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Tm: SPANISH pianist Ricardo Viñcs (b. Lleida. 1875; 
d. Barcelona, 1943) earned during hi~ lifetime an 
intemational reputation as an interpretcr of Spanish, 
French, and Russian piano literature. Thereafter his 
uncanny ability to foresee what we now consi<ler 
masterpieces of thc piano literature has been widely 
recognized. This is the case with Debus<>y'<.; Estam­
pes and L'is/e joyeuse, Ravel's Gmpard de la 1111it 

and Falla ·s Cuatro pie:,a.\· espmiolas. which are among 
the many compo-.ition'> Viñe-. premiered. However, 
his biographcrs ha ve overlooked or mentioned only in 
passing that Viñes toured the South Conc in thc 
l 920s to settle in Argentina for a period of almost six 
years in the l 930s. during which he also touret.l 
Uruguay and Chile. Thc outcome of Viñes's South 
American chapter has proven to be a fascinating onc 
for not only <.lid he delight those who atten<lcd his 
concens, but he also left an invaluable legacy hehind 
for generations of pianists to come .1 

1 Extracted from thc author\ unpubli\hed di,,erration 
"'Ricardo Víñe'> and che Diffu,ion of Early Twentieth-Ccntury 
South Amencan Piano Literacure .. (Ph D. díss ., Catholic Um­
ver,icy of Amcrica. 2002). Thi' 'tudy pro' idc, thc fir,t comprc­
hen'i~c biographicaJ \ource on Ricardo Viñc' ·, Soulh Amencan 
chapter. gi\ ing Jetailed dc\cript1on of hi, concen~ in the 192(h 
and 1930,. Ba,cd on onc hcrc1oforc-ncglcctcd portion of 
the Ricardo Víñes collection found in the va!>! Moldcnhauer 
Archive~ (located al the Líbrary of Congre~• an<l Houghton 
Library at Hanard Univer~ityJ and thc documcnh found in thc 
Archivo Ricardo Viñe"> (locatcd 111 the Auditorio Enrie Granado\ 
in Lleida). chh di,'>enation doc.:urnerll\ Viñes ·s in1erac1ion wr1h 
South American composers in Pari\. Bueno'> Aire\. Montevideo 
and Santiago de Chile. 

This article ~ummari1es the contribution of Viñes 
to the piano líterature of South America. The maín 
aspect of this is Viñes's dissemínation of South 
American works through his nurnerous concerts both 
in Europe ' and in South Amcrica and, to a lesser 
degree, through rccordings. Though indirectly. Viñes 
also contributed to publication of sorne of these 
seores. However, befare at.ldressing these issues. 
musical aspects ofViñcs's South American repertoire 
will be discussed. 

In ali. Viñes included in his repertoire some fifty 
pieces hy South American composers.1 Of them one 
wa-. Chilean. twenty-three wcre Argcntineans. three 
Uruguayans, three Brazilians and two Bolivians.~ 

Within slightly over a decat.le. beginning in April 
1922.5 Viñes incorporated in his piano repertoire 

:The 1110'>1 important European concert'> including South 
American repenoire by Víñe"> cook place in Parí~ in April 1922. 
Fehruary 1925. April 1926 and February 1936 (Salle Érard): 
January 1928. 1929. 1930(locatíon unkno\\n); July 1936(Con­
cen Re' ue Mu<>icale). In Spain: in March 1925 (Gran Kur\aal. 
San Sebastián}. and in May 1926 (Sala Par6. Barcelona). 

'The~e numher~ are ba,ed on .Jocumentcd concert' collcc1ed 
( \ee Appendix 1 ). h i' probable. ho wC\ cr. chat Viñe\ ·, reperto1re 
induded 'ome other South American compo,er~ thal were lcft 
ouc for lack of informacion. 

' Accually. of che two Bolivian,. Manuel Jo~é Bcna\cnte 
adopced che Argcminean citi,.cn\hip. but hccau~c hi'> compo~í­
lional outpul ¡., e-;,enrially Boli\'ían in ih tlavor. he ,!Jould be 
placed '"-Ílh composer Eduardo Caba. al<,o Boli\ ian. 

'Thi' wa~ thc dale of Vine,·~ fip,1 conc.:ert mduding Soulh 
American piano literacurc. h 1001' place at thc Salle Érard in 
Parh. 
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works that span. in terms of date of composition. 
almos! thrce dccades. Thc earlicst work is Aguirre 's 
Tristes, which dates from 1898. and the latcst is per­
haps Caha 's Aires indios. composed betwccn 1930 
and 1935. In surveying thcse pieces. dcspilc the 
eclectic styles. common characteristics are immcdi­
ately apparent; the mo<;I notable is in terms of fonn. 
There is an overwhelming presence of thc short 
piece. cither in its romantic variants, oras stylization 
of national folk dances. In connection to thc fonner, 
Pola Suárez-Urtubey has come to the rollowing con­
clusion in her studies of Argcntincan piano literature 
of the time:n 

Back lo lhc piano, it is noticeablc that the charactcr piecc 
is the basic gcnre in thc composers· rcpertoire ... in onc 
single movemcnt ... The idea is to cxpres¡. sorne kind 
of emotion. mo-.t likely undcfined. vague. [ancJ l almmt 
invariably melancholic. In our crcator'>. the Charakter­
stiicke adoptcd the same namcs ai. tho<,e by 1hc European 
Romantic lcomposers[. Thus. wc find bagatellcs. im­
promptus. capricci, intermczti. rhapsodies. snngs without 
word!>. scenes, album leavcs. novellettcs. reveries. humor­
esque. etc. Also lhis type of compositíon appears under the 
title of prelude or étm.le. 

Telling cxamples in Viñcs 's repertoire are Ar­
manJo Chimenti\ lmpromplll.\, José María Caslro's 
and José Gil\ Preludios. María Curubeto Godoy's 
Nocturno, ami Pedro Humhcrto Allende ·s Estudios.7 

Howcver. for the most part. this repertoire falls 
within thc scconJ category. namely. they consist of 
styli;;ations of national Jances or fol k tunes. oflen 
compiled in piano suites bearing programmalic tilles. 
Among thcm. can be cited Alberto William·s Poema 
de la Quehrada. Alfonso Broqua's Puema de las 
lomas. Juan José Castro' s Suite infantil. Gilardo 
Gilardi'<; Serie ar~entina. Carlos Pcdrell"~ A orillas 
del Duero, and Heitor Villa-Lobos's Prole do bebe. 

ºVolviendo al piano. puede \cñalar'e a la pie73 de carácter 
como e~pecie bá\JCa tic! repertorio tic e''º' compo,itore> ... en 
un ~olo movirnicnco ... La idea e' la de expresar algún tipo de 
emoción. má' h1cn indefinida. vaga. ca\i \iemprc mclanc6lica. 
Entre nue ... tro' creadores las charakteDtiicke adoptan fa., mis­
ma\ denominacione-. creadas por los románticos europeo' Así 
cncontramoi- bagatela\. impromptu .... capricho\. intennc11i. rap­
\odia,. rom:m1a' ,¡n palabras. C\cena\. hojas de album. novel­
lctte\. revene\. humorc,quc. etc. También bajo la denominación 
de preludio o C\tudio. pueden aparecer c'lª' compo ... iciones. 
Pola Suáro Unuhcy. "La crcacion mu'>ical," in Historia l(C'llt'ru/ 

del ar/(' 1'11 Ar¡:t'11/i1111 (Buenos Aires: Academia Nacional de 
Bella' Arte\, 1978). 13:!. 

7 For thc compo\er's country of origin \ec Appcnd1x 1. 

As for their dcscriptive tilles, many o f these compo­
sitions reílect the influcnce of the cultural conlcxt to 
which thcy he long. Referenccs to the countryside 
(i.e., Luis Cluzeau-Mortet's Visiones camperas) orto 
its popular urban culture are thcrcforc unavoidable. 
At time:-. thc tilles breathe Spanish inspiration, such 
as the ca'>e of Pedrell"s A orillas del Duero, but more 
often they cvoked the indigenous c ulture. for cxam­
plc Manuel Bcnavente's Música precolombina and 
EduarJo Caba's Aires indios. Thc only exceptions to 
thc short picce are the sonatinas of José André and 
José Gil. 

As the dance is the prevailing source for inspi­
ration, rhythm plays an important role in Viñes\ 
repertoire. The superposition or binary and ternary 
rhythms, e ither in vertical hemiola or in horiLontal 
alternation. is a common feature (i.é., Aguirre\, 
Tristes no. 3). Among the many types of dances 
represented in this repertoire are the vida/a. ~amba 
(i.e .. by Manuel Góme1 Carrillo). 11orte1ia (i.e., by 
Enrique M. Casella), clwcarera (i.e .. by Gilardo 
Gilardi). Raro (i.e .. Góme;; Carrillo's El misto/ero). 
and campera (i.e., by Carlos López Buchardo). That 
Viñes wa~ not inclincd to select his reperto irc for 
effcct but for expressive material is reflected in that 
these dances range from lhc slow tempo~ or the 
triste, through the moderate pace of the 11idalas, to 
the fast and \ivcly tempos of the dances. Among the 
latter. López Buchardo 's Bailecito is probably the 
most rcprcscntative and charming example.H This 
<;tatemcnt does no t imply that Viñcs avoided rhyth­
mical complex ity of whic h he demonstratcd clear 
control in performing Allende ·s 12 Tonadas. wrillcn 
in 7/8, 5/4. 9/8 and 6/8 mcters. 

Prefercnces in style are difficult to determine. Jt 
sccms thal in se\ecting works for public performance. 
Viñes wantcd to illustratc c urren! musical trends in 
South Amcrica. In continuing with his synopsis of 
piano litcrature from Europe.9 where hi~ concerts 

s Viñc\' rccQrding of Bailecito in the 1 930~ wa~ inclutlctl in 
Rican/o Vi1il'.1 cmd Fra11cis Planté (OPAL CD 9857. 1994 ). 

'
1 In his fir~t tour 10 Argentina in 1920 Viñes pc1fonned a mon­

umental \Críes of ~even conccrh cntitled "A synop~b of piano 
lirerature" in 11 hich he mcluded modcm compo!>er.. in cach eQll­
cert. ª' oppmed to thc chronological ordcr he had follo~ed in 
hi~ Pam. hi\torical concem hack in 1905. In ali he pcrformcd 
212 comp1)sitions hy \Orne fifly compo,cr~. encompa~\ing four 
centuric~ of piano litc rature history from the \Íxtccnth-century 
Spani~h comp<her Antonio de Cabe16n through l3ad1. Chopin. 
Schumann. and Li"t to d'Jndy, Ol!bU'-'Y· Ra, cl. Satie. Grana­
do' and Turina. 
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functioncd as a showcase of ali comemporary rnovc­
ments in composition. he picked an eclectic group 
of South American works. From the pcntatonic melo­
dies of Ben<1vente 's Mtísica precolo111bi110 to thc 
modal combinations in Allende's Melodías Krie~as, 
through Juan Carlos Paz\ Baladas lcd by a vague 
sense of tonality. Their compositional traits foil 
within !he post-Frnnck style (i.e .. Gil's Sonatina). 
neoclassicism (i.e., José María Castro ·s Preludio). 
and even post-Romantic or Wagnerian (i.e., Alfonso 
de Silva's Preludio). But this classification misses 
the esscntial quality of Vifies's repertoire. That is 
thcy werc selccted on the basis of expression, con­
veying vcry different imprcssions. cven at times 
each presenting contrasting emotions (i.e .. Allende's 
Tonadas). It is not by coincidencc that the short piecc 
prcdomínated in Viñes'<, repertoire. for on the onc 
hand it hest suitcd his goal of dissemination. enabling 
him to cncompass a wide range of styles at once. and 
on the other, it best adjusteu to his personalíty and 
artbtic ability. Viñes's extreme sensilivity tnrnslated 
in perfect understanding of the pieces performed. 
penetrating the spirit of the composition and re­
sponding to the composer\ will. Thus he felt at case 
with a conccrt program fi lled wíth short pieccs, 
where he could be the guidc of an audience travelling 
to a musical microcosmos. 

One could infer that Víñes neglected thc largcr 
works for lack of the specíal competence composi­
tions of this type require; namely. sense and under­
stancJing of structurc. or more importantly. physical 
and mental endurance. Howcver. that could not 
be the case with a pianist who rcgularly performed 
compositions such as Bcethoven's 32 Variatiom. 
Sonata in F Minor, op 57 (Appassionata). Balakirev's 
ls/amer. Franck 's Prélude. chora/ et fugue. ListL 's 
Sonata in B Minor or Mussorgsky's Pictures at cm 
exhihition. 10 Viñes's South American repenoire also 
includes sorne large scale works. such as Marie (?) 

Brínguet-Idiartborde 's Pcí¡:inas argentinas or Pas­
cual De Rogatis's El 1•ie11to. 

Tcchnically speaking. Viñes·s rcpertoire prcsents a 
variety of challengcs for the pianist. Perhap., the most 
cJemanuíng nrc Carlos López Buchardo's Bailecito, 

1" Viñe~ performed the~t: compmition\ in South America dur­
ing hi!. tou~ to Argentma and Uruguay in thc 1920\ and latcr 
'>Clllcment in Argentina ¡¡ntl Chile in the 1930~. Ali togcthcr he 
brought a rcpertoirc that con\i<.tcd of \OlllC 250 compo~ition' lor 
piano solo, four conccno\ for piano amJ orchc~tra and othcr 
chamber muMc piece!.. 

for it prescnts thc rnaín melouy over an intricatc 
constan! rhythm and Juan José Castro's Ay. Ay, Ay 
Cuándo veré a mí amor!, which carrics thc subject in 
the mi<ldle voice in long notes, while the upper voice 
(right hand) plays a broken chord figuration, ali in a 
"dreamy atmosphcre. " 11 Overall. and purposely so, 
this repcrtoire does not show a pianist's virtuosity, 
but it is híghly idiomatic and demands high artistic 
sensitivity to revea) its diffcrent flavors. 

In conclusion. bchind the apparcnt simplicity of 
thcse pieces líes a compact structure and condensa-
1ion of appcaling musical ideas. full of cxpression 
and emotion. that according to Viñes made this repcr­
toire rích and worthy of exposure to au<liences but 
more specially cohcrent \\ ith thc artistic personality 
of thc pianist. 

DISSEMINATION-CONCERTS 

Ce11ainly. Viñes did not promote South American 
compo~ers equallyY Based on the incidencc of his 
performances. al lcast three groups of composers can 
be e~tablished. 11 Thc first includes those composers 
that most bcnefited from Viñcs \ performances (over 
6 caneen programs incluuing 1heir compositions). 
Thcsc are Pcuro Humberto Allende, Juan José Cas­
tro, José Gil. Manuel Góme1 Carrillo. Carlos Lópe7 
Ruchardo, Carlos Pedrell, and Alberto Williams. The 
second group (from 3 to 6 concert programs includ­
ing their compositions) consists of Armando Chi­
menti, Pascual De Rogatis. Vicente Forte. Celestino 
Piaggio. and Heitor Villa-Lobos. In thc last group 
( 1 to 2 conccn programs including their compo~i­
tions) the following composers can be li~ted: Julián 
Aguirre. José André, Marie (?) Rringuet-luíartborue. 
Alfonso Rroqua, Eduardo Caba, Enriqe M. Casella, 
José María Castro, Luis Cluzeau-Monet. María habel 
Curubcto Godoy. Jacobo Ficher, Constantino Gaito. 
Gilardo Gilarui, Oswald Guerra. Adolfo Vitoria Luna. 
José Alberto Machado, Hcnrique Oswald. Juan Car­
io~ Pa1., Enrique Prins. Ricardo Rodríguc1.. Alfonso 
de Silva, Floro M. Ugartc and Raoul Vemcuil. 

"Robt:no García Morillo, "Juan Josc Ca.,tro: la mú~ica p.u·a 
piano." Temas.\' Comracamo.1 (November 1987): 13. 

11 Sec Appcnu1x 1. 
11 ThC\C group' are c~tabl i\hcd according to cxtant conccn 

progran1' and review~. bul thc incidencc of Viñc~ \ pcrform­
anccs wa\ prohably largcr. 
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Though it is impossihle for the purposes of this 
article to treat these composers individually, the case 
of Chilean Pedro Humherto Allende deserves special 
mcntion. Viñes's performances of Allendc's piano 
compositions cxcelled by far those of any other 
South American composer. Jf in the case of Argen­
tinean piano literature, Viñes's contribution can be 
cstimated in the number of Argentinean composers 
represented in his repertoire, on the other hand, in the 
case of Chilcan piano literature the contribution of 
Viñes comes almost exclusively reflected in his 
performances of Allende's works.14 Neverthcless, it 
can not be sufficiently emphasized that Viñes was 
responsibk for making known this Chilean composer 
not only in his own country, but abo in other South 
American countries anJ Europe. In ali. Viñes in­
cluded Allende's works in over thirty-six concerts 
given in such di verse meJiums as Paris's Salle Érard, 
the San Scbastián's Gran Kursaal. and the Liceo ele 
Hombres in Magallancs. Chile. In addition, Viñes 
gave lhe fir<,t performances of Allende 's Estudios nos. 
3, 4, 8 (Leyendo a Dostoiewsky), Miniaturas griegas 
and Tonadas nos 2-8. When Yiñes premiered the 
Tonadas in Paris, thcrc was an exceptional witness 
among the audience: 1~ 

1 n 1926 1 attcnded. at thc Salle Plcyel. in Paris, the tri­
umph of Allende. Ricardo Viñcs, the delightful pianist, 
linked to the glory of Debussy and Ravcl. performed four 
Tonadas by Allende in a program of modero pieces by 
Hindemith. Rosenthal. Trépard. Ferroud, Fairchilu, and 
Kocchlin. 1 bclicve 1 was thc only Chilcan in the full Hall 
and also the only person who did not clap at the entJ of thc 
performance of the Tonadas. My attention wa.., focul>ed on 

14 Viñes al\O possei.~ed \Orne manu,cript scorc\ by Chilean 
composer Cario' l\amitt. However. Viñe~ ·~ pcrforrnances of 
bamiu·~ work,. as well ª' Alfoni.o Leng·~ compositions. 10 
wh1ch Viñe1o had refcrrcd in ~evcral occa ... ions. cannot be 
documcnted. 

ll "In 1926 a1,i!.tÍ. en la Sala Pleycl. en París. al triunfo de 
Allem.lc. El delicioso piani,ta. ligado a la gloria Je Debu!.sy y 
Ravcl. Ricardo V1ñes ejecutó Cuatro Tonadal Je Allende en un 
programa de obra1o modernas de Hindemith. Rosenthal. Trépard. 
Fcrroud. Fairchild y Koechlin. Creo haber 'ido el único chileno 
entre la a\Í\tencia repleta de aquella \ala y también la única per­
\Ona que no bailó palma\ al finaliLar la ejecución de Ja., tonada!.. 
M1 atención C\tuvo dedicada a captar 101, menore., a\pccto1, de la 
reacción C\pontánea del publico hacia e\a\ obra' tan 'ingular­
mentc nuc!.tra\. Fue lo único dd programa que Viñe>. pre,io­
nado por la in,i1,tencia de lo\ aplau1,01,. 'e \"io en la ncce1,idad 
de bi\ar." Cario., lsamitt. untilllcd revie" rn Boletín Loti11n· 
Americano de Mú~ica II/2 (Lima: ln1,t1t11to de E'tudio1, Supe­
riore\ Jel Uruguay. 1936): 23K. 

grasping thc utmost detail of the audicnce's reaction to 
these pieces, so genuinely ours. They were the only part 
of the program that Viñes, responding to the constant ova­
tion, performed asan encnre. 

Since then. the Tonadas became not only the most 
favoured composition in Viñcs'<; South American 
repertoire but also a popular work in the European 
scene. Praised by Florent Schmitt in Revue de France, 
and in othcr articles published at that time in Nou­
velle Revue musicafe and la Vida latina (París, 
March 1924).16 Allende's Tonadas are "now gener­
ally considered the finest piano literature inspireJ by 
Creole folk music." 17 

IMPACT OF HIS PERFORMANCES 

At thc time of Viñes's tours to South America, in 
the I 920s and l 930s, a sector of musical life in 
Argentina, Chile and Uruguay was working on 
the promotion of national composers. For cxample, 
in Argentina the Sociedad Orquestal Bonaerense 
(founded in 1901) was holding audition\ of sym­
phonic repertoire by Argentinean composcrs and 
other foreign musicians settled in the country, ª" 
Pedrell and Troiani.1R In Uruguay. the achievements 
of the SODRE (Servicio Oficial de Difusión 
Radioeléctrica) were also well known, for by 1937 
the society's orchestra had givcn sorne 133 concerts 
including works of 22 Latín American composers. 
However, the effort!'. were not considered sufficient 
at the time. A contemporary journal claimed: 19 

lt would be uesirable, given that thi!> instilution is sup­
ported by thc State, that more attention would had heen 
paid to the works of South American composcrs. and in 
special way to the Uruguayan (composersj. Even though 
Fabini is among the beM. he is not the only one an<l it is 
unfair that since sorne years ago he is the only national 
composcr whose works are includcd in thc programs by 
thc S.O.D.R.E. 

16 Humberto Allende: Datos hiogrdfico.1 (Santiago de Chile: 
Univer~o. 1933), 20-21. 

" Rohert Stcven~on. "Chilean Mu,ic in the Santa Cru1 
Epoch." l111er-Americc111 M11.1ic 8111/etin 67 (September 1968): 5. 

1~ Juan María Veniard, ApmximacifÍll a la 1mílica académica 
argemina !Bueno<; Airel.: Edicione~ de la Univer~idad Católica 
Argentina. '.!000). 164. 

'" See "Número dedicado al Uruguay Mu~ical." in Re1·i.1w 
Musical llrge11ti11a 11, no. 11 (January 1937): 2. 
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Thc philosophy behinu this trend was to stimulate 
national music in South American countries, where 
European works still prevailed in concen programs. 
As the same articlc concluded: 20 

lt is about time for the South American countries to begin. 
intellectually speaking, independence from foreign inllu­
ence-. that little by little are making us colonies for the 
imposition of their ;irtistic products: thi~ is not to be inter­
preted as a call to revolt against everything European. but 
on thc contrary to prevent that instructions, i.uggestion~ 
an<l ideas from the OJd Nations do not becorne intrusion~. 

The significance of Viñes's venturc lay in that he 
not only joined local efforts in making known the 
South American composers in their native countries 
and abroad. but more importantly. he carried out 
cross programming in South America, namely he 
performed this rcpertoire across thc borders. As in 
our times, if composers had to struggle to ha ve com­
positions first performed in their nativc countries. 
to do so in neighboring countries was certainly cum­
bersome. Roben Stevenson has pointccl out that 
Allende's symphonic poem for a large orchestra 
Lavo~ de las calles had to wait sorne 13 and 18 years 
to be premiered in Argentina and Peru. respectively.21 

Thcre are numerou<, examples of Viñes's cross­
programming South American piano literature. On 
25 February 1933, a Magallanes newspaper noted 
that Allende's Tonada chilena. ··a moclern and bril­
Iiant work unknown to our public. cxhihit an aspect 
of Viñes 's dazzling art. for in his hands. the piano 
secms not to have any limitation-.."22 A ycar latera 
Buenos Aires newspaper noted that "what pleased 
the <iudience in particular was the Legend to Dos­
roiewsky [Leyendo a Dostoiewsky J, a first hearin~. 
by the Chilean composer Humbcrto Allende. Thts 
Jegend evokes a reminiscent ancl poetic atmos~her~. 
v.hich Viñes understood perfectly. Aftcr heanng 11 

last nioht. one must perforce include it in the number 
of wo;thwhile pieces for the concert hall. "2~ 1t _is 
undeniable that Viñes played a fundamental role 111 

making known Chilcan compositions in Argentina 

!<) lhid. 

"Steven~on, ··chilcan Mu,ic in the Santa Cru1 Epoch," 5 .. 
!! "La Tonada chilena de Allende. d.: corte moderno } bri-

llante era de,conocida para nue\tro público. luc la C'-h1b1c1ón de 
una faceta má<. del arte hnllante lle Viñe<,. puc' en ~u' mano~ el 
piano parece no tener Jimiwció~1." 25 Fcbrua:>, 193:. :-i~~a­
llane\, un\igned clipprng in Arclmo R11.:ardo Vine,, Llc1d.i. ttcm 
942. 

l• "Mu,ic of the day: Ricardo Viñe<." Tlir llerald. Bueno<. 
Aire\. 9 Nmember 1934. 

anu the other way around. Other notable examples of 
cross-programming include Yiñes's performances of 
Caba's Aires indios de Bolivia in Buenos Aires and 
Montevideo; Juan José Castro's 'Ay! Ay! Ay! Cuándo 
veré a mi amor!' <From Suite infantil) in Viña del 
Mar (Chile) and Montevideo; Gómez Carrillo's Et 
misto/ero in Bueno<, Aires. Montevideo and Viña del 
Mar, Concepción and Magallanes (Chile); Oswalcl 
Guerra ·s Esquisse and Villa-Lobos 'O polichinelo · 
(from Suite Prole do bebe) in Buenos Aires. 

Was this a common practice among the interna­
tional pianists that toured the South Cone during 
thosc decades'? In reality, it was customary for inter­
preters to perform in Buenos Aires. Montevideo ancl 
Santiago de Chile while touring South America.24 

However. othcr cases of recognizcd pianists that dcd­
icatccl their efforts to the diffusion of South Ameri­
can repertoire to the extent of Viñes. cannot be 
documented. Many pianists toured South America in 
the l 920s and l 930s. The best known were Alfrecl 
Cortot, Arthur Rubin-.tein, Eduard Rislcr. Aline van 
Barent.Len, Eugenc D'Albert, lgnaz Friedman. Teresa 
Carreño. Vianna da Motta, Raoul Pugno. and lgnacy 
Padcrewski. Of them. Risler and Aline van Bar­
ent1en participated in the concerts of the Buenos 
Aires Socieclad Nacional de Música. But only Risler 
took some interest in local composcrs. In his per­
formances for this society in 1925. Rblcr inclucled 
Aguirre's Aires nacionales argentinos. Celestino 
Piaggio 's Homenaje a Jufián Aguirre, Ugarte's De 
mi tierra. no. 3. and Williams ·s 'Bai larina sandun­
guera· {from Milon¡:as op. 63, no. 1 ). 'La mirada de 
mi china· (from Ain's de fa Pampa. op. 72, no. 1) and 
'Frank Brown bailando' (from Paya.w.1 no. 2).25 

Amono the world's acclaimed virtuosos of thc e 

time. perhaps no other pianist pcrfonncd in more 
South American countries than Arthur Rubinstein 
( 1887-1982).26 Sincc his debut in Buenos Aires in 

:•The indefatigablc Vine' went a M<!p further in performing 
far-reaching province~ in the South Cone. Thc piani~t"s own 
account ~how' thc 'ici\'>llude~ of hi~ cour to ~outhcrn Chile in 
1933 where he pcrformcd in ~uch remote citic' ª' Tcmuco and 
Magallant:'>. '·Homenaje a Ricardo Viñe' en d Con~ervatorio," 
El Correo de Vt:1/dMt1 (17 January 1933). 

:• lnformatio n obtained from Carmen García MuñoL. "Mate­
riale\ para una hi<.toria lle la mú,iea argentina: la acti\ idad de la 
Sociedad Nacional lle Mú~ica entre l 9 J 5 1930."' Re1·iJta del 
/n .11i11110 de /111•eJtigaci611 Musicoi<Ígirn Carlos Vega 9. nn. 9 
<But:no' Aire;. 1988): 1~9. 15.5- 86. 

1°A contract y, ith the Bueno~ Aires agency Sociedad Mu.,ical 
Daniel: Funllación ErneMo Quesada. ~igned on 30 November 
1942 indicate<. that between May 19-H and Augu\I 19-B alone. 
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19 l 7 through al least Lhc carly l 950s, Rubinstein 
achieveJ great popularity and success. While touring 
thcsc countrics, he got to know local composers. 
Thus, Rubin-;Lein mct Williams ami Lópc1. Buchan.lo 
in Buenos Aires. Eduardo Fabini and CluLcau-Mortct 
in Montevideo. and Alberto Ncpomuceno. Francisco 
Braga and Hcitor Villa-Lobos in BralilY However, 
with few exceptions, Rubinstein did not develop high 
c-.tccm for South American mu~ic. As he stated:~8 

During m) lengthy stay l leamed a good deal about musi­
cal life in thcsc countrics. Unfortunately. thcre \\ere 
no composers writíng musk of scrious original content. 
Alberto Williams woul<l produce i.core aflcr score of 
watcred-Jown Cé,ar Franck with sorne une\pcctcd spot!. 
of Schunrnnn hcre and there and occa-.ionally a <laring 
Debussy six-note scale. Othcr composcrs of Spanish or 
Italian desccnt picked up i.ome folklore from their coun­
tries and tricd to tum it into more scriou'> &hapcs hut with­
out real imriration. 

In later years, while touring Mexico in 1919. 
Rubin\ tein referred to "a dreadful arrangement of the 
overlong Mcxican anthem by Manuel Ponce. which 
1 had to repeat at each concert." 29 Yet Rubinstc in had 
performed other Mexican works by Poncc (Balada 
mexicana). RicarJ o Castro (Himno nacional), and 
Felipe Villanueva (Vals poético). The only excep­
tions to Rubinstein 's disregard for Sou1h American 
compo~cr'> were Lópct. Buc hardo and Villa-Lobos. 
Rubin<;tcin thought the fom1er had "genuine talent."'º 
but he was lazy. Aftcr hcaring López Buchardo's 
songs. Rubinstein dei.cribed them as ·'original cre­
ations. full o f thc enchanting rhythms of the songs 
and dances of his country with a Schubertian quality 
in his use of brusquc modulation."" As for his own 
repertoire, although he me t many othcr composers 
and wa<; thc dcJicatcc of sorne of their compoc;itions 

Ruhin~tcm performcd m Argentina. Uruguay. Bra1il. Chile. 
Par.iguay. Pcru. Ecuador. Colombia. Vcnc1uela. Trinidad. Puerto 
Rico. Panama. Co\la Rica. El Sal\'ador and Gua1cmala. In addi­
tion in 1953. ¡u:cordmg to anothercontracl \\ilh the \ame agenc} 
du1cd 31 January 1952. in Octobcr of thc \ame ycar. Ruhin,tcin 
gavc 13 concc11' 111 South Amcrica. 4 of thcm in Mexico. Copie' 
of 1hc'e rnn1rach werc l.indl) pro\ idcd to thc \\ riter b} thc Fun­
dación l"aac Alhéni1. Madrid. 

~1 Harvey Sachs. Rubin.m!in: A l ije (New York: Umvc Pre~'· 
1995). 164. 174. 

~· Arthur Ruhin,tcin. My Manv Year.1 (Ne\\ York: 1\lfrcd A. 
Knopf. l 98<h. 18. 

:-i Jbid .. M. 
"'lhid .. 18. 
11 llm.1. 

(i.e., Clu1eau-Mo1tet's Pericón) he only consistently 
played Villa-Lobos 's works. Rubinste in frequently 
pcrformcd O Prole do bebe. includi ng ir in coneert!. 
in Rome, París, Krakow. Vienna, Lausanne. New 
York. Basel. Siena. London, among othcr cities. 12 In 
addition Villa-Lobos 's ·Alegria na horta • ( from Suite 
floral, op. 97. no. 3) and Prole do Bebé (Book l ) were 
the only South American worh Rubinstein evcr 
recon.led." 

In contrasl. Viñes 's dedication to the South Amer­
ican piano literature lcd him lo include threc compo­
sitions by Allende. López Buchan.lo and Troiani in 
his Parisian recording scssions he ld in 1936.14 This 
fact is more s ignifican! if wc take inlo account 
that Viñc'> was not inclined to recording and he left 
us slightly over a dozcn recordcd compositions. 
Another facet of Viñcs's eontribution to the South 
American piano lite rature nceds to be mcntioned. lf 
by the l 920s and l 930s Viñes enjoyeJ wi<lc recog­
nition in Europe. it was mainly because by thosc 
dccadei. he had foreseen many compositions incor­
porated into the s tandard piano literature. Therefore. 
prcsumably rnusic critics and publishers followed 
closely thc "novelties" Viñes presentcd in his con­
certs and the ir promising composers. In 1924. the 
Parisian journal La Vicia Latina claimed that "proba­
bly than~!. lO an admircd virtuoso. the Catalan pianist 
Ricardo Viñes. has the Parisian editor Scnart puh­
lished thc Tonadas de carácter popular cl1ileno."-'S 
Allende also saw publication of his Estudios 1.2.3. 
and 4 by the same house. Whcther Viñes's perform­
ances intluenced editors can only be ,r,peculate<l, 
yet thc f act is that other compositions Yiñes per­
forme<l were published a posteriori, among them. 
C'aba\ Aires indios de Bolivia, Gilardi's La.firme-;,a, 
Pedre ll's A orillas del Duero and Ugarte's De mi 
tierra (see Appen<lix 1 ). 

During his prof essional carccr. Viñcs had becn 
compared on many occasions with LisLt. ami as such. 

·~ According to Kchlcr\ selection of conccn prograin\. in 21 
out of 159 Rubin<;lein p laye<l Villa-Lobos\ O Pmle do bebr. 
Gcorgc Kchlcr. 'fhe Piano in Concerl 11 (New Jcr~cy. Metuchen: 
Scarecrow Pre~'· 1982), 1097-110. 

"Sachl>. '"A Rubimtein Di,cography." in R11bi11stei11: ,.\ Lif1'. 
472. 

"Vifü~, recon.led: Allende", Tonadm Chih'llfü (3' 02"]; 
L6pe,r Buchardo·~ /Jaileciro [ I' 21 "], and Tro iani'' Milonga 
11' 27" ]. Ali recordc<l in 1936 for Lhe lahcl Victor. 

" Prohahlcmenle merced a un \ 111uow admirable. e l piani~ta 
catalán Ricardo Viñc\. ha publicado e n ca~a del edllor pari~icn 
Scnart ~u' 'fmuulw d<' carácter popular chileno. Quotcd in 
Alle11d1': da/os Biografirns. (note 16) 20. 
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he had been called the apostle. Those who mct him 
or attendcd hi"> concerts admired him for his gen­
erosity and noted that Viñes was a sen anl to thc 
music an<l the composers of hi"> time. evcn at thc 
expense of overshadowing his virtuosity. Thus. not 
surprisingly, he has inílucnced subsequent genera­
tions of pianists. Hi"> legacy for South American 
pianists rests on two fact!.: first. he establishcd sorne 
ofthe moM important work!. in standard South Amer­
ican piano literaturc: and sccoml. he set a precedent 
giving this repertoirc a place next to thc milestones 
of Western piano literature. Uruguayan pianist Hugo 
Balto ( l 912-1982) can be mentioned among Viñe\ ·, 
followers. Balzo. who while in Paris auendcd Viñes ·.., 
course on modcrn music ( 1936), 1fi ha'> played an 
important role in the diffusion of South American 
piano literature. He performed Allende'!. Tonadas in 
his Town Hall debut on 8 March 1941. In addition 
he performed works by Chávez, Camargo Guarnieri. 
Villa-Lobos, Ginastera. Andrés Sas. Eduardo Caba, 
García Morillo and Giannco. among others. Balto 
'"ªs also the dedicatce of Estrada 's Estudio no. 2 
( 1936). Perhaps Yiñes 's examplc also encouraged 
Chilean pianists Armando Palacio!. and Claudio 
Arrau to perform cornpositions by their countrymen. 
The former pcrfom1cd Allcnde's Preludio in Paris in 
1928. Arrau, one of the most famous and extraordi­
nary virtuosos of his generation. was criticiLed hy 
Allende for not playing Chilean piano litern1ure in 
the late l 930s, but by 19.+.+ his rcpertoire includcd 
compositions by Allende and Domingo Santa Crut. ' 7 

Viñes's performances impacted other local p1ani<.,t\ in 
different ways; not ali felt impdlcd to commit them­
selvcs to national composcrs. but changed their con­
cert programming in sorne other ways. Argentincan 
pianist Antonio de Raco. for example. pointcd out 
in the course of an intervicw that he changcd his 

"' Guido Walter ... Bal10. Hugo:· Dwcio11ario de la música 
española e fri.1pa11oamericana vol 2 (MadriJ: Soc.:icdad General 
de Autore\, 1999 J. 127-128. 

" Steven~on. "Chileao Mu'ic in thc Santa Crut Epoc.:h." 5. 

conccrt programming aftcr he heard Viñes's p!.!r­
formances of the 17th-century keyboard school in 
Buenos Aircs. 18 

Last. Vifü~s·, Archiva! Legacy desen·es mention. 
for it completes the aspects of Viñes's contribution to 
South American piano litcrature.' 4 The fact that he 
accumulatcd sorne thirty-ninc piano works by thirty­
two compo'>ers from \LICh Jiffercnt countries as 
Chile, Argentina. Uruguay, Bolivia, Mexico, Peru 
anu BraLil. mcrely confirms hb fundamental role in 
encouraging and giving hope toan cntire gencration 
of composers. Almost ali are invariably dedicatcd to 
the Gran mlu1.stro. Indeed, on the basis of the docu­
mcntcd recitals in which he induded Latin American 
piano works and the long list of compositions of 
which he was thc <.ledicate~. it can be stated that 
Viñes \\as for a large group of South American com­
posers the gateway to European anu South American 
audiences: moreover, for the few he recorded, Viñes 
was the gateway to postcrity. He. who had cnvisioned 
che glory of Dcbussy. Ravel and Falla. paid tribute to 
thc music of Allcn<.le. Williams, Castro. an<l Lópet 
Auchardo. arnong rnany others. with cqual cnthusi­
asm. Viñes's unspoken crusade wa!. not in vain: his 
performances claimcd descrved recognition for thcsc 
compmers and opened up thc minds of the future 
gcneration of pianists to South American piano 
litcraturc. 

"lnterview \\ ith thc \1 ritcr hcld in Bueno' Aire~ in May 
1999. 

"' lnformation obtained from thc Moldcnhaucr Archive' at 
the Library of Congres' and Houghton Lihrar} at Har1·ard Uni­
ver\ity. In rcccnt year~ anothcr portmn of the Ricardo Viñc' · 
collec11011 ha' hcen di,covercJ. lt\ holding' confirm the rela­
tioo,hip of Vifie, "ith South American compo,cr' notcd in 
thi' article (~uch a~ Allt>nde. Bringuct-ldiartborde. Chimeoti. 
Clu7eau-Mor1et, Forle, Gaito. Machado. Troiani am.1 William,J. 
Furthcrmore. thc'e 'corc' umcil Viñc,· interc,1 in Cuban com­
po,cri. Ignacio Ccr. ante' and llubcrt De Blanck. Scc Dm id 
Korc\ aar anti Lauric J. Samp~el, "Thc Ricardo V11ic~ Piano 
Mu,ic Collec110n at thc Uni\cr~it} of Colorado at Boulder." 
Note.1-. vol. 61. no. 2 (December 200-1): 361--100. 
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Appendix 1: Ricardo Viñcs's South American Rcpertoirc 
Aguirre. Julián (1868-1924; Argentina) 
Tri'>te. from Aires nacionale:;, argentino!'>, Book 1 ( 1898) 
4110122 Salle Érard Paris 
9/24/24 Diapa!>Ón Buenos Aires 

Allende, Pedro Humberto (1885-1959; Chile) 
btudio no. 3 ( 1929) 
1930 Unknown theatcr 

fatudio no. 4 ( 1920) 
1928 Unknown theater 

fatudio no. 8. Leyendo a Dostoiew~ky ( 1932)* 
11122/32 Teatro Municipal 
11/8/34 Biblioteca del Consejo de Mujere~ 
1131 /35 Parque Hotel 
2/27/35 Sala del Círculo 
2/28/36 Salle Érard 

Miniatura" griegas ( 1928) 
10/31 /30 Salón de la C/Flórida 
2/2/32 Teatro Setiembre 
6/16/32 Teatro Concepción 

Miniatura\ griegas no\. 2, 3. 4, 6, 7 
1929 Unknown theatcr 

París 

Paris 

Santiago de Chile 
Bueno<. Aires 
Monte, ideo 
Bueno~ Aire~ 

París 

Buenos Aire~ 
Yalparaíso, Chile 
Concepción. Chile 

Paris 

12 Tonada!> de carácter popular chileno, selection (1918- 1922) 
3/10125 Gran Kursaal San Sebastián. Spain 
2112/32 Teatro Condell Yalparaí~o 
6/3/32 Teatro Municipal Talca, Chile 
6/11/32 Teatro Concepción Concepción 
6116/32 Teatro Concepción Concepción 
11/22/32 Teatro Municipal Santiago de Chile 
l /6/33 Liceo d~ Hombre' Temuco, Chile 
1111/33 Teatro Nueva Imperial Tcmuco 
2/24/33 Teatro Municipal Magallane!> 
411/33 Club Alemán Ü!.orno, Chile 
5113/33 Centro Deportivo Chillán. Chile 
6/1/34 Mu~eo Rosa Galistco Santa Fé 
11121/34 fatudio Auditorium Monte\ ideo 
11112/36 Sala di Santa Cecilia Roma 

12 Tonada~ de carácter popular chileno, no~. 2, 3, 6. 7, and 8 
2/ 10/25 Salle Érard Pari!I 

12 Tonada' de carácter popular chileno. no .... 6 and 7 
4/19/26 Salle Érard 
5/14/26 Gran Kursaal 

André. Joo;é ( 1881-1944; Argentina) 
Sonatina ( 1918) 
9/24/24 
4/19126 

Diapa~ón 

Salle ÉranJ 

Paris 
Barcelona 

Bueno!> Aire~ 
París 
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Bena\ente. Manuel (1899- 1987; Bolivia-Argentina) 
Mú~ica precolombina: ~imno al l>Ol. Marcha del inca, Danza indígena, Danza aymara (n.d.) 
-V 19126 Salle Erard Parii. 
5114/26 Sala Paré!. Barcelona 

Danza aimara (from Música precolombina) 
1 O/ I /24 Diapa).ón Bueno., Aire~ 
3/10125 Gran Kur!.aal San Sebastián 

Danza indígena (from Música precolombina) 
10/1/24 Diapa!.Ón Bueno!> Aires 

Marcha del Inca (from Músil:a precolombina) 
10/1/24 Diapasón Bueno!> Aires 

Bringuet-ldiartbordc, [Marie) (1891- 1943; Argentina) 
Página), argentinas (ca 1926) 
10/31130 Salón de la C/FlóriJa Buenol> Aires 

Broqua. Alfonso (1876-1946; Uruguay) 
Ante una tapera. from Suite Poema de la!. Loma!. ( 1909) 
4/ 19126 Salle Érard Parí~ 

Caba. Eduardo (1890-1953: Bolivia) 
Aires indios de Boli\ia no. 5 (n.d.) 
2/27/35 Sala del Círculo Bueno~ Aires 
1/31 /35 Parque Hotel Montevideo 

Casella. Enrique Mar io (1891- 19-'8; Argentina) 
Do~ norteña<, (ca 1930) 
6/30/31 Unkoown theater Buenol> Aire:-

Castro. José l\laría (1892-1964; Argentina) 
Preludio. lst movement from Sonata in G (1931) 
11/22/30 Local de "La Peña.. Bueno' Aire:. 

Castro, Juan José (1895-1968;Argentina) 
Arroz con leche. from Suite infantil ( 1928) 
10/31/30 Salón de la C/Flórida Bueno!. Aire!> 
61813 J Sal;i de la Wagneri;ina Bueno., Aire!. 

Ay! Ay! A:y! Cuándo veré a mi amor!. from Suite infantil (1928) 
10/31/30 Salón de la C/Flórida Bueno'> Aires 
6/8/31 Sala Je la Wagneriana Buenos Aire~ 
3/3/32 Teatro Municipal Viña del Mar 
11/21/34 Estudio Auditorio Monte\ü.leo 
l /31 /35 Parque Hotel Montevideo 
2/27135 Sala del Círculo Bueno-. Aire~ 
2128/36 Salle Érard Pari~ 

Danta ( 1919) 
4110/22 
1011/24 
10113/24 
~/19/26 

Salle Érard 
Diapa!>Ón 
Salón "La Argentina .. 
Salle Érard 

Buenos Airei. 
Bueno~ Aire~ 

Pari~ 
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Chimcnti. Armando (1889- 1927; Argentina) 
2 lmpromptus, from Tre-. impromptus (n.d.) 
4/10/22 Salle Érard 
9/24/24 Diapa\ón 
11126/24 Teatro Odeón 
2110/25 Sal le Érard 

Cluzcau-Mortct, Lui~ (1889-1957; Uruguay) 
Do~ vi\iones campera-; (n.d.) 
1 1 /21/3-l E-.tudio Audilorium 
1 /31135 Parque Hotel 

Curuheto Godoy. María Isabel ( 1896- 1959; Uruguay) 
Nocturno no. 1 (n.d.) 
6/30/31 Unknown theatcr 

De Rogatis, Pascual ( 1880-1980: Argentina) 
Dan1a negra ( 1929) 
10116/30 Salón de la C/Flórida 
11119130 Local de ··La Peña" 

El viento: Prima\'Cra. Verano. Otoño. hn·iemo ( 1918) 
-VI 0/22 Salle Érard 

Invierno. from El viento 
9/24/24 D1apa)>Óll 

Otoño. from El \'iento 
9/24/24 Diapa'>ón 

Fichcr, Jacobo (1896-1978; Argentina) 

Pam 
Bueno~ Aires 
Bueno~ Aires 
Pari\ 

Montevideo 
Montevideo 

Bucnoi. Aires 

Bucno1'. Aires 
Bueno' Aires 

Bueno" Aire)> 

Bueno-. Aires 

Do-. Poema-. de Tagore. based on Poem no. 16 Tlie Gardener (ca. 1928) 
11/22/30 Local de ''La Peña" Bueno~ Aires 

Forte, Vicente (18H8-J966; Argentina) 
La vidalita (n.d.) 
4/10/22 Salle Érard 

Manuelita. minué federal (n.d.) 
9/24/24 Diapa~ón 
4/19/26 Salle Érard 

Gaito, Constantino ( 1878-1945; Argentina) 
Cortejo fúnebre (n.d.) 
9/24/24 Diapa-.ón 

Gil. ,lo~é (1886-1947: Argentina) 
Preludio, from Tre~ picta\ para piano (n.d.) 
10/ 1/24 Diapasón 

Serenata. from Tre~ pieta~ para piano (n.d.) 
10/1/24 Diapa\ón 

Sonatina in G minor (n.d.) 
4/10/22 Salle Érnrd 
6/30/31 Unkno1.1. n thcater 

Val<. (n.d.) 
10/1/24 
10113/24 
4/19/26 
6/1/34 

Drnpa~ón 

Salón "La Argentina" 
Salle Érard 
Mu,eo Ro\a Gali~tco 

Pari~ 

Rueno<, Aire~ 
Pari~ 

Bueno'> Aíres 

Buenos Aires 

Bueno\ Aíres 

Pafr, 
Bueno' Aire)> 

Bueno~ Aires 
Bueno' Aires 
Pari-. 
Santa Fé 
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Gilardi, Gihmlo (1889-1963; Argentina) 
La firmeza ( 1931) 
11/22/30 Local de "La Peña" 

Gómez Carrillo. Manuel (1883-1968; Al"l!entina) 
El mistolero (gato santiagueño) 
9/24/24 Diapasón 
10/31 /30 Sa Ión de la C' /Flórida 
6/8/31 Sala de la Wagneriana 
313132 Teatro Municipal 
6/16/32 Teatro Concepción 
3115/33 Teatro Municipal 
11/21/34 fatudio Auditorio 

Vidala (n.d.) 
9/24/24 
4/19/26 

Diapasón 
Salle Érard 

Zamba La ewcllita (1912) 
4119/26 Salle Érard 

Guerra. Os,rnld (?; Br:uil) 
Esquisse* 
10/31 /30 Salón de la C/Flórida 

Matin clair. from Suite Pa:-.tcl~ 
4/19/26 Salle Érard 

López Buchardo, Carlos (1881-19~8; Argentina) 
Baile, Homenuje a Julián Aguirre (en. 1925) 
10/31/30 Salón de la C/Flórida 
11/19/30 Local de "La Peña" 
6/8/31 Salón de la Wagneriana 

Bailecito (ca. 1930) 
6/30/31 Unknown theatcr 
3/3/32 Teatro Municipal 
3/15/34 Hotel Palace Alvear 
6/1/Jt Museo Ro:-.a Gali!>teo 
2128/36 Salle Érard 

Campera ( 1919) 
1O/1 /24 Diapa~ón 

3/10/25 Gran Kur~aal 
4/19126 Salle Érard 

Luna, Adolfo Victoriano (1889-1971; Argentina) 
Procesión de lo~ Allís (n.d.) 
11/19/30 Local Je "La Peña·· 

'\fachado, Alberto .José (1882-1929: Argentina) 
Chant d'amour (n.d.) 
1 O/ I /24 Diapasón 

O•mald, Henrique (1852-1931 ; Brazil) 
JI Neige! ( 1902) 
4/19/26 Salle Érard 

Paz, Juan Carlos (1901-1972; Argentina) 
Bulada (1927-29) 
1 J/22/30 Local de "La Peña" 

Buenos Aires 

Buenos Aires 
Buenos Aires 
Buenos Aire:. 
Viña del Mar 
Concepción 
Magallane.s 
Montevideo 

Buenos Aires 
Pari.s 

París 

Bueno:> Aires 

Buenos Aire~ 
Buenos Aire'> 
Buenos Aire-; 

Buenos Aires 
Viña del Mar 
Bueno~ Aires 
Santa Fé 
París 

Buenos Aires 
San Seba.stián 
Pari., 

Bueno'> Aires 

Bueno~ Aire.s 

Pari'> 

Buenos Aires 
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Pedrell, Carlos (1878-1941; Uruguay) 
A orilla~ del Duero, selection (n.d.) 
10/1/24 Diapasón 
11126124 Teatro Odeón 
2110/25 Salle Érard 
4/ 19/26 Salle Érard 
l 0/31 /30 Salón de lu C/flórid¡¡ 

Atardecer, from A orillai, Jel Duero 
2/l 0/25 Salle Érard 
4/ 19/26 Salle Érard 

Piaggio. Celestino (1886-193 1; Argentina) 
Homenaje a Julián Aguirrc ( 1925) 
11/19/30 Local de "La Peña .. 

Rondeau (n.d.) 
4/10/22 
10/1/24 
10/13124 

Salle Érard 
Diapa-,611 
Salón "La Argentina" 

Prins, Enrique (1876-1943; Argentina) 
Val\ in B Minor (n.d.) 
9/24/24 Diapa1>ón 

Yab in E tlat (n.d.) 
9/24/24 Diapasón 

Rodríguez, Ricardo ( 1877-1951; Argentina) 
Pail.aje (n.d.) 
9/24/24 
4119126 

Diapa'>ón 
S<1llc Erard 

Silva, Alfonso de (1903-1937, Pcru) 
Preludio no. 1 ( 1928) 
6/4/28 Unknown theatcr 

Ugarte, Floro l\lelitón ( 1884-1975; Ar gentina) 
Suite De mi tierra ( 1923) 
10/1124 Diapa\611 
4/l 9/26 Salle Erard 

Vcrneuil, Raoul (1901-?; Peru) 
Colinas, Danse nuptiale champétre (n.d.) 
7/28/37 Pavillon du Pérou. 

Exposition lnternationale 

Danza del sol. Danc.c :.acrée du l>Oleil (n.d.) 
7/28/37 Pa\ ilion du Pérou. 

Exposition Internationale 

La boa. Danse du hoa (n.d.) 
7/28/37 Pavillon du Pérou, 

Exposition Internationale 

Villa-Lobos. Hcitor (1 887- 1959; Brazil) 
A Lcnda do Caboclo ( 1920) 
4/ 19/26 Salle Érard 

Buenos Aires 
Buenos Aires 
Parí:. 
París 
Buenos Aires 

Paris 
Paris 

Bueno!> Aires 

París 
Buenos Aires 
Bucnol> Aires 

Buenos Aires 

Buenos Aires 

Buenos Aires 
Pari:-. 

Saint Jean les Pins 

Buenos Aires 
P¡¡ri¡, 

Paris 

Pari<; 

Parí~ 

Parí\ 
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O Polichinelo. from Suite Prole do bebe. Book no. 1 ( 191 8) 
-l/ 19/26 Salle Érard Pari~ 
5/14/26 Sala Parés Barcelona 
10/3 1 /30 Salón de la C/Flórida Bueno~ Aire!> 

Williams. Alberto (1862-1952; Argentina) 
En la pampa 
4/10/22 Salle Érard 

Poema Je la Quebrada 
10/112-l Diapa!>ón 
-l/19/26 Salle Érard 

Hilo de agua (from Poema de la Quebrada) 
2110125 Salle Érard 
6/1/3-l ~tu~eo Rosa Gali\leo 

Poema de la Quebrada .,election 
11/26/2-l Teatro Oc.león 
-l/19126 Salle Érard 
10/31/30 Salón de la C/Flórida 
6/30/31 Unknown theater 
6/1/3-l Mu~eo Rosa Galbteo 

Paris 

Buenos Aire~ 
París 

Paris 
Santa Fé, Argentina 

Bueno!> Aires 
Paris 
Bueno~ Aires 
Bueno~ Aires 
Santa Fé, Argentina 
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