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Deborah Schwartz-Kates The Film Music of Alberto 
Ginastera: An Introduction 
to the Sources and Their 

Significance 

Alberto Ginastera is recognized as one of 
the leading musical spokesmen of the Americas. Born in 1916, in 
Buenos Aires, Argentina, he first came to public attention in 1937, with 
the auspicious premiere of his ballet suite, Panambi. During his forma- 
tive creative years, Ginastera pursued a course of folkloric nationalism. 
He modeled his earliest compositions on the works of previous genera- 
tions of Argentine composers as well as on the international styles of 
Bart6k, Stravinsky, Debussy, Copland, and Honegger. During the early 
1960s Ginastera changed aesthetic directions and emerged as the leader 
of the new music movement in Argentina. In 1963, he founded the 
Centro Latinoamericano de Altos Estudios Musicales at the Instituto 
Torcuato Di Tella in Buenos Aires. This institute trained a generation of 
young Latin American composers by offering them two-year scholar- 
ships to study with a distinguished international faculty whose roster in- 
cluded Copland, Messiaen, Xenakis, Dallapiccola, and Nono. In 1971 
the composer's creative trajectory changed again when he married the 
renowned concert cellist, Aurora Naitola. The couple made their home 
in Geneva, Switzerland, where they resided together until the com- 
poser's death in 1983. Today, Ginastera is remembered for his fifty-four 
officially numbered works, particularly his piano pieces, ballets, orches- 
tral music, string quartets, operas, and cello repertoire. In 1981, he re- 
ceived the UNESCO Prize from the International Music Council in 
honor of his lifetime of creative achievement. 

Although Ginastera attained a distinguished international reputa- 
tion, many aspects of his creative contribution remain unknown. One 
unfamiliar subject involves the composer's eleven unnumbered film 
scores, which have received scant critical attention in the scholarly liter- 
ature.' In her classic studies of the composer, Pola Su~arez Urtubey refers 
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to Ginastera's film music as a commercial venture the composer was 
forced to undertake, when, in 1952-55, the Per6n government dis- 
missed him from his directorship at the Conservatorio de Muisica de la 
Plata. David Wallace expresses a similar perspective when he states: "As 
a result of the constant and unrelenting persecution of the regime... 
[Ginastera] began composing background music for films, an income 
supplement which he was forced to continue until 1955, when the Per- 
onists were ousted."2 

A critical examination of the circumstances surrounding Ginastera's 
film music reveals fallacies that underlie conventional scholarly assess- 
ments. Upon careful scrutiny of the composer's cinematic output (table 1), 
one finds that several of Ginastera's film scores, beginning with Malambo 
(1942), predated his conflicts with Argentine authorities, while others, 
such as Primavera de la vida (1958), succeeded them by a number of years. 
We also know that Ginastera was an avid film buff, whose works in the 
genre received numerous awards, and who accorded music a fundamen- 
tal role in conveying the significance of the cinematic event. We can best 
appreciate the aesthetic import that the composer conferred upon film 
music when we read his own words: "The music defines and accentuates 
the personality of the characters. It can modify a scene by producing ef- 
fects of terror, greatness, happiness, or mystery. It can accentuate the po- 
etry of the dialogue or the irony of a phrase. In short, it is the part of the 
work that is alive."3 

Despite the emphasis that Ginastera attributed to motion picture 
music, logistical difficulties have impeded the investigation of his cine- 
matic works. Visual film footage is dispersed throughout a variety of 
national archives and private collections in Buenos Aires,4 while music 
manuscripts are deposited at the Paul Sacher Foundation in Basel, 
Switzerland, where Ginastera bequeathed his collection. The situation 
remained untenable until recently, when, through a series of persistent 
on-site investigations and long-term collaborative relationships with 
Argentine cultural and academic institutions, I obtained research copies 
of all eleven films under investigation.5 Upon receipt of these materials, 
I then contacted the Paul Sacher Foundation and received permission 
to study the corresponding music manuscripts. After four months of 
painstaking work, it was possible to reconstruct the sources and bring 
film and score back together again. 

The present study results from this initial reconstructive phase of my 
research. It seeks to overview the film scores and introduces readers to 
the critical issues with which they engage. Because Ginastera's cinematic 
repertoire represents such a large and important "find," it is impossible, 
within the span of a single study, to provide full coverage of all possible 
subjects that relate to it.6 Instead, this article aims to identify and assess 
an important body of work that, until now, has resisted exploration. In 



Table 1. The Film Scores of Alberto Ginastera 
Date Title Director Genre Awards 
1942 Malambo Alberto art film Premio de la Academia 

de Zavalia de Artes y Ciencias 
Cinematograficas de 
la Argentina; Premio Nacional 
(for the orchestral suite 
extracted from the film score) 

1945 Rosa de Alberto art film 
America de Zavalia 

1949 Nace la Julio historical Premio de la Academia 
libertad Saraceni drama de Artes y Ciencias 

Cinematograficas de 
la Argentina; Premio de 
la Asociaci6n de Cronistas 
Cinematogrfaficos de 
la Argentina 

1950 El puente Carlos historical 
Gorostiza drama 

1952 Facundo: Miguel P. cinematic Premio de la Academia 
El tigre de Tato version of an de Artes y Ciencias 
los llanos Argentine Cinematograficas de 

literary la Argentina; Premio de 
classic la Asociaci6n de Cronistas 

Cinematograficos de 
la Argentina 

1953 Caballito Ralph patriotic Premio de la Asociaci6n 
criollo Pappier drama de Cronistas Cinematograficos 

de la Argentina 

1954 Su seguro Edgardo comedy 
servidor Togni 

1956 Los Edgardo comedy 
maridos Togni 
de mama 

1956 Enigma Enrique melodrama 
de mujer Cahen 

Salaberry 

1958 Hay que Edgardo comedy 
bafiar al Togni 
nene 

1958 Primavera Arne melodrama 
de la vida Mattsson 
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doing so, it proposes essential ways that the film repertoire enriches our 
knowledge of the composer and serves as a site for exploring critical is- 
sues in Ginastera scholarship. 

One central issue relates to the aesthetic connections that the com- 
poser shared with his musical colleagues throughout the Americas. Par- 
ticularly suggestive is his relationship with Aaron Copland (1900-90). 
Little information about this inter-association exists, in spite of the 
suggestive parallels between the two musicians' careers. In both cases, 
Ginastera and Copland constructed pastoral tropes of the wide open 
spaces-in Copland's case frequently referring to the American West, 
and, in Ginastera's case, typically referencing the Argentine pampas 
(or plains). Both figures created a sense of physical expansiveness in 
their music by cultivating similar techniques, such as the use of widely 
spaced sonorities built on "open" harmonies of fourths and fifths. The 
two composers represented these tropes within their motion picture 
works, such as Copland's Of Mice and Men (1939) and Our Town (1940) 
and Ginastera's Malambo (1942) and Caballito criollo (1953). A compara- 
tive study of Ginastera's and Copland's film music thus provides invalu- 
able clues to interpreting the aesthetic connections that interlinked 
these composers and their musical constructions of the Americas.7 

The two musicians first met in September 1941, when the Rockefeller 
Inter-American Relations Committee and the Guggenheim Foundation 
sent Copland on a South American tour to promote cultural exchange. 
During this trip, Copland participated in premieres of his works and lec- 
tured on topics in contemporary music. One of the most popular high- 
lights of this trip involved a series of lectures he gave on "La mfisica en 
las peliculas," which he interspersed with footage from his recently re- 
leased motion pictures.8 Shortly after Copland's trip, Ginastera took two 
important steps. First, he composed his earliest film score for the motion 
picture, Malambo, which premiered the following year. Second, he ap- 
plied for, and received, a Guggenheim Fellowship to travel to the United 
States. Although typically other reasons have been attributed to this trip 
in the standard scholarly literature,9 I have often wondered whether 
Ginastera's new interest in composing film music had played a role in his 
desire to come to the United States. This curiosity prompted me to re- 
quest a copy of the composer's fellowship application from the Guggen- 
heim Memorial Foundation. Through the generous assistance of Senior 
Vice President G. Thomas Tanselle, I gained access to this material, 
which confirmed my original suppositions. In his Guggenheim grant 
application, Ginastera stated that his primary objective for coming to 
the United States was to study "music in the theater, cinema, and radio." 
He cited Aaron Copland as "one of the North American musicians who 
has explored this subject most deeply" and with whom he would like to 
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receive the "necessary instruction."'• From this documentation, one can 
readily conclude that film music served as a core focus in the initial re- 
lationship between these two composers, and that Copland's Argentine 
lectures provided a critical stimulus for Ginastera's first works in the 
cinematic genre." 

Unforeseen circumstances forced Ginastera to delay acceptance of 
his Guggenheim Fellowship until the end of World War II. By then, a 
number of factors had intervened that altered his proposed plan of 
study. On November 30, 1945, en route to the United States, an idealis- 
tic Ginastera wrote to Copland: " I am traveling in the Rio Jachal to the 
United States... I intend to spend one year there, so I hope I shall have 
the pleasure of meeting you there and spend every moment with you."'2 
However, it soon became clear that Copland did not have every moment 
(or many moments at all) to spend with the impressionable Ginastera. 
Faced with a pending deadline for the premiere of his Third Symphony, 
Copland had withdrawn into a lifestyle of relative seclusion, living first 
in Ridgefield, Connecticut during the fall of 1945 through the spring of 
1946, and later spending a month at the MacDowell Colony, where he 
completed the final movement of his work.'3 

During the summer of 1946, Ginastera did come into close daily 
contact with Copland, when he attended the Berkshire Music Center at 
Tanglewood. Although it is impossible to determine the specific content 
of the composition curriculum there, it may have included the study of 
film music since Ned Rorem, who also attended Tanglewood that year, 
recalls having heard Copland lecture on the subject.14 The next docu- 
mented reference to Copland and film music dates from 1947, after 
Ginastera had returned to Argentina. During the fall of that year, 
Copland traveled again to South America, where he continued to give 
frequent film music lectures. Following that trip, references to motion 
picture music persisted in the Ginastera-Copland correspondence until 
the mid-1950s, at which point both composers' interest in the genre had 
markedly declined.15 

In his writings of the early 1940s that exercised a formative influence 
on Ginastera, Copland proposed a new approach to motion picture 
music. He criticized the Hollywood film industry on the grounds that it 
relied excessively on a postromantic idiom, even when ill-suited to the 
aesthetic requirements of a specific work. "What screen music badly 
needs," Copland urged, "is more differentiation, more feeling for the 
exact quality of each picture."'6 To make his film music memorable, 
Copland resisted Hollywood stereotypes, such as the excessive use of leit- 
motivs. He also avoided the technique known as "mickey-mousing," 
which mimicked each moment of the cinematic action with music more 
suitable for a cartoon than for a serious artistic endeavor. 
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Ginastera's early film scores reinforce and promote Copland's aesthetic 
convictions. Each of his motion pictures uses an original sound and style 
that allows him, in Copland's words, "to create a more convincing atmos- 
phere of time and place.""7 We find this approach in Example 1, drawn 
from Rosa de America (1945), a film that portrays the spiritual redemp- 
tion of the New World, Ginastera cultivates an ethereal sonic landscape 
characterized by slow tempos, the prominence of so-called pure or per- 
fect intervals, and the distinctive sonority of the upper woodwinds (par- 
ticularly the flute, which personifies Rosa, the central protagonist). In a 
final scene from this picture, Ginastera uses such elements to produce a 
luminous sonic effect that augurs Rosa's imminent death (example 1). 
It is difficult to experience this music without thinking of Copland's 
words about his own film score for Our Town, which he composed five 
years earlier: 

Because of the nostalgic nature of the story, most of the music had to be 
in slow tempo... Percussion instruments and all but a few brass were omit- 
ted. I relied on strings, woodwinds, and the combinations of flutes and 
clarinets for lyric effects...The most difficult problem came when scoring 
the graveyard scene where Emily joins the ranks of the dead. It was not 
meant to be morbid or depressing, so any hint of funereal music would 
have been out of place. In keeping with the metaphysical mood, I used 
choral sequences with unusual harmonies, hoping that their unconfor- 
mity would suggest something of the preternatural quality of the scene.'s 

The close relationship between the styles and approaches of the two mo- 
tion pictures exemplifies the connections that Ginastera and Copland 
shared during the period. 

In his early film scores, Ginastera differentiated each picture in accor- 
dance with Copland's aesthetic precepts. The style of Malambo, for exam- 
ple, diverges completely from Rosa de America, even though only a few 
years separated the two motion pictures. The musical differences be- 
tween the films stem from their disparate subjects. In Rosa, Ginastera ex- 
plores a Catholic theme, which he interprets with a "universal" musical 
language. Malambo, on the other hand, deals with the legendary history 
of the Argentine interior and incorporates traditional music from the 
region. While Rosa uses an intimate chamber setting to evoke the spiri- 
tuality of its main character, Malambo portrays the exuberant bravery of 
its cinematic protagonist with a large contemporary orchestra that uti- 
lizes full brass and percussion sections. As opposed to the reflective 
soundscape of Rosa, Malambo generates a sense of kinetic motion 
through the accumulation of repetitive four-bar phrase units and multi- 
layered ostinatos (Example 2). Its stylistic approach recalls the com- 
poser's choreographic music, particularly the ballet score of Estancia, 
which he had completed one year earlier.'19 
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Example 1. Ginastera, Rosa de America, no. 16 mm. 1-10. 
Lento 

Flute I •4 o , 

Ohoe 1 

Clarinet 1, 2 
Spp 

Bassoon 1 

Horn 1,2 4m 

Violin I1 _2f4 

violoncello 
Contrabass 

Bsn 1 10-- - 

bPP 

Hn 1,2 

Vo I_ 

Vc _______________I!-,____________________ 
____ 

Ch ________________ _______________________ _______ _______ 

Reproduced with kind permission of the Paul Sacher Foundation, Basel, Switzerland, owner of the original manuscript. 

At the same time that Rosa and Malambo embody distinctive stylistic 
features, they do share one common characteristic. Both films pose in- 
ventive musical alternatives to the conventional Hollywood style that 
dominated the North and South American film industries. Thus, just as 
Copland aimed to create a contemporary motion picture idiom in the 
United States, Ginastera reconfigured Copland's aesthetic to construct 
a new cinematic model for Argentine composers. 
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Example 2. Ginastera, Mtisica para elfilm "Malambo, " no. 6, R.N. 
mm. 1-12. 

SAllegro 

(lb 12 - -----m----- _ _ _ _ _ 

Piccolo 

(--)bov 1. 2 
Clarinei 1, 2 

. 2. Bassoon 1. 2 9 f1 
Horn 1,2. 3 

I,4 

Timlpani 4 _ i 

X ylop ho ne ------- ------- - ----- 
------" 

- 
------ 

Violin 

1--..... Vilin 11 ?d 
Viola 
Cello1 R I O Ip 

P- 

Reproduced with kind permission of the Paul Sacher Foundation, Basel, Switzerland, owner of the original manuscript. 

A second reason why the film repertoire proves significant is that it 
helps clarify Ginastera's knowledge of Argentine folk music. Certainly a 
composer as gifted as Ginastera would have assimilated vernacular tradi- 
tions in a variety of ways: through his public school education, his com- 
position teachers, his access to contemporary musical collections, and 
his absorption of the musical world that surrounded him.2? In addition 
to the integration of Argentine music that Ginastera naturally achieved, 
he also quoted, borrowed, stylized, and arranged vernacular music in his 
cinematic works. By studying the folk and popular pieces used in the 
film scores and comparing them with the sources that were available 
during his day, one can therefore achieve a greater understanding of the 
rich corpus of music from which he constructed his nationally inspired 
works.21 

Caballito criollo (1953) is one of several films that draws upon vernac- 
ular materials.22 This cinematic work contains several newly composed 
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pieces that Ginastera derived from traditional models. One such exam- 
ple is his malambo, a genre that, in its folkloric context, involves a dance 
competition between two Argentine gauchos (or native horsemen). 
Example 3 contains the music of Ginastera's malambo, which appears 
throughout the film in conjunction with rural horseback scenes. The 
composer first sketched this piece in pencil and later recopied it in 
ink. Both sketch and score reflect his typical notational practices of the 
period and thus affirm his agency in fashioning the piece.2' 

Example 3. Ginastera, Tiempo de malambo, Caballito criollo no. 5, 
mm. 1-10. 

22 volta variada la melodia 

4 veces 

IV V 1 IV V 

IV V I D.C 

Reproduced with kind permission of the Paul Sacher Foundation, Basel, Switzerland. owner of the original manuscript. 

Musically, Ginastera's malambo closely resembles the gaucho folk dance 
of the same name. The traditional Argentine genre is based on a repeated 
two-bar harmonic progression, rooted in the primary triads of a major 
key (IV-V-I). This chordal sequence undergoes rhythmic elaboration 
as the basis of an ensuing choreographic improvisation. In Ginastera's 
piece, the standard IV-V-I progression appears in G major in the first 
two measures of the bottom staff (Example 3). As is typical, the remain- 
der of his composition derives from this progression. After four literal 
statements of this idea (notated in mm. 1-2 with a repeat sign and the 
indication "4 veces"), the composer rhythmically prolongs the progres- 
sion as a backdrop to his original melody. Note here that the melodic 
material also calls for improvisation since the composer instructs the 
guitarist to vary the theme upon its reiteration ("22 volta variada la melo- 
dia"). His music thus evokes the improvisational style of the rural 
malambo and emulates its patterned harmonic progressions. 

Ginastera's cinematic work reveals similarities to musical transcrip- 
tions published by Argentine scholars in folk music collections of his day. 
Such a resemblance can be seen by comparing the opening of Ginastera's 
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piece (Example 4a) with the malambo collected and transcribed in the 
field by the Argentine musicologist, Isabel Aretz (Example 4b).24 The 
opening progression of these two malambos is harmonically the same. In- 
deed their only major musical difference is that Ginastera failed to show 
the traditional guitar strumming patterns as Aretz did (indicated in her 
transcription by slash marks through the note stems). Perhaps he con- 
sidered their notation unnecessary, since any folk musician performing 
his music would have already known the style and rendered it automat- 
ically. Upon hearing the malambo performed in his film score, one finds, 
in fact, that the guitar performance more closely resembles Aretz's tran- 
scription than the composer's own notated music. Such a resemblance 
corroborates Ginastera's desire to evoke the rural ambiance of the film 
by emulating improvised folk practice and points to Aretz's fieldwork 
transcription as a possible model for his piece.25 

Example 4a. Ginastera, Tiempo de malambo, Caballito criollo no. 5, 
mm. 1-6. 

2 voltR variada la melodia 

4 veces 

IV V I IV V 

Example 4b. Aretz, malambo transcription, mm. 1-4. 

IV V I IV V I 

In creating the soundtrack for Caballito criollo, Ginastera followed his 
typical compositional practice of according folk materials a broad struc- 
tural role within his works.26 Even in portions of the film that outwardly 
relied on a non-folkloric style, the composer still referred to principal 
features of the traditional malambo dance. A characteristic illustration 
appears in example 5, a piece that Ginastera composed in the art music 
tradition. The widely spaced scoring of this passage-coupled with its 6 
time signature, use of woodwind instruments, and simple diatonic har- 
monies based on fourths, fifths, and triads-evokes the pastoral trope 
that Ginastera and Copland both constructed in their cinematic works. 
Yet at the same time, this passage acquires its structural basis from the 
malambo previously cited in Example 3. It begins with a close variant of 
the traditional progression (now heard as I-IV-I-V-I in G major in the 
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harp and upper woodwinds). This progression is stated twice in diminu- 
tion in the first four measures. Meanwhile, the violins and violas unfold 
a melodic line that consists of the pitches: D-D-E-C-B (mm. 1-8). 
This theme is an augmentation of the structural pitches of Ginastera's 
original malambo melody. (In example 3, the first and fourth beats of the 
opening measures of the upper guitar part unfold a similar pitch collec- 
tion: d-d-e- [e-d] -c-b.) Such melodic and harmonic connections ar- 
ticulate the structural relationship between the two passages. 

Example 5. Ginastera, Caballito criollo, no. 11, R.N. 2. 

Fl 1-2 F 

Oh 

tt 

C l 1-2 IITS La i. f IP Im ? Cl 1-2 

17 

40 
r r 

1-r " r 

12 3 4 5 6 7 8 
• ] 1 ,2 , 1 , ,____ 

Vao 

T p 
lot 'NO 

- ____ - I_ 

A. 
_____ 

.___ 
__ ___ _____ __________ ___ 

v,, 2 . . 7 ! -- - :, Q : r,: r r -- -------- 

ib 7ZorII I _ I _I _ _ _ 
- --._ _.-E 

I" 

Reproduced with kind permission of the Paul Sacher Foundation, Basel, Switzerland, owner of the original manuscript. 
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Ginastera's appropriation of traditional sources throughout his film 
music contradicts his published statements on the subject. Particularly 
in writings drawn from the end of his life, the composer minimized the 
correlation between his music and the literal appropriation of vernacu- 
lar traditions, even when speaking about his earlier works where he used 
such connections more frequently. In a 1982 interview with Luc Terrapon, 
Ginastera affirmed his belief in imaginary folklore with the following 
statement: 

My second work (Danzas argentinas for piano)... has met with a great re- 
sponse. For the first time, a composer used Argentine national sources 
and did not proceed as a musicologist or a simple arranger. I was and still 
remain fascinated with what is known as "imaginary folklore."27 

Although publicly Ginastera may have found it strategic to maintain this 
position, his film scores reveal that he had a solid working knowledge of 
Argentine folk music. Moreover, at least within the context of the mo- 
tion picture repertoire, he was unafraid to proceed "as a musicologist or 
simple arranger," whenever he considered it appropriate. Future research 
would therefore benefit by taking such practices into account, not only 
in relation to the composer's film scores, but also to the way that they 
may have shaped the broader context of his non-cinematic but nation- 
ally inspired works of the same period. 

The relationship between folk and classical sources in Ginastera's works 
can readily be discerned through the lens of the composer's malambos. 
On the surface, example 3 bears little resemblance to alternative versions 
of the genre that the composer elsewhere stylized in his abstract musical 
works. Yet, if we accept this traditional formulation as a critical point of 
reference, it allows us to hear Ginastera's non-cinematic malambos in a 
new way. They thus emerge as bold and imaginative improvisations over 
two-bar harmonic progressions. The final chords of these progressions 
(analogous to the tonics in the traditional piece) thus serve as moments 
of arrival and points of departure for successive elaborations. 

Ginastera's Malambo for piano, op. 7 (1940) aptly demonstrates the 
interplay between vernacular sources and artistic abstraction that the 
composer achieved in his nationally inspired works. The opening of this 
piece is shown in Example 6. Following an introductory first measure, in 
which the composer unfolds a "symbolic" guitar chord comprising the 
open strings of the instrument,28 he constructs a two-bar harmonic for- 
mula that serves as the basis of further elaboration. After an initial pres- 
entation of this idea (mm. 2-3), he restates the opening theme with 
melodic embellishments and texturally enriched doublings in trans- 
posed thirds (m. 10), triads (m. 18), fourths, sevenths, and clusters (not 
shown). In accordance with Ginastera's early stylistic practice, the tonal 
orientation of this piece remains ambiguous. It is possible to identify 
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Example 6. Ginastera, Malambo for piano, op. 7, mm. 1-21. 

Lentamente MM., = 138 

p 1PP cresc. poco a oco 

- ataccap I 
Satacca 

By kind permission of RICORDI AMERICANA S.A.E.C., Buenos Aires. Argentina 

both a structural emphasis on the pitches E and D. E is implied by the 
opening guitar chord and the first sonority of the malambo progression 
(m. 2, b. 1) at the same time that D is emphasized as the final chord of 
the harmonic sequence (m. 3) and the concluding sonority of the work 
(not shown). In the right-hand piano part (mm. 2-10), the most likely 
focal point is D, rendering the opening melodic line (B-Cl-D) as 6-7-1, 
which in turn implies IV-V-I of the malambo progression. Although ul- 
timately subsumed within a broader network of complex polytonal rela- 
tionships, this traditional harmonic formula serves as an essential point 
of structural reference. 

A related illustration involves the finale of the First Piano Sonata, 
op. 22 (1952). In Example 7, drawn from the opening of this piece, the 
composer relies on a similar two-bar sequence, which he repeats, trans- 
poses, and develops. Note that Ginastera uses hemiola in the so-called 
arrival measures (mm. 2, 4, 6, 8, 10, and elsewhere) to animate the 
rhythm and impel the piece forward. In considering both this passage 
and Example 6 cited previously, I wish to clarify that I do not intend to 
reduce Ginastera's music to a simplified folkloric essence. Rather, what 
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Example 7. Ginastera, Piano Sonata no. 1, op. 22, fourth movement, 
mm. 1-11. 

Ruvido ed ostinato i= 72 (= 144. 
, 
o=216) 

I do wish to suggest is that by acknowledging the composer's traditional 
frame of reference, we gain valuable insights into the patterns that he 
variously replicated, arranged, transformed, elaborated, and, even at 
times, wholly rejected. 

A final point concerns Ginastera's ability to convey essential features 
of the cinematic narrative with apposite musical gestures. Nace la libertad 
(1949), based on episodes from the Argentine War of Independence, 
masterfully illustrates the composer's musical cinematurgy. In a comic 
scene from this otherwise serious picture, a group of townsmen from 
Jujuy who favor the Revolution tell a lie to their wives in order to attend 
a town meeting and plan an armed rebellion. That night, the wives dis- 
cover the truth when they compare different versions of the story. Their 
dialogue reads: 

First wife: Who is sick? 
Second wife: The father of Arrero. He is gravely ill. 
First wife: The father? No, the one who is "serious" is Arrero. 
Third wife: One minute. My husband told me that the one who is dying is 
Arrero's wife. 
Fourth wife: No, his children are the ones who are sick. 
First wife: Mmm... Let's go. 

Musically, Ginastera sets this scene as a fugue, a procedure that occurs 
with relative rarity in his film scores and throughout his output as a whole. 
His usage here closely corresponds to the association of fugue within 
Western opera-as a piece used sparingly for special effects, particularly 
to evoke riotous situations, bustling activity, and comedic parody.29 In 
Nace la libertad, the busyness of the counterpoint, otherwise an absurdity 
in such a short piece, provides a perfect foil to the gossip on screen. Ex- 
ample 8 presents the opening exposition of the fugue, which possesses 



Example 8. Ginastera, Nace la libertad, no 19A, beginning-letter D 

Violin I _ _ _ 

ImfNJ 

my 

VIn. I 

Vin. 11 

S. 

Viao 

i.S. 
n 

I I i 4 

1I 
I I 

i • i 

Vin. I 

c_ 

S. 

C.S. I C.S. 2 

Vln. II 

A . .I .T 

Reproduced with kind permission of the Paul Sacher Foundation, Basel, Switzerland, owner of the original manuscript. 
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both an extended subject and two countersubjects (marked S., C.S. 1, 
and C.S. 2 in the score). In coordinating his music with the motion pic- 
ture, Ginastera carefully synchronizes his contrapuntal entries with the 
number of active personages on screen. This passage exemplifies his 
acute sense of cinematic timing and characterization. 

In a final masterful touch, Ginastera relates the contrapuntal subject 
to the overarching musical organization of his work. In Nace la libertad, 
he divides the thematic material into two large groups. The first is based 
on perfect fourths and major seconds and is associated with the patriots, 
or, in Hollywood lingo, "the good guys." The second, based on tritones 
and minor seconds, references the traitors or "the bad guys." In the 
foregoing scene, Ginastera extracts his contrapuntal subject from the 
"bad guy" grouping. Such a strategy enhances his comic characterization 
(for even though the townsmen are supposedly good patriots, they have 
exhibited a momentary "lapse" by lying). Ginastera thus creates an apt 
caricature of the husband's deception with a musical parody of the trai- 
torous theme. Here he displays an innate capacity to write ingeniously 
crafted music that captures and enhances the cinematic narrative. His 
experience working with film music thus predicts and prepares for his 
subsequent career as a successful composer of opera.30 

Viewed from this perspective, Ginastera's film music (1942-58) forms 
a critical point of transition in his career. It bridges the gap between his 
final ballet, Estancia, which he completed in 1941, and anticipates his 
first opera, Don Rodrigo (1963-64), which he began five years after his last 
cinematic work. As such, the motion pictures form an essential continu- 
ity in Ginastera's output that reflects the composer's lifelong concern 
for integrating character, narrative, and scenic action with music. 

To conclude, since the film music represents only a small detail 
within the larger picture of Ginastera studies, one might ask why I have 
chosen to focus my gaze upon it so intently. I do so here because I per- 
ceive this repertoire as belonging to the interstices (i.e., the intervening 
spaces) that establish critical connections between elements of the com- 
poser's life and career. As this study has shown, the film music establishes 
vital linkages between Ginastera and Copland, who shared a common vi- 
sion of promoting a musical aesthetic of the Americas. Ginastera's mo- 
tion picture music moreover extends the composer's construction of 
nationality into cinematic space. It contributes to the musical lexicon of 
folkloric sources that the composer used elsewhere in his non-cinematic 
works, and it establishes vital connections between his previous ballet 
music and subsequent operatic production. Ginastera's film music thus 
represents an integral part of the composer's creative experience. As 
such, it merits further detailed and persistent investigation. 
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Support for this research was funded by the National Endowment for 
the Humanities, the Paul Sacher Foundation, and Pro Helvetia, Arts 
Council of Switzerland, all of which I gratefully acknowledge. I appreci- 
ate the assistance of the archival and musicological staff at the Paul 
Sacher Foundation, particularly Ulrich Mosch, curator of the Ginastera 
collection. The Foundation has generously allowed me to reproduce se- 
lected manuscript excerpts, for which I am thankful; I also am grateful 
to Boosey and Hawkes and Ricordi Americana for granting permission 
to duplicate brief sections of Ginastera's published music pertinent to 
this research. The two LAMR peer reviewers have provided valuable sug- 
gestions for improvement over an earlier draft of this article, which I 
wish to recognize here. I would also like to express profound gratitude 
to my husband Phil Kates for his careful preparation of the music exam- 
ples and for his unremitting support of my work. Finally, I owe a great debt 
to Juan Orrego-Salas, who first inspired my interest in Latin American 
music, and to the late Gerard B&hague, whose untimely death comes as 
an immeasurable loss to the Latin American scholarly community and 
who will be sorely missed. 

1. Critical gaps in our knowledge of Ginastera include the lack of a de- 
finitive biography based on primary sources and the absence of 
professional analyses of many of the composer's works. For further 
discussion of the current state of Ginastera scholarship, see Deborah 
Schwartz-Kates, Alberto Ginastera: A Guide to Research (New York: Rout- 
ledge, forthcoming). Additional references to Malena Kuss's influ- 
ential writings appear in Victoria Eli Rodriguez, "Kuss, Malena," in 
Diccionario de la muzsica espanola e hispanoamericana 6 (Madrid: So- 
ciedad General de Autores y Editores, 2000), 677-78; Malena Kuss, 
"Ginastera, Alberto," in Die Musik in Geschichte und Gegenwart: Perso- 
nenteil 7 (Kassel: Birenreiter, 2002), 974-82; and Malena Kuss, 
"Kuss, Malena," in Die Musik in Geschichte und Gegenwart: Personenteil 
10 (Kassel: Birenreiter, 2003), 906-907. Passing mention of the 
motion picture repertoire appears in Pola Su~arez Urtubey, Alberto 
Ginastera (Buenos Aires: Ediciones Culturales Argentinas, 1967), 91; 
Pola Su~arez Urtubey, Ginastera en cinco movimientos (Buenos Aires: 
Victor Ler'i, 1972), 56; David Edward Wallace, "Alberto Ginastera: 
An Analysis of His Style and Techniques of Composition," (PhD 
diss., Northwestern University, 1964), 17-18; Malena Kuss, Alberto 
Ginastera: Musikmanuskripte, Inventare der Paul Sacher Stiftung 8 
(Winterthur, Switzerland: Amadeus Verlag, 1990), 6, 28-31; Malena 
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Kuss, "Berichte: Alberto Ginastera," Mitteilungen der Paul Sacher 
Stiftung, no. 2 (January 1989): 18; and Pola Suarez Urtubey, "Alberto 
Ginastera (1916-1983)," Revista del Instituto de Investigaci6n Musi- 
col6gica Carlos Vega 7 (1986): 152. 

2. Wallace, "Alberto Ginastera: An Analysis," 17-18; Suirez Urtubey, 
Alberto Ginastera, 91; Sugarez Urtubey, Ginastera en cinco movimientos, 56. 

3. "La muisica define y acentia el caricter de los personajes; puede 
modificar una escena al producir efectos de terror, grandeza, ale- 
gria o misterio; puede acentuar la poesia del diilogo o la ironia de 
una frase; es, en fin la parte viviente de la obra" (quoted in Suarez 
Urtubey, Alberto Ginastera en cinco movimientos, 56-57). Note the 
similarity between this statement and Ginastera's earlier assertions 
in a 1945 article that he authored for the periodical Sur in which 
he stated: "En efecto, en determinados momentos, el compositor es 
el mejor colaborador del director, al acentuar, con su musica, la in- 
tenci6n de un dialogo o la poesia de un paisaje." Later in the same 
article, Ginastera made the following statement: "[La muisica cine- 
matogrifica autenticamente musical] crea o realza el ambiente, 
acentuia la fuerza dramatica, acrecienta la atm6sfera poetica. Da 
nueva vida a la imagen que aparece en la pantalla y cuando la pal- 
abra e imagen son incapaces de expresar los mas profundos sen- 
timientos, la musica viene en su ayuda; aumenta el sentido de una y 
agranda al infinito el poder de la otra. Empleada en este aspecto, la 
misica es el mas importante y eficaz colaborador del cine sonoro" 
(Alberto Ginastera, "La muisica cinematogrifica," Sur 14, no. 124 
[February 1945]: 92-93). I appreciate the assistance of Malena 
Kuss, who called this source to my attention. 

4. Argentine film repositories include: the Cinemateca Argentina, the 
Instituto Nacional de Cine y Artes Audiovisuales (INCAA), and the 
Museo del Cine. Several films for which Ginastera provided music 
have been distributed commercially, while others can be viewed on 
Volver, the television station devoted to classic Argentine cinema. 

5. I would like to thank Martin Bode, Ana Lucia Frega, Clara Kriger, 
Melanie Plesch, Carlos Ruta, Fernando Silberstein, Pola Suirez 
Urtubey, Maria del Carmen Vieites, Pablo Hernindez, and Edgardo 
Purnik for their invaluable assistance obtaining videoreproductions 
of these works. 

6. Such topics include the incidental music that Ginastera composed 
from 1940-61. Although this body of work chronologically and con- 
ceptually overlaps with the motion picture repertoire, it requires its 
own separate study. Limitations of time and space also prevent a nu- 
anced treatment of Ginastera's changing perceptions of film music 
during the sixteen years he actively worked for the industry. This 
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subject, as well as others requiring more detailed attention, will re- 
ceive full coverage in my forthcoming book, Revealing Screens: The 
Film Music of Alberto Ginastera (New York: Oxford University Press). 

7. For reference to the Ginastera-Copland connection, see Carleton 
Sprague Smith, "Alberto Ginastera's 'Duo for Flute and Oboe'," Latin 
American Music Review 6 (Spring/Summer 1985): 85-93. Copland's 
construction of a pastoral cinematic trope is discussed in Neil Lerner, 
"Copland's Music of Wide Open Spaces: Surveying the Pastoral Trope 
in Hollywood," Musical Quarterly 85 (Fall 2001): 477-515. Ginastera 
also paid tribute to Copland in no. 9 of his Doce preludios americanos, 
op. 12 (1944), and Copland returned the favor by dedicating no. 10 
of his 12 Poems ofEmily Dickinson (1950) to him. I thank Malena Kuss 
for reminding me about the op. 12, no. 9 dedication. 

8. Aaron Copland and Vivian Perlis, Copland: 1900-1942 (New York: 
St. Martin's Press, 1984), 323-26; Aaron Copland, "La musica en las 
peliculas," (1941), typescript with the composer's handwritten inser- 
tions, box 213, Aaron Copland Collection, Music Division, Library 
of Congress, Washington, DC (future references abbreviated: LC 
Copland Collection); Aaron Copland, South American Diary 1941, 
box 243, LC Copland Collection. 

9. Suarez Urtubey, Alberto Ginastera, 83, and Wallace, 16 (among others). 
10. "De los tres temas que abarca mi proyecto, considero que el 

primero, La muisica en el teatro, en el cinemat6grafo y en la radiotele- 
fonia: Su tecnica y sus problemas actuales, es el mas importante." "Uno 
de los muisicos norteamericanos que mas ha profundizado estos es- 
tudios es el maestro Aaron Copland de quien desearia recibir las in- 
dicaciones necesarias" (Alberto Ginastera, "Proyectos de Estudios," 
Guggenheim Foundation Archives, 1942). I gratefully acknowledge 
the assistance of the John Simon Guggenheim Memorial Founda- 
tion for providing me with a photocopy of Ginastera's original grant 
application and to Aurora Natola Ginastera for her kind permission 
to reproduce this material here. 

11. One could also identify Ginastera's incidental music (dating from 
1940) as an indirect source for his cinematic works. Certainly, the 
composer perceived essential similarities between the two genres 
since they both involved the use of musical commentary on dra- 
matic action that was alternatively represented on stage or on screen. 
Nevertheless, Ginastera did regard film music as an artistic medium 
with its own aesthetic and technical characteristics, and he only began 
to produce his first works in the genre after Copland's Argentine 
visit. For further elaboration of Ginastera's views on incidental music, 
film music, and the relationship between them, see his "Miisica 
cinematografica," 92. 
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12. Alberto Ginastera, letter to Aaron Copland, 30 November 1945, LC 
Copland Collection, box 255. 

13. Aaron Copland and Vivian Perlis, Copland Since 1943 (New York: 
St. Martin's Press, 1989), 64-65. 

14. Rosario Mazzeo and Thomas D. Perry, "Berkshire Music Center: Re- 
port on the Fourth Season," 1 July-10 August 1946, Boston Sym- 
phony Orchestra Archives, Boston, MS. Rorem's recollection is cited 
in Copland and Perlis, Copland Since 1943, 123. For further informa- 
tion about Copland and film music at Tanglewood, see Copland and 
Perlis, Copland 1900-1942, 320. The LC owns Copland's extended 
university lecture on the subject that he gave in 1940 at Columbia 
University (box 211). It is possible that the composer repeated this 
lecture six years later, since he was notorious for recycling his film 
music presentations (see fn. 15 below). However, the record on this 
subject remains unclear since other composers who attended the 
Berkshire Music Center in 1946 had little or no recollection of any 
classes or lectures on film music. 

15. Copland, "La mfisica en las peliculas." Handwritten markings on the 
typescript indicate that Copland gave this lecture several times in 
1941 and 1947. Juan Orrego Salas helped clarify the unusual state of 
the manuscript by explaining that Copland habitually recycled his 
film music lectures, much to the amusement of those who knew 
him. Juan Orrego-Salas, interview with the author, August 1, 2005, 
Bloomington, Indiana; see also Aaron Copland, 1947 South Ameri- 
can Journal, LC Copland Collection, box 243 and Copland, corre- 
spondence with Ginastera, LC Copland Collection, box 255. 

16. Quotation from Aaron Copland, "Second Thoughts on Hollywood," 
Modern Music 17, no. 3 (March-April 1940): 141-43. A Spanish 
translation of this statement appears in "Muisica en las peliculas," 
the unpublished Spanish lecture that Copland gave on his 1941 
and 1947 South American trips (LC Copland Collection, box 213). 
Ginastera's article, "La mfisica cinematografica," mirrors Copland's 
concerns, to the point of repeating some of his exact objections to 
Hollywood studio practices. Rather than reflecting both composers' 
desire to exit the film industry, such writings express their aspira- 
tion to be taken seriously within it. For a cogent synopsis of Copland's 
critique of Hollywood, see Howard Pollack, Aaron Copland: The 
Life and Work of an Uncommon Man (New York: Henry Holt, 1999), 
349-50. Further discussion of this subject appears in Copland and 
Perlis, Copland: 1900-1942, 298-99 and Alfred Williams Cochran, 
"Style, Structure, and Tonal Organization in the Early Film Scores of 
Aaron Copland," (Ph.D diss., Catholic University of America, 1986), 
119-20. 
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17. Aaron Copland, "Tip to Moviegoers: Take Off Those Ear-Muffs," 
New York Times, 6 November 1949, sec. 6, p. 28. 

18. Cited in Copland and Perlis, Copland: 1900-1942, 303-304. 
19. Significantly, once Ginastera had stopped writing ballets, he began 

composing film music. Perhaps his ill-fated experience with Es- 
tancia (1941) helped motivate this change (since the commission- 
ing ballet company disbanded shortly after he completed the work, 
postponing its choreographic premiere for eleven years). The com- 
mercial film industry, with all its perceived flaws, did have the advan- 
tage of providing the composer with immediate public access to 
his work. 

20. I would like to thank both LAMR peer reviewers for their insight- 
ful comments about Ginastera's assimilation of traditional Argen- 
tine music. 

21. The need to investigate the folkloric content of Ginastera's film scores 
has been briefly noted by Kuss in "Berichte: Alberto Ginastera," 18. 

22. Examples of the films prior to Caballito criollo in which Ginastera 
borrowed significantly from vernacular sources include: Malambo, 
Rosa de la America, Nace la libertad, and Facundo. It is impossible to cite 
all the instances of these explicit textual borrowings, but one no- 
table example is Ginastera's "Carnavalito," from Nace la libertad, an 
arrangement of "Carnavalito quebradefio," popularized in a previous 
Argentine picture, La guerra gaucha (1942). The score of Facundo 
contains the greatest number of textual borrowings; here Ginastera 
even went so far as to include a list of his national music sources as 
well as the names, addresses, and phone numbers of the people 
from whom he sought to obtain these materials. 

23. Alberto Ginastera, "Caballito criollo," 1953, original manuscript, 
Ginastera collection, Paul Sacher Stiftung, Basel, Switzerland. A pho- 
tographic reproduction of the malambo sketch and score appears in 
Schwartz-Kates, "The Film Music of Alberto Ginastera: A Prelimi- 
nary Review of the Sources," Mitteilungen der Paul Sacher Stiftung 19 
(April 2006): 24-25. Distinctive notational features include: the 
straight line that Ginastera used as the final stroke of his G clef, the 
idiosyncratic (but internally consistent) direction of his stem and 
note heads, and his characteristic Spanish penmanship. 

24. Isabel Aretz, El folklore musical argentino, 2nd ed. (Buenos Aires: Ri- 
cordi Americana, 1965), 181. The original edition of this book was 
published in 1952, one year before Ginastera completed the score 
for Caballito criollo. (To facilitate comparison, Aretz's transcription 
has been transposed up a fifth to the key of G.) 

25. A contrasting interpretation might attribute the source of Ginastera's 
music to his personal knowledge of the malambo, which naturally 
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resulted from his experience in Buenos Aires. While this perspective 
certainly has validity in the sense that Ginastera must have acquired 
significant knowledge of the genre experientially, I do believe that 
he drew upon a folk transcription here. My reasons are that, by this 
point, Ginastera had quoted and arranged folk music in his films 
routinely; he was certainly no stranger to the practice. Moreover, the 
opening of Aretz's transcription reveals a greater degree of simplic- 
ity and stylization than would have normally occurred in the course 
of a rural malambo performance. It therefore seems likely that the 
overburdened Ginastera, faced with an imminent deadline for com- 
pleting the motion picture, would have taken the shortest musical 
path and borrowed directly from Aretz's recent research. 

26. Various scholars, such as Malena Kuss, have dealt with this central 
issue in the composer's non-cinematic works. See her article, "The 
Structural Role of Folk Elements in 20th Century Art Music," in Atti 
del XIV Congresso della Societd Internazionale di Musicologia, Bologna, 
1987 (Torino: Edizione de Torino, 1990a), 99-119, as well as her 
other writings referenced previously in the notes. 

27. "Mein zweites Werk (Danzas argentinas ffir Klavier) ... hat groBen 
Widerhall gefunden: zum ersten Mal benutzte ein Komponist volk- 
stfimliche argentinische Quellen, und er ging nicht wie ein Musik- 
wissenschaftler oder wie ein einfacher Arrangeur vor. Ich war und 
ich bleibe fasziniert von dem was man 'imaginaire Folklore' nennt." 
Quoted in Luc Terrapon, "Gespriich mit Alberto Ginastera," in Al- 
berto Ginastera, ed. Friedrich Spangemacher (Bonn: Boosey & Hawkes, 
1984), 13; first published in French as "A la decouverte d'un com- 
positeur d'aujourd'hui," Musique Information (8 April 1982). 

28. Gilbert Chase identifies this chord and describes its significance 
in "Alberto Ginastera: Argentine Composer," Musical Quarterly 43 
(October 1957): 448-54. See also Schwartz-Kates, "Alberto Ginastera, 
Argentine Cultural Construction, and the Gauchesco Tradition," 
MQ 86 (Summer 2002): 271-74. 

29. Budden, Julian, "Fugue," in The New Grove Dictionary of Opera, ed. 
Stanley Sadie (London: Macmillan, 1992). 

30. Ginastera's Don Rodrigo (1963-64), Bomarzo (1966-67), and Beatrix 
Cenci (1971) have received widespread recognition as central works 
of the contemporary lyric stage. Cinematic influences include the 
use of flashback techniques in Bomarzo and cinematic slow motion 
in Beatrix Cenci, among others. In these works, Ginastera endowed 
the orchestra with vivid effects that powerfully evoked the operatic 
action, much as he had previously employed the orchestra to com- 
ment musically on the cinematic narrative. 
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