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ALBERTO GINASTERA

SONATA

for Guitar

ZNI':; SYSTEM 4 The fingering for the chord

is % , NOt %
3RD SYSTEM, 2ND MEASURE: The fingering 3 is for the A Sharp.

13TH & 14TH MEASURES: The A’s are flat as in the preceding
measures.

4TH SYSTEM, 3RD MEASURE: The fingering at the fourth beat
is % , not i
7TH SYSTEM, 4TH MEASURE: The last note is D sharp.

3RD SYSTEM: A double asterisk is missing from the right of
tastiera, come liuto.

6TH SYSTEM: At senza tempo the first chord must be played
two octaves higher than notated, in harmonics. The remaining
notes in the measure must be transposed up one octave

(fourth harmonic).

4TH SYSTEM: The first two sixteenth quintuplets (D natural
and F sharp) are to be connected by a slur.

STH SYSTEM: In the second group of quintuplets, the second
and third notes (D and D flat) are to be connected by a slur.

6TH SYSTEM: In the third group of sixteenth notes, the
fourth note is C natural, not C sharp.

5TH SYSTEM: Delete the fingering from the chord

and substitute ¢1— . Delete ¢1— from the next chord.
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The SONATA for guitar, Op. 47, represents the fruition of a commission by the Brazil-
ian guitanist, Carlos Barbosa-Lima, and Mr. Robert Bialek, of Washington, in order to cele-
brate the 25th anniversary of the Discount Record and Book Shop of the latter. I composed
this work in Geneva during the summer of 1976, and its world premiere took place on
November 27 of the same year at the Lisner Auditorium of George Washington University,
under the auspices of the Washington Performing Arts Society, and was performed by Mr.
Barbosa-Lima, to whom this work is dedicated. The European premiere was given on May 20,

1977 mn the series of concerts of Queen Marie-José at Merlinge, Geneva, by the same per-
former.

Although I had been encouraged by a number of musicians to compose music for the
guitar from the time that I was a student, the complexity of the task delayed my creative
impulse, in spite of the guitar being the national instrument of my country. When, forty
years later, Mr. Barbosa-Lima suggested that I should compose some music for this instru-
ment, something made me accept, and at this point I realized that the guitar — in contrast to
other solo instruments — relied on a repertoire of almost exclusively short pieces without
any unity of form. This gave me the idea to compose a work of sizeable proportions, and

therefore I wrote this SONATA in four movements, in which the rhythms of South Ameri-
can music recur.

The first movement, Esordio, is a solemn prelude, followed by a song which was inspired
by Kecua music and which finds its conclusion in an abbreviated repetition of these two
elements. The second movement, Scherzo, which has to be played “il piu presto possibile”,
1s an interplay of shadow and light, of nocturnal and magical ambiance, of dynamic contrasts,
distant dances, of surrealistic impressions, such as I had used in earlier works. Right through
to the end the theme of the laud of Sixtus Beckmesser appears as a phantasmagoria. The
third movement, Canto, is lyrical and rhapsodic, expressive and breathless like a love poem.
It is connected with the last movement, Finale, a quick, spirited rondeau which recalls the
strong, bold rhythms of the music of the pampas. Combinations of “rasgueados” and
“tamboras” percussion effects, varied by other elements of metallic color or the resounding

of strings, give a special tonality to this rapid, violent movement which thereby gains the
overall aspect of a “toccata.”

When the critics at its premiere received this work as one of the most important ever
writien for the guitar, as much for its conception as for its modernism and its unprecedented
mmagmative use of sound, I thought that I had not waited in vain for several decades to make
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SYMBOLS

Means that the notes between the facing repeat signs must be
AE'F_ repeated constantly without determined rhythm for the dura-
tion suggested by the horizontal line.

Indicates a gradual sccelerando within the group.

Indicates a gradual ritardando within the group.

Means vibrato lento in quarter tones with the left hand fingers pulling the
strings from side to side vertically.

Means lasciar vibrare until the sound fades.

Diamond shaped notes indicate harmonics, notated at sounding pitch.

Means an indeterminate chord, the highest possible on the instrument.

Means an indeterminate group of very high-pitched sounds.




Accidentals apply to all repetitions of the note within the same measure and,
e where there are no barlines, within the same system.

g j Arpeggiated chords, ascending or descending.
pizz.
i}_ Means pzzicato nibatiente sulla tastiera “snap the string against the finger-
3 board”, sforzatisssmo.
Tambora, “beating on the strings™: '{If
- 3 1] i
with the with the with the
palm thumb clenched fist
(See note page 11)
—-J__ Golpe, “tap”, on the sound box with the knuckles.

i

Means play on the strings at the head (see note page 3).

-

4

Son siffle, “whistling sound”, means slide upward as fast as possible on the
string indicated, using the thumb and middle fingers.
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Duration: ca. 14 minutes.
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Sche:rzo

Fantastico. Il pili presto possibile, almeno J. = 144 The ternary rhythmic pulse must be maintained

throughout. Interpretation of dynamics must allow for a maximum degree of contrast.
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* at the head upon
the six strings

T

* Immediately after playing the E in the preceding measure the right hand must leap quickly to the head in order to play the rhythm strict-

ly in tempo. The left hand remains in ninth position, fingers lifted from the strings. After playing the four strokes at the h i
: _ : : ; ead, the right
hand leaps quickly back to its normal position in order to play the scale that follows in temppu?r - 5 5
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* The right hand thumb continuously plays arpeggiando, fast and soft, from the sixth string to the fourth and vice versa, while left hand
moves glissando and in tempo towards the first position with second, third and fourth fingers.
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Very fast but discontinuous improvisation sui ponticello on the first, second and third strings near the soundhole.
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. T A non-arpeggiated chord played strongly and percussively by the thumb.
p
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