will you be mine?"

-3, YSeparated” 10

Oratorio

El Cristo, before 1886, score lost.

Stage Works

Cuanto md&s viejo, zarzuela; score lost. Performed in Bilboa,
date unknown.

Catalanes de Gracia, zarzuela; score lost. Performed in
Madrid, date unknown,

El Canto de Salvacidn, zarzuela; score lost., Performances
unknown.

Légendes bibliques, twelve Preludes and songs for stage work
of unknown type; text by Armand Silvestra. Performed
in London, 18352,

Poor Jonathan, musical comedy; text by Millﬂcker.4 Performed
in London, 1883,

The Magic Opal, operetta; text by Arthur Law, Performed in
London, 1893, Translated into Spanish by Etusebio Sierra
as La Sorti ja; performed in Madrid, 1894.

San Antonio de la Florides, zarzuela; text by Eusebio Sierra.
Performed in Madrid, 1894, Translated into french by
Sand and Solvay as L'Ermitage Fleuri; performed in
Brussels, 1905.

Henry Clifford, opera; text by F.B. Money-Coutts, Performed
in Italian translation (by Arteaga y Persira) as Enrico
Clifford in Barcelona, 1895,

10Inf‘ormation on the unpublished manuscripts is from
Llorens, "El ‘Lied'," pp. 137-138.



opcsed operatic trilogy; text by F.B. Money-
397-7908.

d)
stration un
tio

S fin *shed)
(composi n unfinished)
opera; text by F.B. Money-Coutts after a nove
lerz (1874). Performed in Italian in Barcolo”a,
later in Praoue9 Brussels, Leiczig, Karlsruhe
(revived by Opéra comigue, 1923).
ic opera; text by Angel Guimera, (Catzlan poet.

rtadillc, lyric opera; based on the work of
Sketched only.

rchestral lUiorks

Suite, score lost.
Scherzc, score lost.

Serenata morisca, score lost.

apricno cubang, score lost.

C
Suite Poculaire, proposed suitse,

1. Catzlenis (orchestration aided by Dukas). Performad
in Paris, 1899, and published by Durand.



BIBLIOGRAPHY

Editions of Iberia

Albéniz, Isaac, Iberia, 12 nouvelles "impressions'" en
quatre cahiers., Madrid: Unidn Musical Espafola,
1906-1909,

------- . lberia, 12 nouvelles "impressions" en quatre
cahiers. Paris: Edition Mutuelle of the Schola
Cantorum (distributed in the U.S. by the Boston
Music Co.), 1906-1909,

------- . Iberia. 4 vols. New York: Edwin F. Kalmus,
ned.
------- . lberia. £Edited by Isidor Philipp. 4 vols.

New York: International Music Co., 1970. Preface
by Jean Bowsn, appearing idemtically in each volume,

------- Iberia. &Edited by Renato de Campo. Vols. I,

II and III only., New York: Efdward B. Marks fusic
Corp., 1936-1946.

General Backaground Sources

Barricelli, Jean Pierre and Weinstein, Leo. Ernest Chausson.
Norman: University of Oklazhoma Press, 1955,

Brown, George Boylston. A Survey Iberian Folk Sonc, and
a8 Study aof the Jota Araoonpfa. Unpublished Thesis for
the Degree M,A. in MUsicology, Eastman Scheol of Music,
1935,

Chase, Gilbert., The Music of Spain. 2nd revised ed. Neuw
York: [over Publicaticns, Inc., 1959.

Cone, Edward T. Musical Form and Musical Performance. New
York: W.W. Noarkton & Co., 1968,

Coeper, Gresvenor W, and Meyer, Leonard B. The Rhythmic
Structure of fliusic. Chicugo: FPhoenix Books of the

Unlver°1tv of Chicage Press, 1960.

402



403

Demarquez, Suzanne. Manuel de Falla. Translatcd by Salvator
Attanasio. Philadelphia: Chilton Book Co., 1968.

Falla, Manuel de. "Claude Debussy et L'Espagne." Revue
Musicale I (1920), pp. 206-210,

_______ . "El 'Cante Jondo,!' Primitive Andalusian Song."
Translator unidentified. The Midland Musician I
(1926), pp. 185-188 and 234-237.

Grunfeld, Frederic V. The Art and Times of the Guitar.

London: Collier-MacMillen, Ltd., 196

Kastrner, Santiago. Contribucidn al Estudioc de la Mdsica
Espanola y Portuquesa, Lisbon: EdltorJa]—ﬁtlca, Lda.,

1941.
Kirkpatriek, Ralph. Domenico Scarlatti, Princeton, N.J.:
Prlncenon University Press, 10543,

LaRue, Jan, Guidzlines for Style Analysis. New York:
WeW. Norton & Co., 1970.

Lockspeiser, Edward. Debugssy: His Life znd Mind. 2 vols.
New Yorks:s The MacWiilan Co., 1Y62.

Malm, William P, Pusic Cultures of the Pacific, the Near
East, znd Asia. Etngiewood Cliffs, N.J.: Prenticc-Hall,
lnc., 1967,

Mayer-Serra, Otto. "Falla's Musical Nationalism.," T
Musical Quarterly XxXIX (1943), pp. 1-17.

Meyer, Leonard B., Emotion and Meaning in Music. Chicago:
The University of Chicago Press, 1956,

Michener, James A. lberia, Egg__“g Travels and Reflectionn.
Greenwich, Cann.: Ffowcett WuUblicotionms, lnc. reprint
of Random House, Inc., 1968.

Nettl, Brumo. Folk and Traditicnel Music of Lhe Western
Continents. Englewocd Cliffe, N.J.: Prentice-Haoll,
IﬂC.., .96)").

Newman, William S, The Sorasta Since Beethoven. Chapel Hill:
The University of North Caralina Fress, 1969.

London: fluseum Press, Ltd.,

lated by Jean Wagstarf
1954,

Pahisss, Jaime. MNanuel de Falla, hi=s life and works, Trans-



404

ompanion to Spanish Studies.,

Peers, E. Alliscn, ed. §Spain, C to
Co., Ltd., 1956.

5th ed, London: Methuen

A
&

Qur Time, Translated by Isabel

n
W. Norten & Co., 1946.

Salazar, Adolfo. Music i
Pope. New York: W,

Schonrberg, Harcld C. The Great Pianists. New York: Simon
and Schuster, 1963,

Sopefia, Federico. Histeoria de la Mdsica Espafiola Contempordnes
Madrid: Ediciones Rialp, S.A., 1958,

Starkie, Walter. Spain, A Musician's Journey throuoh Timae
and Space. 2 vols, with recurnln as Vol, I11. Geneva:
Edisli-At Editions Rene ster, 19J8.

Subird, José. Historiz de la Misica [spafivle e Hispanc America.
Vvol, Ill. Barcelona: GSalvat Lditores, S.A., 1953,

Toch, Ernst. The Shaping Forces in Music. New York:
Criterion iusic Corp., 1948.

Trend, J.8. A Picture of Medesrn Spain. London: Constable
and Co., Ltd., 1921,

l

------- . "Falla in 'Arasbia'." Music and Letters 1II (1922),
pRp. 133-749,

------- . Manuel de Falla and Soanish Music. New York:
Alfred A. Knopf, 1929,

Vallas, Léon., Claude Debussy: his life and works. Trans-
lated by Maire and Grace 0'Brien, London: Oxford
University Press, H., Milford, 1933,

------- . JTthe Theories of Claude Debussy. Translated by
Maire O'Brien. New York: QDover Publications, 1967.

Van Vechten, Carl, The Music of Spain. Preface and Notes
by Pedro G. Morales. Londons Kegan, Paul, Trubner
and Co., Ltd., 1820,

fFically on Albéniz

0
n
€]
.ﬂ
rﬂ
2]
fOP
")
’7

Source

Anglés, Higinio and “pﬁa, Jozquin., "Albéniz, Isaac.”
Diccicnsrio de la Mdsica Lahor, Barcelona: Editorial

Labor, G9.A., 1954.

¢

Blum, Eric snd Trend, J.B. W"Albéniz, Isazc (Manuel Francisco).'
Grove's Dictigaary of Musniec and lMusiciang. 5th ed. Vel. I,




405

Callaghan, Lois Jane. The Iberia of Isaac Albéniz. Unpub-
lished Essay for the Degree M.M. in Performance and
Literature (Piano), Eastman School of Music, 1954,

Collet, Henri., Albéniz et Granados. Paris: Librairie
Félix Alcan, 1926,

------- . "Albéniz y Joaquim Malats," Revista Musical
Catalana VI (1909), pp. 377-379.

....... . "Isaac Albéniz.," L'Essor de la Musique Espagnole.
Paris: Edition Max Eschig, 1929, pp. 50-57.

Dolmanech Espafol, M, "Isaac Albéniz." Revista de Mdsica
IT (1928), pp. 150-155.

Dumesnil, Maurice. "Prolific Albériz." FEtude LXVII (1949),
p. 408,

Glass-Resenwald, Winifred., The Rhythmic Elemhnts cf Spanish

Music Exemplified by the Fiano Works of Albéniz. Un-
publishad Thesis for the Degres M.M, in Theory, Lastman
School of Music, 1940,

Grew, Sydney. "The Music for Piegnoforte of Albéniz," The
Chesterian VI, No. 42 (1924), pp. 43-48.

Heras, Antonio de las. Vida de Albéniz, Barcelona:
Editiones Patria, 1940.

"Isaac Albéniz." The British Musician V (1929), pp. 91-94,

Istel, Edgar. "Isaac Albéniz." Translated by Frederick H.
Martens, The Musical Quarterly XV (1929), pp. 117-148.

Jank€lévitch, Vladimir, ™"Albéniz et 1'Etat de Verve." La
Rhapsedie: Verve et Improvisation Musicale. Paris:

Flammarion, Bibliofneqgue diistheétique, 1955, pp. 150-179

Jean-Aubry, Georges. "lsaac Albéniz (1860-1%909)." The
Musical Times LVIII (1917), pp. 53%-%38,

son auvre, Preface by

Laplane, Gabriel, Albéniz, sa vi o
itions de Milieuv du Morde,

5
Francis Poulenc. Geneva: Fd

1956.

tlorens Cisterd, José Marfa. "E1 ‘Lied' en la cbra muzical
de Isaszc Alhfniz." Anuaric Musical XV (1960), pp. 123-
140,




406

Llorens Cisterd, José Marfa. "Notas inéditas sobre el
virtuosismo de Isaac Albéniz y su produccidn pianistica,"
Anuario Musical XIV (1959), pp. 91-113.

Marliave, Joseph de. “Isaac Albéniz," 1912. Etudes Musicales.
Paris: Librairie Félix Alcan, 1917, pp. 119-138.

Pedrell, fFelipe. 'Isaac Albéniz: L'home, l'artista, y l'obra.”
Revista Musical Catalana VI (1909), pp. 180-184,

Raux Deledicque, Miguel. Albéniz, su vida inguieta y ardorosa,
Buenos Aires: Ediciones Peuser, 1450,

Salazar, Adolfo., "lsaac Albéniz." La Mdsica Contempordnea
en Espafa, Madrid: Ediciones La Nave, 1930, pp. 117-153,

Serra Crespo, José., Senderos Espirituales de Albéniz y Debussy.
México: Costa Amic, 1944,

Slonimsky, Nicolas, ed. "Albéniz, Isaac." Baker's Bionrenhicsal

Dictionary of Musicians, 5th ed. New York: G. Schirmer,
1958, pp. 15-16.

Sopefia, Federico, "Isaac Albéniz." Dos afios de misica en
Europa, fMadrid: Espasa-Calpe, S.A., 1942, pp. B87-9Z.

Torrellas, A, Albert, ed., "Albéniz (Isaac).” Diccionaric
Enciclopaedico de la Musica. Vol., I1: Biografias A-G.
Barcelona: Central Catalana de Publicaciones (L.P.S.0.),
1947, pp. 25-27,

Van Vechten, Carl. '"Isaac Albéniz." Excavations. New York:
Alfred A. Knopf, 1926, pp. 230-254.

Villalba Mufoz, Luis. "“Isaac Albéniz.," (ltimos mdsicos
espafioles del siglo XIX. Madrid: I. Alier, 1914, pp.
161=-185,

Villar; Rogelin. "Isaac Albéniz." Misices Espafoles. Vel. I,

Madrid: £ELdiciones "Mateu,'" 1918, pp. 73-79.



SELECTED DISCOGRAPHY

Albériz, Isaac. Iberia and Navarra. Columbia M2L 268,
recorded in Spain by Hispavox. Alicia de Larrocha,
piano. Notes translated from the Spanish by Roberta
London,

w--===~, Ibgria and Naverra. Epic G§C 6058, Alicia de
Larracha, piano. Notes by Joan Brown.

2:1%

wmemwe=-=, JIberia. Vox PL 9212. José Falgarona, piano.
Notes by Carlos Surinach,

______ -, Jdbegria, Books I and II. Columbia ML 4194,
Claudic Arrau, piano. Notes by Morris Kastings.

------- . lberia, Navarra, ﬁnﬁ Cantos de Espafa, West-

minster WAL 219,  dosf Es schaniz, piano. Notes by
Fernandc Volenti,.

. MNavary
1036%. Ar

P L

ay MSevilla, " and Triana, Ocdeon  QALD-
ur Rubinstezin, oiano,

. Suite esnafiola, Op. 47; "Pavana~canvicho,'" Op.
123 and Cantos de Lspana, (p. 232. Columbia MS 6603,
Alicia ds Larrocha, pisno., Notes by Judith Gilman,

~~=-nw-, Rapsodia esoafcla, Op. 70. Vox PL 10070,
Felicia blumpnunl piano, Luigi Toffolo, Filarmonica
Triestina,

~emme==, Concerte Nc. 1, Op. 78. Vox Turnabout TVY-§ 34
felicja Blumsntal, pianv, Alberto Zeddaz, Torino D;ch
Notes by Leonard Seaber.

iq. Everest 3%286/4, nro-
GC0. Notes by Robertce Fla.

Antholooy of Spanish Fo

3
7 30 r0
Of

duced in ronJunctl

%mm
9 lch

Andalusia. A Scunds of the Woerld

The Music of Spasin, Vol., 1:
ational Geographic Socisty, Noo 704,

recarding from the N

Starkie, Walter, asuthar and ed, "5 douinoy
thj([uwh Tims and Gpace. Vol Sound Ilivetration,
H‘(u;(;ﬂqf “menufeactuced by Pathe Moreoni in Franca,

feld
<
a5

Genosvas  Edisli-At Editions Rene Kister, 1958,

407



INDEX TO MUSICAL EXAMPLES AND SPANISH TERMS
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(Example numbers are given in parentheses.) The works
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Evocacidn, 109 (15), 111 (16), 132 (36), 160-161 (61),
163 (65), 164 (66), 215-232 (126-133).

El Puerto, 99 (6), 118-119 (24), 119-120 (25), 131 (34),
195 (105), 196-197 (107), 197 (108), 209 (118),
233-244 (134-139).

Corpus Christi en Sev111a, 108 (14), 124 (29), 125 (30),
125 531), 1397 (42), 169 %71§, 177 éaa) 179 (87),
189 (88), 181 89), 186 (969, 201 (113}, 245-253

(140-142).

Rondefia, 114 (19), 116 (20), 143-144 245), 146 2463,
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157 (57 166 (68 167-168 (69), 168 (70), 186 (95)
189 1005 190 (101), 191 (102), 194 (10&), 168 (1115
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M&laga, 104 (12), 112 (17), 113 (18), 148 (48), 158 (58),
171 (73), 174 (76), 195 (106), 322-333% (18a 189),

Jdarez, 103 (10), 103 (11), 126 (32), 150 (Jn), 152 (52),
156 (58), 161 (62), 165 (67), 174 (75), 176 (B2),
126 (109), 198 (11G), 201 (112), 204 (11%), 211 (121),
334~348 (190-197).
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Eritafa, 100 (7), 102 (9;, 155 (s5), 176 (80), 183 (92),
205 (117), 213 (124), 349-358 (198-202).

Spanish Terms

See also the alphabetical list of pisno works in the
Appendix, pages 386-398,

bulerfas, 78-79, 98-99, 101, 105, 118, 168, 208, 233-244,
passim, 283-299, passim, 361, 373-374.

la cafa, 124, 127, 362.

cante flamenco, flamenco, 76-77, 79, 88, 145,

cante jondo, 76, 79, 81-86, 96, 121, 122-127, 129-130, 133,

145, 148, 150, 151, 211, 212, 214, 234, 283-299, passim,
334-348, passim, 362, 373-374,

copla, 76, 77, 78, 104, 110, 111, 115, 133, 145, 146, 148,
187, 192, 212, 234, 255-264, passim, 265-272, passim,
362, 372-373,

falseta, 123, 127, 211, 289, 341,

fandango, 77, 96, 109, 112, 119, 255, 322,

fandanquilla, 78, 109, 132, 219-232, passim,

haban:ra, 79, °©7-88, 101, 105, 138, 310-320, passin.

jeta, 77, 104, 110, 1171, 147, 148, 219-237, pessim, 322-333,
passim, 379,

malaguefa, 78, 112-114, 171, 322-333, passim.

marcha torera, 79, 273-281, passim.

pase-doble, 79, 100, 101, 152, 273-281, passim.

polo, 79, 119, 120-121%, 234, 300-309, passim,

quiebro, 124, 127, 362.

rongefia, 78, 112, 114, 255-264, passim, 372-373.

saeta, 79, 124-125, 169, 245-253, passim, 265, 372.
sequidillss, 77, 96, 100.

sevillanas, 77, 80, 100, 101, 102, 349-358, passim.
siquiriya gitana, 79, 100, 122-123, 149, 233-244, passinm.

soled, sclesres, 79, 96, 103, 151, 334-348, passim.

tarentas, 78, 112, 117-118, 265-272, pessinm,
tarars, 79, 104, 107-108, 109, 125, 245-253, passim,
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