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several Spanish piano masters and Volume 2 of this series received the 2000 Classical 
Indie Award from the Association for Independent Music in the USA. The soundtrack of 
the fi lm ‘Howards End’ features Martin Jones performing Grainger’s Bridal Lullaby and 
Mock Morris. Nimbus recently released Martin Jones’s performances of Gershwin songs 
arranged by Earl Wild, and the piano music of Hans Gál.
 His performance repertoire, as well as encompassing most of the standard works for 
piano, also includes unusual concertos such as the Busoni Concerto, which he performed 
with the BBC Symphony Orchestra and Norman Del Mar. He has also championed 
the music of British composers and has performed concertos by Britten, Benjamin, 
Mathias, McCabe and Lambert. He gave the fi rst performance of the revised version of 
Alun Hoddinott’s Third Concerto at the 1974 BBC Promenade Concerts, and recorded 
Hoddinott’s Second Concerto with Andrew Davis and the Royal Philharmonic Orchestra 
for Decca.

In the USA he has served as jury member on a number of international piano competitions, 
and performed in New York, Washington, Florida, Tennessee, Louisiana, Texas, Utah, 
Wisconsin and California. In Los Angeles he gave a recital as part of the 1994 UK/LA 
Celebration of British Arts, which was broadcast live on KUSC Radio. He gave the world 
premiere of Ravelled Threads by American composer, Wendy Carlos in New York. In 1996 
he became the fi rst major British artist to give a solo recital in Ekaterinburg, Russia. Recent 
highlights include a recital at the Adelaide Festival, a programme of Percy Grainger at 
the Eifeler Musiktage in Germany, and the complete Iberia of Albéniz at London’s South 
Bank Centre.
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  DISC ONE
1 Gato (1940)    1.27
2 Bailecito (1940)   3.38
3 Tierra Linda (1940)   3.34 
 Sonatina (1945)   7.59
4 I     Allegretto   2.55
5 II    Lento muy expresivo   2.51
6 III   Presto   2.13 
 Sonata in c-sharp minor  (1947)   15.47
7 I Allegretto intimo   4.39
8 II Scherzo: Molto vivace   2.59
9 III Recitativo: Lento – Molto Allegro   2.34
0 IV Fuga y Final: Allegro   5.35 
 Tres Sonatinas (1949)   13.20
 ‘Sobre ritmos de la manera popular argentina’
q I Movimento: Allegro decidido   4.47
w II Retama: Allegretto   4.33
e III Danza: Allegretto   4.00 
r Estilo, A la manera popular (1952)   4.34 
 La Siesta. Tres Preludios (1952)   8.02
t I El Patio: Tranquillo   2.15
y II El Sauce: Lento   2.39
u III Gorriones: Allegretto   3.08 
i Pampeano (1952) 3.27
o La trade en Rincón (1952)   2.50
p Las niñas (1953)   5.57
a Romance de Cuyo (La Zamacueca) (1953)   5.04
     75.43
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consists of nothing but a rather hypnotic tune over soft left-hand chords: this mysterious 
foreign woman breathes the air of classical antiquity. No. 10, ‘Alina’, is a slightly bigger 
piece, rounding off the whole set with a vivacious dance.
 Finally, in the Diez Cantos Populares (10 Popular Songs) of 1974 Guastavino offered 
a kind of ultimate distillation of his art. He had so absorbed the rhythms and intonations of 
Argentinian folk and popular music into his bloodstream that it is impossible to say where 
tradition leaves off and individual creation begins. In his spare, clear, late style these 
short and songful pieces reach deep into the essence of melody and present the results 
in concise, almost crystalline forms. The fl uidity of the melodic lines and the subtlety 
of their pianistic and harmonic setting again prompt comparisons with late Fauré. The 
resemblance is especially close in a piece like No. 8, where the melancholic intensity of the 
harmony, further intensifi ed by the tolling drum rhythm of the left hand’s repeated notes, 
creates an impression out of all proportion to the mere physical dimensions of the work. 
 It is notable that here Guastavino eschews descriptive tempo-markings, merely 
indicating a metronome mark and letting the interpreter fi nd the inner character of the 
work. Mostly elegiac and refl ective, the Cantos Populares have not entirely abandoned the 
exuberance and delight in strong rhythm of his earlier years, with the scherzo-like No. 3, 
the playful No. 5 and the blithely capering No. 10 as vivacious examples. Elsewhere, as 
in No. 9, evocations of choric song coexist with hints of the dance. In this fi nal collection 
Guastavino takes leave of piano music with the supreme artistry that conceals art. 

    Note © 2008 Calum MacDonald 

Martin Jones has been one of Britain’s most highly regarded solo pianists since fi rst coming 
to international attention in 1968 when he received the Dame Myra Hess Award. The same 
year he made his London debut at the Queen Elizabeth Hall and his New York debut at 
Carnegie Hall, and ever since has been in demand for recitals and concerto performances 
on both sides of the Atlantic.
 He is a prolifi c recording artist and his many discs for Nimbus Records include the 
complete solo piano works of Mendelssohn, Brahms, Debussy, Grainger, Szymanowski 
(voted Best Instrumental Recording of 1996 by the Spanish magazine ‘CD Compact’) 
Stravinsky, Korngold and the sonatas of Alun Hoddinott. He has recently recorded 
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 DISC TWO
 Diez Preludios (1952)   22.43
1 I La Dama Dama: Allegro giusto   1.06
2 II La fl or de caña: Adagio molto cantabile   2.18
3 III Rimoron: Allegro   1.35
4 IV Margarita: Grave   3.23
5 V Bordando para la reina: Allegretto   1.55
6 VI Una niña bonita: Allegretto semplice   2.54
7 VII ¡Cuantas estrellas!: Allegretto scherzando  1.44
8 VIII Un domingo de mañana: (Fuga a 3 voces) Andante 3.42
9 IX La torre: Molto allegro   2.14
0 X En un coche va la niña: Allegro piacevole   1.52

 Diez Cantilenas Argentinas (1958)   42.12
q I …Santa Fe para llorar: Moderato   3.52
w II Adolescencia: Allegretto moderato molto espressivo 4.22
e III Jacarandá: Andante   5.09
r IV El ceibo: Andante cantabile   2.58
t V Abelarda Olmos: Andante sostenuto   5.11
y VI Juanita: Andante semplice   2.57
u VII Herbert: Andante   6.09
i VIII Santa Fe antiguo: Andante sostenuto   3.20
o IX Trébol: Molto lento   3.09
p X La casa: Andantino   5.05
     65.00
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 At the end of the 1950s Guastavino began to write a series of musical depictions 
of people both real, remembered or – most often – imaginary. He published fi ve of 
these ‘imaginary portraits’ for solo piano under the collective title of Las Presencias 
(Appearances), though there are further Presencias for other instrumental combinations. 
The nature of the characters portrayed may be inferred from the music, and Guastavino 
informs us that any resemblance to real persons is entirely coincidental. ‘Loduvina’, 
dated September 1959, is evidently a delicate and elegant girl, dancing in waltz time in 
Guastavino’s favourite E minor, with a sensuous turn to the major in the central section. 
‘Ortega’ (April 1960) begins in carefree mood with a lyric tune and a bit of dancing 
syncopation, but the dance becomes infectious and increasingly fl amboyant before the 
high simple tune (perhaps Ortega whistles it) comes back to round off the piece. 

From July 1961, ‘Federico Ignacio Cespedes Villega’, despite his dignifi ed 
name, seems a capricious and energetic character, perhaps a horseman, to judge from the 
riding rhythms discernible through the piece’s many changes of metre. In fact this is a real 
virtuoso number, with several subsidiary themes and a climax that radiates joie-de-vivre 
that persists to the ebullient conclusion. ‘Mariana’, by contrast, from October 1961, is an 
exquisite lyric, a sad song of great melodic purity simply accompanied with bittersweet 
harmonies, with a brief burst of tearful chromaticism towards the end. ‘Horacio Lavalle’ 
followed in December 1961. The subject seems a thoughtful man, but given to swings of 
mood, from legato meditation to dry, bare staccato textures and passionate chromatics and 
then languid musing again. The result is a rather complex, elusive piece of great melodic 
attractiveness.
 In 1966 Guastavino followed up Las Presencias with a further musical portrait-gallery. 
In Mis Amigos (My Friends) we are on fi rst-name terms, but each of the ten characters is 
also associated with a particular street in Buenos Aires. The forms and textures of these 
pieces are simpler, sparer, as Guastavino refi nes his ‘late manner’: there is hardly an 
unnecessary note. The individual numbers hardly call for individual comment, so clearly-
defi ned are they in themselves. Whether real or imaginary, the friends pictured within 
are depicted with unfailing affection and sympathy. Some sadness (in G minor) envelops 
No.3, ‘Ismael’. No.7, ‘Alberto’, is apparently an aesthete, to judge by his voluptuous and 
fi nely-graded harmonies. No.8, ‘Casandra’ is marked un poco misterioso, extraño, antiguo and 
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 DISC THREE
 Tres Romances Nuevos (1955)   11.00
1 I La niña del rio dulce: Sherzando, un poco vivo  7.13
2 II El chico que vino del Sur: Allegretto   3.47

3 Pueblito, mi pueblo, Cancion Argentina (1957)   2.28
 
 Las Presencias (1961)   19.16
4 I Loduvina: Allegretto piacevole un po sostenuto 3.54
5 II Ortega: Andante sostenuto   3.45
6 III Federico Ignacio Cespedes Villega: Allegro  3.59
7 IV Mariana: Sostenuto   2.50
8 V Horacio Lavalle: Andantino   4.48
 
 Mis Amigos (1966)   21.35
9 I Luisito, de la calle Concordia: Allegretto   2.44
0 II Nelly, de la calle Río IV: Andante cantabile, 
  un poco sostenuto   2.53
q III Ismael, de la calle Teodoro García: Andante sostenuto 3.07
w IV Pablo, del Aeroparque: Andante un poco mosso 1.48
e V Fermina, de la calle Aranguren: Allegretto cantabile 1.42
r VI Gabriel, de la calle Andonaegui: Allegretto semplice 1.40
t VII Alberto, de la calle Posadas: Lento   2.17
y VIII Casandra, de la calle Galileo: Larghetto   2.08
u IX Damián, de la calle Malabia: Andante giusto  1.39
i X Alina, de la calle Lacroze: Allegro   1.37

o - k  Diez Cantos Populares (1974)   18.15
     72.40
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of its haunting tune. Half way through the tonality switches to A major, and a series of 
sadly descending phrases provide the basis for the quiet coda. No. 9 (Trébol, the word for 
‘clover leaf’) is a restrained and shapely lyric, again relying on the repetition of its head-
motif in various different keys and harmonizations; a quicker, scurrying motif appears 
for contrast, and to form the coda. The last of the Cantilenas is La Casa (The House), a sad 
and ruminative Andantino in E fl at minor of piercing expressiveness. Here again, in this 
profoundly elegiac music, infused not so much with nostalgia as the pain of memory, the 
kinship with Fauré’s middle-period Barcarolles is striking. 

CD3
In 1955 Guastavino planned a set of Tres Romances Nuevos (Three New Romances), but 
he appears only to have written two of them; certainly only two have been published. 
The fi rst is a quite extensive, episodic piece calling for considerable virtuosity. La niña del 
rio dulce (The girl with the sweet laugh), in A major, is marked scherzando and is full of 
elaborate and often brilliant piano writing as it decorates its creamy main melody. Several 
delicate rhythmic fi gures may be the girl’s laughter. A slower, waltz-time middle section 
in C sharp clearly steers her onto the dance fl oor and works up a whirling exuberance 
before the materials of the outer section return in varied form: there is a climax of ardour 
over a pulsing F sharp pedal which persists as the melody dies away. The second of the 
Romances Nuevos is a much simpler piece dating from 1957, though it exudes a mysterious 
melancholy. The fi rst part of El chico que vino del Sur (The boy from the South) is musingly 
lyrical and is directed to be played ‘in the manner of an improvisation’. The dreamy central 
tune is presented over a gently lapping accompaniment to be played ‘monotonously, 
without colour’. The opening music returns and the closing bars stress a dissonant B fl at 
against the D major harmonies, hinting at some concealed sorrow.
 Pueblito, mi Pueblo (O little town, my town) was one of Guastavino’s earliest songs 
and one of his greatest popular successes; it might be described as the Argentinian ‘Home, 
sweet Home’. In 1957 he recast the song as a solo piano piece, dedicated to his parents. 
The direction Andante nostálgico perfectly indicates its character, though the tune rises to a 
grand retorical statement in the concluding verse. The piece is a perfect miniature, full of 
affectionate longing.
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The history of Argentine concert music during the 20th century was a process of the 
absorption of various European infl uences and their melding with more indigenous 
traditions. In the fi rst centuries of European settlement, Spanish and Italian religious 
music played a prominent part, and in the 19th century Italian opera in general – and 
Rossini in particular – exercised a profound infl uence on the cultural development of 
Argentinian musicians. In the late 19th and early 20th centuries Argentine composers 
tended to study in Europe or North America, and the result was the appearance of a 
number of striking personalities who eventually  attracted world-wide attention. Three 
names now stand out: Alberto Ginastera, who applied techniques he observed in Bartók 
and Kodály to Argentine folk models, and then developed in a more radical avant-garde 
direction; Mauricio Kagel, whose music explored elements of theatre, surrealism and the 
absurd; and Astor Piazzolla, the supreme master of the Argentine national dance, the 
Tango, who succeeded in spanning the divide between popular and sophisticated tastes 
with his highly original developments of the genre. More recently the music of Osvaldo 
Golijov (b. 1960) has commanded attention for its synthesis of many diverse infl uences, 
inluding Tango and Klezmer music.
 In addition to these salient – and stylistically extremely diverse – fi gures, a number 
of composers of high quality remained known principally only within Argentina 
itself, equally inspired by European Romanticism and Argentinian traditions, working 
especially with a harmonic palette inspired by the guitar, and various stylizations of dance 
rhythms. Some of these – composers such as Carlos López Buchardo, Julián Aguirre, and 
Luis Gianneo – produced music of high quality that is only gradually becoming known 
in the wider world, and the leading creative fi gure among them was Carlos Guastivino, 
celebrated by his countrymen as probably the greatest exponent of Argentine Romantic 
nationalism. 
 Unlike the idiom of Ginastera, his almost exact contemporary, Guastavino’s music 
remained fi rmly based in the language of the late 19th and early 20th century. He defi antly 
rejected many contemporary innovations, such as 12-note serialism and musique concrète, 
maintaining that music should be based on singable melody and tonal harmony, and 
written for the here and now, not for discovery by future generations. Though this attitude 
isolated him from Argentina’s modernist and avant-garde movements, he succeeded 
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infl ected with the minor) is more obviously Argentinian in accent, but equally subtle in its 
harmonic colouring. The two ideas alternate again in varied form, the music turning to G 
major for a bare coda. 
 No. 3 (Jacaranda) is an intricate Andante in A fl at, frequently in four real parts, though 
these may combine into chains of thirds or octaves. The characteristic triplet turn of the 
melody perhaps evokes the swaying tree in the wind. The piece engenders an unexpected 
burden of emotion, mounting to a superbly-controlled climax, subsides, then rises again to 
a brief blithe burst of song against guitar-like chords before the delicatissimo coda. A piece 
like this is reminiscent, in its harmonic subtlety, its structural control, its complex freight of 
regret and exaltation, of the middle and late-period piano works of Fauré. Cantilena No. 4 
(El Ciebo) in E major evokes the eponymous tree whose blossom is the national fl ower of 
Argentina. Its elegantly swaying and declining melody gives way to a melancholic fi gure 
in parallel sixths over a throbbing bass rhythm; these two elements are alternated. 
 The next three pieces seem to be imaginary portraits, a genre Guastavino was to 
exploit some years later in Las Presencias. Cantilena No. 5, an elaborate, even voluptuous 
Andante sostenuto in F minor, is entitled Abelarda Olmos. The elaborate drapery of the music’s 
arpeggiated fi guration is stirred by touches of distant fanfare and the melancholic serenade, 
it may be, of a hopeful suitor. A central climax in grand rhetorical passion reviews the main 
theme, and the fanfare brings back the serenade, now in a more fulfi lled F major. But a 
sudden, glittering quasi-cadenza, scurrying down into the left-hand’s lowest register, seems 
an ironic route to the fi nal bars. No. 6 (Juanita) portrays a very different girl con innocenza 
e candore in G major. The tempo is Andante semplice, and this is more like Guastavino’s 
popular pieces of old, but subtler in its textures and form, cunningly developing the 
dactylic fi gure that opens the principal tune into a substantial paragraph. No. 7 (Herbert), 
which is the only piece to bear a separate date (October 1957), is another multi-sectional 
movement, the serene melodizing of its opening section stressed by secundal clashes and 
then giving way to a more enigmatic one dominated by a ‘monotonous’ two-note staccato 
rhythm. These elements are elaborated, the two-note rhythm coming to dominate the coda 
with its hints of plangent tragedy.
 The remaining pieces are simpler. Cantilena No. 8, (Santa Fe antiguo) is marked con 
intimo sentimento and is an A minor ballad almost entirely built out of verse-repetitions 
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instead in creating a national music that was genuinely popular and accessible to a 
very wide audience, and he exercised a signifi cant infl uence on a younger generation of 
composes who grew up in the 1960s and 70s. His works were popular with both public 
and performers, and – like few composers in any age or country – he was able to live on 
his royalties and performing rights. A talented pianist whose fl amboyant playing style is 
refl ected in his mode of writing for the instrument, Guastavino’s piano works enshrine the 
essential characteristics of his musical personality. 
 Carlos Vicente Guastavino was born and died in the town of Santa Fé, capital of 
the northern Argentine province of the same name. Born on 4 May 1912, the third of six 
brothers, he was the son of a painter and decorator, and was originally intended for a 
scientifi c career. The family, of Italian descent, nevertheless included many amateur 
musicians, and the boy’s musical talent was early evident. He studied piano in his home 
town with Esperanza Lothringer and Dominga Laffei. When he moved to Buenos Aires he 
completed a degree at the national university and began a career as a chemical engineer. 
However, on a music scholarship, he continued his piano studies with Germán de Elizalde 
at the National Music Conservatory while becoming a private composition pupil of the 
composer and music educator Athos Palma. 
 In the 1940s Guastavino became internationally known as a pianist, touring through 
South America, and performed several times in London at the invitation of the BBC, and 
received a scholarship from the British Council. In the 1950s he toured the USSR and 
China as composer and performer. Throughout his career he received many important 
awards. Guastavino’s later years were shadowed by depression, however. One of his 
brother, a guitarist, committed suicide in 1961, and after the death of his mother in 1975 
Guastavino abruptly gave up composition for over a decade, only resuming in 1987 with 
the encouragement of Carlos Vilo, leader of a vocal and chamber group that performed 
much of Guastavino’s music. Because of ill-health and failing memory he eventually 
retired to his native Santa Fé, where he was looked after by his sister and died, aged 88, on 
29 October 2000.
 Guastavino was fortunate to fi nd an internationally-capable publisher – the 
celebrated Italian house of Ricordi – early in his career. And he was a prolifi c composer: 
as well as his sizable output of piano works he is estimated to have written more than 
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principal two-bar motif, delicately threaded through diffferent textures and tonalities and 
given life by the sharp pinpricks of its dissonant grace-notes, until the mock gravity of the 
slower fi nal bars. The subject of Una Niña bonita (A pretty girl) might be a shepherdess, 
to judge by the lazy, innocent pastoral tune that sounds against a bagpipe drone. But 
an episode in bell-like fourths leads into a more romantic setting of the tune against 
languorous left-hand arpeggios. The delightfully-titled ¡Cuantas Estrella! (How many 
stars!) is a scherzando piece which hints amiably that there are more things to do at night 
than gaze at the stars, despite the twinkling harmonies of start and fi nish. 
 Un Domingo de Mañana (A Sunday Morning), as already mentioned, is cast as a three-
voice fugue, a meditative E minor study academically complete in episodes, inversions, 
stretti and sustained pedal-point that shows off the purity of Guastavino’s counterpoint 
but never loses touch with the melancholic air of the song. The fi nal entry has the tune 
in grand bass octaves and a Bach-like turn that leads into a fi nal few cadential bars in 
Baroque dotted rhythm. La Torre (The Tower), by contrast, is a kind of toccata in a fast, 
riding rhythm, with hunting-horn imitations that turn into trumpet fanfares (evidently 
this is a tale of chivalry and battlements), and distinguished by the staccato, percussive 
nature of the left-hand writing. Finally a ride of another kind in En un Coche va la  Niña (In 
a Coach goes the Girl), a blithe setting of a carefree melody with sparkling use of the upper 
registers: perhaps the coach-horses have bells in their harness 
 The Dies Cantilenas Argentinas completed in Buenos Aires in April 1958 is 
Guastavino’s other major cycle of the 1950s, and in contrast to the Preludios the individual 
movements are more expansive, mostly evoking places or fl owers. (The titles appear in 
brackets, almost as afterthoughts.) Indeed Guastavino’s compositional manner seems to 
be changing: there are few really fast pieces, and fewer relying on a strong dance-rhythm. 
Melody, harmony and rhythm are all undergoing a process of refi nement, and the result 
is more like lyric poetry than song. The very different temper of the cycle is immediately 
apparent from the intimate, meditative tones of Cantilena No. 1, Santa Fé para llorar … 
(Mourning for Santa Fé) in E minor. A plangent recitative introduces a deeply thoughtful, 
elegiac melodic invention. No. 2 (Adolescensia), dedicated to the composer’s sister Ina, is 
a study in fl uid, rather melancholic chromaticism. While the opening section is almost 
reminiscent of Skryabin, the long-breathed tune of the central section (D major continually 
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500 songs, many still unpublished. These include settings of poems by Pablo Neruda, 
Jorge Luis Borges, Rafael Alberty and Gabriela Mistral. Some of his songs, such as Pueblito, 
mi pueblo, La rosa y el sauce and Se equivocó la paloma, rapidly became national favourites 
in Argentina, and his songs entered the repertoire of such singers as Concepció Badia, 
Victoria de los Angeles, José Carreras, Gérard Souzay and Teresa Berganza. On the 
strength of his song output, Guastavino has sometimes been called ‘the Schubert of the 
Pampas’. In addition to chamber and choral works (such as sonatas for violin and clarinet 
and the cantata Despedida for baritone, chorus and orchestra) and also pieces for guitar 
(including three sonatas), Guastavino composed some orchestral works, including the Tres 
Romances Argentinas, written in London and premiered by the BBC Symphony Orchestra 
under Walter Goehr, a Suite Argentina and the ballet Divertissement: fue una vez, the score of 
which is unfortunately lost.  
 Though he inveighed against many modernist trends of which he disapproved, it is 
possible to overstate the ‘conservatism’ of Guastavino’s musical language. He was never 
afraid of bracing dissonance. His piano style draws on many sources – Albeníz, Granados, 
Rachmaninov, Chabrier, Falla, Debussy and Ravel as well as the generation of Argentinian 
composers who preceded him, such as Alberto Williams, Ernesto Drangosch and Julián 
Aguirre. But Guastavino’s is a quietly distinctive voice – his works manifest a very 
personal mixture of elegance, nostalgic sentiment and brio, through which the popular 
spirit of the original folk melodies and rhythms always remains fresh, even at moments of 
complex rhythmic, harmonic or contrapuntal elaboration. 
 The works heard on these discs are programmed in chronological order, which 
allows us to trace the development of the composer’s art. As we discover, following a 
period spent exploring classical sonata form in the 1940s, Guastavino’s music moved into 
a more intensely nationalist expression, as exemplifi ed by the Diez Cantilenas Argentinas 
(Ten Argentine Songs, 1956-58), which were hailed by some critics as the high point of his 
piano output. Thereafter, his style underwent a radical simplifi cation, eschewing orthodox 
development, seeking to encapsulate the musical essence of each inspiration in a single 
short span.
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being played out on the ballroom fl oor, culminating in a hint of tragedy (marked dramatico) 
before the innocent opening idea returns and then vanishes in a spiralling upwards scale.
 Romance de Cuyo is subtitled La Zamacueca – that being a 19th-century dance 
that originated in Peru as a variation of the Spanish Fandango with Creole and African 
infl uences and spread to Bolivia and Argentina, where it is now generally known as the 
Cueca. Cuyo is the mountainous, wine-producing region of Argentina which includes some 
of the highest peaks in the Andes. Guastavino’s Romance starts off as a skittish, quicksilver 
Allegretto in C sharp but, like Las Ninas, generates a complex mix of rhythms and passions 
as it proceeds. The fi rst main section with its lilting dotted rhythm is succeeded by an 
exuberant stamping section and then a smoky, soulful D fl at cantabile that leads in its turn 
to an increasingly fl amboyant waltz-time development. There is a grandiose return to the 
initial tune, with the stamping music forming a barnstorming coda.  

CD2
From the same time as the latter pieces on CD1 comes Guastavino’s set of Diez Preludios 
(10 Preludes), composed in Santa Fé. Not all editions give its subtitle, sobre temas de 
canciones populares infantiles. Somewhat similar to the Guia prático of Villa-Lobos in 
Brazil, these Preludes are beautifully concise settings of Argentine children’s songs, carried 
out with all the charm and resource at the composer’s command. But the parallels here 
are not with Debussy’s impressionistic Préludes. The textures, while simpler than those of 
Guastavino’s sonata-based works of the 1940s, are more obviously polyphonic, a tendency 
that climaxes in the fugue of Un Domingo de Mañana. The model, though not the sound, 
would seem to be principally J. S. Bach. 
 This is immediately evident in the fi rst Prelude, La Dama-Dama (The Lady-Lady), 
which is essentially a (mildly polytonal) two-part invention. La Flor de Cana (The Reed’s 
Flower) is a calmly fl owing meditation in three real parts, while the cheerful Rimoron is a 
kind of gigue with imitative contrapuntal entries. The melody of Margarita unfolds over a 
deep pedal, pulsing in dotted rhyth: Guastavino points out in a footnote that the melody is 
actually a palindrome, and the Prelude itself has palindromic features, unwinding (though 
not too literally) back to its beginning from its mid-point.  
 Bordando para la Reina (Embroidering for the Queen) is a merry invention on its 
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DISC ONE
Three short pieces from 1940 are among Guastavino’s earliest works, and the fi rst two, 
Gato and Bailecito, rapidly became so popular that they really launched his reputation. 
All three refer to the area of Argentina in which Guastavino was born and brought up. Gato 
is a scintillating piece in A fl at: the title is Spanish for ‘cat’, but it is also a cheerful dance 
from Córdoba province in north-west Argentina (where it is said to have come from Peru 
in the early 19th century), usually danced by couples. The male dancer pretends to court 
the girl with sinuous and elegant steps, perhaps meant to suggest a cat, and refl ected in 
Guastavino’s right-hand direction con mucha elegancia. The Bailecito is a gentle dance known 
in Northern Argentina and Bolivia; it usually has three verses. Guastavino’s languorously 
atmospheric piece, dedicated to the composer Manuel Gómez Carillo, hovers around C 
sharp minor, and here the direction is con mucha delicadeza. It has a three-part form (though 
the fi rst part is immediately repeated), with a rather brooding central section in the same 
tempo as the outer ones. In both these pieces the layout on three staves is reminiscent of 
the Debussy Préludes, and the subtlety of Bailecito, with its layered textures, points up the 
resemblance. The title of the third piece, Tierra Linda  (beautiful earth, beautiful country) 
is a phrase often used to describe Argentina itself, and especially the north of the country. 
A rhetorical, improvisatory opening leads to a vivacious F major Allegretto in a typically 
fl exible combination of 6/8 and 2/4 time-signatures. A skittish but more melancholic 
central poco meno mosso with some will-o’-the-wisp whole-tone harmonies and reiterated 
bell-like chords brings a foreshortened but exuberant return of the opening music.
 Guastavino’s Sonatina in G minor of 1945, one of many pieces dedicated throughout 
his career to his close friend Juan Carlos Legarre, has three movements and might be 
regarded as a study for his Piano Sonata of two years later. The writing is sparer, more 
linear and perhaps technically rather easier than in the 1940 piano pieces. The Debussy-
Ravel infl uence on the liquidly sinuous Allegretto fi rst movement is patent; and a hint of 
melancholy underlies its surface activity. The minor mode persists in the C minor opening 
of the Lento muy expresivo slow movement, rising soon to a passionate song marked bien 
cantado; in the closing measures the music fi nds fulfi lment in a beautiful transition to 
the relative major, E fl at. The fi nale is an irrepressible Presto that cuts many unexpected 
syncopated rhythmic capers. Much of the movement is pitched on the dominant of G 
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movement to the A minor of the fi rst, and the second theme of Movimiento  is recalled 
before the deft coda that dies away to almost nothing. 
 Estilo (Style), subtitled A la manera popular, seems like a kind of appendix to the 
Sonatinas. Composed in 1952, and dedicated to Guastavino’s fi rst piano teacher Esperanza 
Lothringer, it begins with a fl amboyant improvisatory few bars marked ‘Exalted’ (Esaltado) 
and passes to a haunting song-like melody over a gently throbbing bass, building to a 
passionate climax and a return of the fl amboyant opening gesture. The tune is repeated, 
sadly, and fades out in the peaceful closing bars.
 La Siesta, published in 1955, is a group of three Preludes, ‘El Patio’ (The Courtyard), 
‘El Sauce’ (The Willow) and ‘Gorriones’ (Sparrows). The fi rst two breathe an air of sultry 
calm: ‘El Patio’ is an easily-fl owing Tranquillo in E minor, ‘El Sauce’ a lazy Lento in F 
sharp minor whose penumbra of held notes in the fi guration recalls some of the Debussy 
Préludes, though a momentary slew of forte dissonance perhaps evokes a storm wind. This 
piece is dedicated to the memory of the composer Julián Aguirre. Guastavino’s sparrows, 
in the lively third piece, are perhaps avian equivalents to Debussy’s Poissons d’Or, but their 
descriptive chatter and pecking is done in a delightfully lilting waltz-rhythm.
 Pursuing these Debussy analogies, which seem especially pertinent to Guastavino’s 
works of the early 1950s, it is evident that Pampeano is at least in its fi rst section a brilliant 
‘wind’ study, evoking the wind upon the Argentine steppe, a kind of Latin American Le 
vent dans la plaine. But the central section is a frankly popular melody, simply but lovingly 
harmonized and allowed space to expand before the rushing, gusty arpeggios of the 
opening return. This piece dates from 1952, as does La Tarde en Rincón (Afternoon in 
Rincón), referring to San José del Rincón, an old riverside village near Santa Fé. This A 
major work is another ‘siesta’: nothing disturbs the peace (the marking is Apacabile) of its 
exquisitely relaxed ternary form. 
 More complex are the two pieces from 1953 that conclude this disc. Las Ninãs (The 
Girls), dedicated to the actress Haydée Giordano, starts out as if it is going to be a charming 
miniature, but its romantic tune unexpectedly develops in scale and intensity and proves 
to be only the fi rst part of a multi-sectional form instinct with passion and playfulness. 
Perhaps delineating the many female roles the dedicatee might have played, Guastavino 
creates a sense of several intimate dramas of love, ardour, disillusionment and affection 
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minor, but a joyous transition is made to G major in the fi nal section, and the piece ends 
with pianistic fanfares. 
 The Piano Sonata in C sharp minor, Guastavino’s most substantial solo piano piece, 
is dated ‘Buenos Aires, 1947’. He apparently intended the work as a homage to Beethoven’s 
celebrated Sonata No. 29 in B fl at, op. 106 – the ‘Hammerklavier’. Though Guastavino’s 
sonata is on nothing like the scale of the Beethoven – it is charactaristically concise – its 
four movements are similarly proportioned and have, to some extent, similar forms. It 
will be remembered however that Beethoven has an expansive slow movement, placed 
third, and then a Largo slow introduction to the fugal fi nale. Guastavino’s third movement, 
which joins the fi nale without a break, combines these functions. Moreover the subject of 
his fugue signals a defi ant ‘Argentinizing’ of the Classical form. Throughout the work, the 
melodic and harmonic invention are infused with Guastavino’s characteristic lyricism and 
reminiscences of Argentine folk rhythm.
 The Sonata opens with a gentle, almost nostalgic Allegretto intimo fi rst movement. The 
second theme, with its initial three repeated notes, perhaps slyly recalls the opening theme 
of the Beethoven Fifth Symphony in a completely different context. The short exposition 
section is repeated and moves into a subtle development whose brief climax concerns the 
‘Beethoven 5’ motif. A compressed and decorated recapitulation fades out irresolute, and 
the next movement follows without a break.
 Here there is a stronger correlation with Classical style: the movement is a very fast 
Molto vivace scherzo in F sharp minor, a rhythmically nervous and uneasy moto perpetuo 
of great brilliance, scrambling up the keyboard and then down again. A more hesitant, 
brightly chiming Trio is followed by a reprise of the scherzo, and then the third movement 
begins with a recitative-like section in C sharp minor and moves to a passionate, soaring 
middle-section of almost Rachmaninovian force. A decorated version of the recitative 
returns and the movement fades out on a nagging two-note motif. This prepares for the 
Fuga y Final that follows on seamlessly, with the fi rst enunciation of the fugue theme – 
which turns out to be a popular Creole tune from the Rioja region, ‘Viniendo de Chilecito’ 
(Guastavino had already used it in his Cuatro Canciones Argentinas). With its fi ve- or six-
times reiterated initial note it makes an easily-recognizable fugue subject which Guastavino 
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handles with great ingenuity in the most substantial and fully-worked movement of the 
whole sonata. 
 While the writing around the main fugal entries betrays some kinship with the 
Fugue from Ravel’s Le Tombeau de Couperin, the passionate and even violent episodes, 
where Guastavino splits off two-note or three-note fi gures from the subject, are wholly 
individual. A fi ve-note semiquaver cadential motif injects a momentary note of classicism, 
but the movement develops considerable romantic grandeur before subsiding over a bass 
ostinato and then rising to an expansive climax. At this point the second subject from 
the fi rst movement – the ‘Beethoven 5’ theme – makes a reappearance and becomes the 
focus of the fi nal, non-fugal pages of this remarkable sonata, which ends with an almost 
throwaway coda of quiet, staccato dance-rhythms.
 Guastavino was living in London when, two years further on, he produced a triptych 
of Tres Sonatinas, marked Sobre ritmos de la manera popular argentinas – ‘on popular 
Argentine rhythms’. The triptych looks at fi rst as a group of three separate pieces, all in 
modifi ed sonata form. However, they manifest an inner unity, for the main themes of 
the second and third pieces are in fact variations of the melodies encountered in the fi rst 
piece. This opening movement, Movimiento, in A minor-major, is in a loping 6/8 time with 
many variations of accent and a guitar-like tang to much of the writing. The exposition 
is repeated literally, while the development treats the main theme in fugato style. A 
shortened recapitulation leads to a nostalgic Andante coda over an A pedal, with further 
guitar reminiscences in the arpeggiated chords.
 Retama, an E minor Allegretto dedicated to the pianist Maria Inez Gómez Carrillo, an 
early champion of Guastavino’s piano works, is a charming piece in waltz tempo calling 
for a fi ne technique. After a climax with sonorous bass octaves the tonality turns to the 
major and the waltz is presented in lusher, slower guise, fading out in softly-pedalled 
romance, like the fall of evening.
 The third ‘Sonatina’, in A fl at, is labelled Danza, and is clearly related to the country 
dances of the Pampas with its continual playing-off of 6/8 against 3/4 metre. Dedicated 
to the famous virtuoso Rudolf Firkusny, it demands alert rhythmic delivery and a wide 
range of touch, especially a delicate staccato. In the last pages the cyclic nature of the 
three movements is revealed: the dance modulates through the E minor of the second 


