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NoT1Es ON THE Music

LEYENDA

Leyenda guarant es uz obra en cinco movimientos compues-
ta entre 1912 y 1913, que estaba en su momento considerada
como una de las principales compasiciones de Barrios, af extremo
quiee s lo identificaba como el autor de la Leyenda Guarani.”
Ung cronica de la época dice: "Su Leyenda Guarani, que es todo
el poema doforoso, trigico y sentimenial de Ia patvia de Barrios,
en una obra que por si sola constituiria para el autor un patri-
moniy imperecedero.”

Chinita Borda, bifa de don Martin Borda y Pagola, con-
taba que su padre babia pedide repetidamente ¢ Barrios que es—
cribiese esta obra, sin éxife seguramente por la extension de la
smisma. En ocasion de un asada en la Cueva de la Tigra, paraje
priximo a Cerro de fas Cuentas (Departamento ae Cerro Largs,
Uruguay) donde estaba radicada la familia Borda, don Martin
defé a Barrios encerradv bajo Have en su casa con el cometido
de escribir su obrg, acordands gue vendria a buscarle cuando
of asady estuviese pronto peve asegurando no dejarlo salir 5t el
trabajo no estaba finalizado. Cuando llegd Borda, Barrios babia
terminado su tarea y, pletorvico de agradecimiento, exclams: i
ne bubiera sido por £, hermanito, esta obra jse batria perdido!”

Borda y Barriss se fueran entonces al almuerzo, Hevande
la partitura recién escrita para mostrar a sus amigos. Pero el
manuscrite de Barrios guedd en la Cueva de la Tigra, y se perdic
durante unas intensas lwvias que ocurrievon astes después. Don
Martin Borda, sabiendo de la pérdida irrecuperable del origi-
nal, la tocaba de memoria y la recordd durante asios hasta que
en ¢f afto r9g3 éf y Escobar, un guitarrista paraguayo amige de
amdes, la escribieron,

Souveniz D'uN REVE {(Un

Estr trémolo fue compuesta hacia 1918, seguramente du-
rante la primera estadia de Barrios en Brasil, y fue estrenado en
Uruguay el 6 de julio de 1920, en ol Instituto Verdi.

Posiblemente sea el primero de los cuatro trémolss que com-
puso, ¥ fue sin dudas ¢l que mds efecuto en piiblico a lo largo de
su vida. Sin embargo, con el correr del tiempo, esta obra aparece
en sus programas de conviert con diferentes designaciones (En-
suefo en la selva, por gfemplo} hasta adoptar definitivamente
&l nombre de Un suefio en la floresta, con gue la reconocen y la
han grabado muchos guitarristas.

Es nuestry teoria gue ¢l cambio de nombre, gue cotncide con
la adopeicn de la identidad de *Cacique Nitsuga Mangoré” con
fue promuocionaba sus actuaciones para incrementar sus ingresos,
ne obedece a o¥ra causa gue la fa contradiceion que significa que
un artista presumiblemente indigena ¢fecutara una obra de su
atiroria [ titulada en francés!

GUARANIT

eyenda guarani is a five-movement work composed

between 1912 and 1913. At the time, it was considered
to be one of Barrios’ foremost compositions, to the extent
that he was often identified as “the author of the Leyenda
guarant.” An article of the time said, “His Leyenda guarant
is utterly the sad, tragic, and sentimental poem of Barrios’
native land, all in a work that by itself could constitute the
composer’s immortal legacy.”

Chinita Borda, the daughter of Don Martin Borda
y Pagola, related that her father repeatedly repeatedly re-
quested without success that Barrios write out this work.
During a feast in the Cueva de la Tigra, a place near the
Cerro de la Cuentas {Department of Cerro Largo, Urnu-
guay} where the Borda family had its roots, Don Martin
left Barrios locked up in his house, insisting that he write
out his work, He agreed that he would come looking for
Barrios when the meal was ready, but assured him thar he
would not be allowed to leave if the work was not com-
pleted. When Borda arrived, Barrios had finished his task
and, filled with graditude, he exclaimed, “If ir werent for
you, little brother, this work would have been Jost.”

Borda and Barrios then proceeded to the dinner, car-
rying the newly written score to show to their friends. But
Barrios’ manuscript remained in the Cueva de la Tigra, and
was lost during a series of intense storms that occurred some
years later. Don Martin Borda, aware of the irrecaverable
loss of the original, played it and kepr it in his memory for
years until 1943, when he and Escobar, a Paraguayan guitar-
ist who was a friend to both of them, transcribed it.

Surfio £N LA FLORESTA)

This tremolo piece was composed around 1918, certain-
ly during Barrios’ first sojourn in Brazil, and was premiered
in Uruguay on July 6, 1920, at the Instituto Verdi.

It was possibly the first of the four tremolo pieces Bar-
rios composed, and it was undoubtedly the one most often
performed in his lifetime. Nevertheless, over time this work
appeared in his concert prograras with different titles {(£7-
suefio en fa sefva, for example), until definitively adopting
the title of Usn Suesio de la floresta, by which it is known and
has been recorded by many guitarists.

It is our theory that the name change, which coincid-
ed with Barrios'adoption of the identity of Chief Nitsuga
Mangoré—under which he promoted his engagements to
justify an augmentation of his fees—~had no other cause
than the contradiction arising from a presumably indig-
enous artist performing a work of his own creation with a
French tite!
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Las ABgjas

Esta obra fue compuesta en Uruguay, hacia 1921, 81 bien
el primer manuscrito estd fechado en la primavera de 1921, no
es claro que haya sido compuesta durante la enfermedad que
padecie Barrios ese ario y que lo mantuvo alejado de las salas de
concierto.

Le wversidn de la coleccién Borda y Pagola (rg2r) y la dedi-
cada a Romulo Bonifla (1924) tienen diferencias tanto en el
compds y la ﬁguma'én como en el atre; en 1921 estd escrita como
Allegro briflante en tresillos de corcheas y compds de cuatra cu-
artos, mientras que en la version de 1924 indica Allegro mod-
erato para tresillos de semicorcheas en compds de dos cuartos. La
versién de roa4 comienza sin el “ad fibitum” caracterfstico, tiene
algunos pequetios cambios, y el final es completamente diferente.

La wversidn que se presenta agui es una compaginacion de
las dos.

a) Original 1924
Allegro moderato

’ e
o O s

This work was composed around 1921 in Uruguay. Al-
though the first manuscript is dated in the spring of 1921,
it is not clear if it was composed during the time that year
when Barrios was suffering from an illness that kept him
from the concert halls,

The version in the Borda y Pagola Collection (1gar)
and the one dedicated to Rémulo Bonilla (1924} differ from
each other in tempo, time signature, and notation. In 1921
it was notated as Allegro brillante in eighth-note triplets in
4/4 time, while the 1924 version indicates Allegre moderato
with sixteenth-note triplets in 2/4 time. The 1924 version
begins without the characteristic ad libiturn, has some small
changes, and the ending is completely different.

The version presented here is an amalgam of the two.
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a) Original 1921
Ad libitum

Allegro brillante

b) Original version 1924
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c) Original versién 1924
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Las ABEjas, continued

d) Original versién 1924
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LA CATEDRAL

Fue compuesta con ef subtitulo de Distico sacro—dAndante
religioso y Allegro solemne—en el otosio de 1921, y fue estrenada
el 17 de abril de 121, en ¢l Teatro Solis. Barrios tuve, en ese
perivdo, problemas de salud impertante que lo mantuvieron
muchos dias recluido en su habitacion del Hotel ABC. Desde alli
escuchaba perfectamente las campanas de la Catedral Metro-
politana de Montivideo—gue suenan cada 30 minutos—, que
Jfueron la musa inspiradora de esta obra.

En ese otorio Barrios compuso ctneo obras, pere no consid-
eraba a La Catedral sino en segundo lugar entre ellas (para &l la
mds valiosa era el Vals de primavera, Aoy muy poco conocido ¥
gjecutads). Sin embargo, el propio compositer hacia ro39 inclusa
atin La Catedral en sus programas de concierto habiendo ya
dejado de tocar muchas de sus propias obras. Es en ese asio que
le incorpora el Preludio (Saudade), hoy conocida como primer
mouimiento de la obra, que babia compuesto ¥ tocado en conci-
erios como una pieza independiente.

En el mes de octubre de 1921, estands Barrios en Buenos Ai-
res con motivo de grabar para ia casa Max Gliicksmann, cono-
cid a Andrés Segovia. Luego de visitarlo en su domicilio, escribe
Barrios en una carta a Borda y Pagola: “Mostrs particular pre-
dileccion por La Catedral y me dijo que se ia diese para tocarla
en conciertos.”

La Catedral was composed with the subtitle Distico sa-
cre—Andante religioso y Allegro solemne—in the autumn
of 1921, and was premiered on April 17, 1921, in the Teatro
Solis. During this time, Barrios suffered from serious health
problems that kept him confined for many days in his room
in the Hotel ABC. From there, he could clearly hear the
bells of the Metropolitan Cathedral of Montevideo which
rang every thirty minutes. Those bells were the inspirational
muse for this work.

In that autumn, Barrios composed five works, although
he considered La Catedral no more than in second place
among them. For him, the most important was the FVals de
primavera, which is today much less known and played.
Nevertheless, as of 1939 the composer was still including
La Caredral in his concert programs, even though he had
stopped performing many of his own works by that time.
It was in that year that he incorporated the Preludio {Sau-
dade), now known as the first movement of the work, which
Barrios had [previously] composed and performed in con-
certs as an independent piece.

In October, 1921, while Barrios was staying in Bue-
nos Aires to record for the firm of Max Gliicksmann, he
met Andrés Segovia. Barrios visited him in his house, after
which he wrote in a letter to Borda y Pagola: “He demon-
strated particular interest in La Catedral and asked me to
give it to him to play in concerts.”
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Como era habitual, Barrios no levaba copia escrita de sus
obras, y en esa carta fechada el 15 de octubre de 1921 pedia a
Borda enviase a Buenos Aires esta partitura para entregdrsela
al guitarrista espafiol, quicn embarcaba con rumbo a su pais ef 2
de noviemébre. Es fécil ver que, a los plazos de la época, la par-
titura nic legd a tiempo. Segovia lo considerd un grueso desaire,
a causa del cual prodigé a Barrios su total antipatia por el resto
de sus dfas.

La Catedral, Andante religioso:

5

As usual, Barrios didn't have a written copy of his
works, and in this letter, dated October 15, 1921, he requested
that Borda send the score to him in Buenos Aires, in order
to give it to the Spanish guitarist who was departing for his
country on November 2. It is easy to see how, considering
the limitations of the post in that epoch, the score would
arrive too late. Segovia considered this a major slight, and

because of this he held a total aversion for Barrios for the
rest of his life.

2) Original 1921 (modificado en 1924)

L
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La Catedral, Allegro solemne:

1) Original 1921 (modificado en 1924)

2) Original 1921
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La CATEDRAL, rontinued

3) Original 1921 {modificado en 1924)

VALS DE PRIMAVERA

£/ Vals de primavera fue compuesto por Barrios en el otosio
de 1921 en Montevideo-Uruguay, junto con otras cuatro piezas
entre las que se cuenta La Catedral, Fue estrenado ¢l sdbado r6
de abril en el teatro Solis de Montevideo.

Estas obras corresponden a un periedo en el cual ef autor
babia sufrido trastornos de salud mds o menos importantes, que
babia sobreflevade desde su habitacion del Hotel ABC, en las
calles Savandi y Alzdibar, a pocas cuadras de la Catedral Met-
ropolitana de Montevideo.

En un reportage publicado en la prensa montevideana de la
época con motivo de dos conciertos que, una vez repuesto, real-
1zara Barrios en el teatre Solfs, ef compositor comentaba: “lanto
como mi precaria salud lo ha permitido he podide componer cince
obras para estos recitales. Considero la mds importante, después
del 'Vals de Primavera,’ de corte romdntico, ‘La Catedral, que
consta de dos movimientos, un andante religioso’ y un allegro
solemne’ . .”

Barrios composed the Vals de primavera in the autun
of 1921 in Montevideo, Uruguay, together with four oth
pieces among which was La Catedral. It was premiered «
Saturday, April 16, in the Teatro Solis of Montevideo.

These works date to the time when the composer su
fered from somewhat serious health problems that cor
fined him to his room in the Hotel ABC, at the intersectic
of the streets Sarandi and Alziibar, a few blocks from tl
Metropolitan Cathedral of Montevideo.

In an article published in the Montevideo press of t!
time, on the subject of two concerts that, having been
scheduled, Barrios played in the Teatro Solis, the compos
commented: “To the extent that my precarious health pe
mitted, I was able to compose five works for these recita
The cne I consider the most important, after the ¥als.
Primavera which is neo-Romantic in style, is La Catedr
which consists of two movements, an ‘andante religioso'ar
an ‘allegro solemne’...”

CANCION MATERNAL

Entre las obras de Barrios que integran la Coleccién de
Borda y Pagola se encuentra el original de esta habanera que
estd titulada Cancién maternal.

En todas las ediciones conocidas Sfigura con el nombre de
Cancién de Cuna, quizds a causa de una traduccin al inglés
3 luego de vuelta af espafiol. De todas maneras, las versiones
editadas Fienen diferencias importantes con la habanera de la
Coleccion Borda y Pagola.

El autégrafo estd fechado el 31 de enero del afio 1924 en
Cervo de la Cuentas Uruguay, lugar donde residia Borda ¥
Pagola con su esposa y dos hijas. Entonces, Chinita, la menor de
las ninias, tenia unos 7 adios de edad, por lo que es posible que esté
inspirada en alguna tonada que la madre cantaba a sus hijas.

Among the works of Barrios which comprise the Bort
y Pagola Collection one finds the original of this habane
entitled Cancién Maternal.

In all of the published editions, this piece bears t!
title Cancidn de Cuna, perhaps because of a translation in
English and then back into Spanish. In all respects, the e
ited versions have important differences from the habane
in the Borda y Pagola Collection.

‘The autograph is dated January 31 of the vear 1924 |
Cerro de la Cuentas, Uruguay, the place where Borda
Pagola resided with his wife and two daughters, At th
time, Chinita, the younger of the girls, was seven years ol
so it is possible that it was inspired by a melody that tt
mother sang to her daughters.
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(GRANO DE ARENA

Esta obra ha sido reconstruida a partir de un manuscrito
de don Miguel Herrera Klinger, amigo de Agustin Barrios, que
en sus escritos ha rescatado muchos detalles acerca del primer
periodo de la vida de Barrias en Uruguay, y tamébien obras cuyos
manuscritos se perdieron, como el tango Don Pérez Freire.

Muy probablemente esta pieza haya sido compuesta entre

1912y I9I3.

This work was reconstructed from a manuscript of
Don Miguel Herrera Klinger, a friend of Agustin Barrios.
Many details surrounding the first period of Barrios’life in
Uruguay are preserved in his writings, as well as works the
manuscripts of which are lost, such as the tango Don Pérez
Freire,

It is likely that this piece was composed between 1912
and 1913.

ROMANCE DE LA INDIA MUERTA

Fue compuesta en Rocha, Uruguay, en enero de 1927, donde
ademds Barrios se presentd en concierto los dias 27 y 28 en el
Teatro “25 de Mayo” de esa ciudad. El romance lleva el nombre
del paraje donde vivia don Laurindo Amaral, de cuya estancia
Barrios era asiduo visitante. A su vez, el nombre de este paraje
“India Muerte” surge de una leyenda regional, segiin la que esta
india era la mensajera del G Fructuoso Rivera, quien fenia
su escriforio en la zona oculto en el corazon de un ombi. La
india fue atacada y asesinada en cumplimiento de su misién por
los opositores de Rivera, en la época de la primera guerra civil
del Uruguay independiente hacia mediados del siglo XIX (la
“‘Guerra Grande”).

La obra estd dedicada a Tonito Amatti Amaral, sobrine de
don Laurindo. El joven, de unos 17 aries de edad, 1ba al vecine
campo del tio a tomar clases de guitarra con 8. En una oportun-
idad llegd Barrios a la estancia y, al escuchar al joven ejecutante,
lo bomenajed con esta composicion.

This piece was composed in January of 1927 in Rocha,
Uruguay, in which city Barrios performed in concert on the
27th and 28th in the Teatro “25 de Mayo.” The romance was
named for the ranch of Don Laurindo Amaral, where Bar-
rios was often a guest. The name of this place, the “Dead
Indian Woman,” arose from a local legend about a woman
who was the messenger of Gen. Fructuoso Rivera, who had
his study in a hidden place within the heart of an enormous
evergreen tree known as the om#i, The Indian woman was
attacked and murdered by the enemies of Rivera while car-
rying out her mission during the first civil war of indepen-
dent Uruguay—the “Great War"—around the middle of
the nineteenth century.

The work was dedicated to Don Laurindo’s nephew,
Tonito Amatti Amaral. The seventeen-year-old youth, who
lived in a neighboring town, would visit his uncle to study
guitar with him. On one occasion Barrios was also visiting
and, upon hearing the youth play, paid homage to him with
this composition.

Luisito (MiNnugeTTO)

Este pequerio minué en do menor fue compuesto en Salto
en 1925, y estd dedicado a don Luis Pasquet (padre). Barrios
acababa de regresar de sus pais natal, y a su regreso se radicd
durante alge mds de un ario en la ciudad de Salto en casa de Pos-
quet, comerciante de esta plaza y por mds datos buen aficionado
@ Ig guitarra, y mds que todo, espiritu de los grandes, generosos y
nobles”, en el decir del propio Barrios en una carta de esta época
dirigida a don Martin Berda y Pagola.

La anécdota cuenta que Pasquet estaba estudiando un
minué de Sor y comentd a Barrios lo dificil de la tonalidad de
do menor para la guitarra, a lo que éste replicd: “verds que no es
ast’; y se lo demostrd improvisando en pocos minutos esta her-
mosa pieza.

This little minuet in ¢ minor was composed in Salto
in 1925, and was dedicated to Don Luis Pasquet (senior).
Barrios had just returned to his native country and settled
for the better part of a year in the city of Salto in the house
of Pasquet, “merchant in this town and reputed to be a true
devotee of the guitar, and above all, a great, generous, and
noble soul,” in the words of Barrios in a letter from this
time period that he wrote to Don Martin Borda y Pagola.

The anecdote told is that Pasquet was studying a min-
uet by Sor and he commented to Barrios that about the
difficulty of the key of ¢ minor on the guitar, to which Bar-
rios replied. “You will see that such is not the case,” and he
demonstrated this by improvising, in a few minutes, this
lovely piece.
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Rancuo QUEMADO

Un pequerio estilo—forma musical tradicional propia del
Sfolkdore rioplatense y en particular del folklore uruguayoe—eom-
puesto también durante la estadia de Barrios en casa de Luis
Pasquet, en Salto.

Estd dedivado a Renato Liantada, quien en esos dias babia
perdido su casa en un incendio, aungue no fue posible reconstruir
la andedota con mayor precisidn.

This little aszilo——a traditional musical form from the
folklore of the Rio de la Plata, particularly Uruguay—was
also composed during Barrios” sojourn in the house of Luis
Pasquet in Salto,

Although it was not possible to reconstruct the story
with precision, it is known that this work was dedicated to
Renato Llantada, who had recently lost his home in a fire.

VIDALITA CON VARIACIONES

La vidalita es quizds lg forma musical folklorica mds au-
féntica y propiamente uruguaya, ya gue si bien la milonga ha
tenido una difusion considerablemente mayor es una forma mds
bilateral del Rio de la Plata.

Sobre un tema auténtice y pure de vidalita, Barrios con-
struye una “vidalita de concierto” a través de la incorporaciin
de variaciones netamente guitarristicas que conservan la clara
esencia del tema original,

Esta obra fue compuesta en rgzs, durante ol periodo en ol
que Barrios estuvo radicade en casa de don Luis Pasquet.

MADRECITA! ...

Exste minué, compuesto en 1925 durante el periodo en que
Agustin Barrios estuvo vadicads en Saite, sstd dedivado a Lyis
Pasquet (bijo), con la siguiente inscripeidn: A hermase botsja y
Sfuture gran miisico Luisito Pasquet’, [Vaya premonicion! [Luis
Pasquet (bijo} ha estads durante muchos aros a cargo de la di-
reccivn de la orquestra de Finlandia!

Eljovencito habia perdido recienternente a su madre. Bar-
rios le dedica esta piexa comprendiendo el dofor y recogimiento
del nirie gue no verd mds a su madre, desde Iz perspectiva de
quien, durante Yoda su vida y mds alld de las distancias, tributé
ur carifie y venerdcidn permanentes a su propia madre.

The vidalifa is perhaps the most authentic and truly
Uruguayan folkloric musical form, inasmuch as the mifonga
has had such a wide distribution that it is found on both
banks of the Rio de 1a Plata.

Over an authentic and pure widafiza melody, Barrios
has constructed a “concert widafite” through the incorpo-
ration of genuinely guitarristic variations that preserve the
clear essence of the original theme.

This work was composed in 1923, during the period in
which Barrios lived in the home of Don Luis Pasquet.

{MiNvETTO)

This minuet, composed in 1925 during the period in
which Barrios lived in Salto, was dedicated to Luis Pasquet
(junior), with the following inscription: “To the handsome
boy and future great musician Luisito Pasquet.” What a
premonition! Luis Pasquet (junior} would be the director
of the Orchestra of Finland for many years!

'The young boy had recently lost his mother. As one
who, throughout his life and distant travels, offered a tribute
of love and veneration to his own mother, Barrios dedicated
this piece to him, comprehending the sorrow and loneliness
of a boy who would never again see his mother.
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FuENTES DE INFORMACION/ SOURCES OF INFORMATION

Los manuscrites de Luisito, Rancho Quemado, Vidalita
con variaciones y Madrecita! ... y Ja segunda version de La
Catedral pertenecen a la coleccion del Profesor Ramdn Go-
mez Cruz, discipule y amigo personal de Luis Pasquet (padre).
Quicen nos ba también reconstruido el escenario y las anécdotas
que las rodearon.

Los manuscrifes de Souvenir d'un réve, La Abejas {wer-
sién de 192r), La Catedral, Vals de primavera, Cancién ma-
ternal y Leyenda guarani pertenecen a la Coleccin Beorda y
Pagola, que fue estudiada con la autorizacion de Aide Borda
Sosa (Chinita), bija de don Martin Borda v Pagola, a quien
se debe la mayor parte de la informacion anecdética recopifada.
Los cincos primeros manuscritos son de pusio y letra de Agustin
Barrios, en tanto el de la Leyenda guarani es caligrafia de don
Martin Borda y de Escobar.

E! manuscrito de Las Abejas (version de 1924) pertenece
a la coleccion de César Amaro, y Ie fue obsequiado de su coleccion

personal por don Oscar Serafino.

E! manuscrito de Grano de arena pertenece a la coleccidn
de César Amaro, le fue obsequiado de su coleccion por el Profe-
sor fosé Lopex Blanco, y es caligrafia de don Miguel Herrera
Klinger.

El manuscrito de Romance de la india muerta pertenece a
la coleccion de César Amaro, y le fue obsequiado per José Marcos
Barrios en la ciudad de Treinta y Tres (Uruguay).

Para la preparacidn de los comentarios se bha tomado como
referencia ef libre Agustin Barrios: Patrimonio de América
(2a edicidn) de Elizabeth Gonzdlez de Amaro.

—César Amare

The manuscripts of Luisite, Ranche Quemado, Vidalita
con Variaciones and Madrecita! ... and the second version
of La Catedral are from the collection of Profesor Ramén
Goémez Crug, disciple and personal friend of Luis Pasquet
(senior), who has also reconstructed the background and
the anecdotes that surround them.

The manuscripts of Souvenir d’un réve, La Abejas (1921
version), La Catedral, Vals de primavera, Cancidn maternal
and Leyenda guaraniare from the Borda y Pagola Collection,
which was examined with the authorization of Aida Borda
Sosa (Chinita), daughter of Don Martin Borda y Pagola, to
whom is owed the majority of the anecdotal information
compiled here. The first five manuscripts are from the hand
and words Agustin Barrios, and the Leyends guarant is in
the hands of Don Martin Borda and of Escobar.

‘The manuscript of Las Ab¢jas (1924 version) is from the
collection of César Amaro, and was obtained from the per-
sonal collection of Don Oscar Serafino.

‘The manuscript of Grane de arena is from the collec-
tion of César Amaro, and was obained from the collection
of Professor José Lépez Blanco, and is in the hand of Don
Miguel Herrera Klinger.

The manuscript of Roemance de la india muerta is from
the collection of César Amaro, and was obained from José
Marcos Barrios in the city of Treinta y Tres, Uruguay.

For the preparation of the the commentaries, 1 have
used as a reference the book Agustin Barrios: Patrimonio de

América (2nd edition) by Elizabeth Gonzilez de Amaro.
—English translation by Edward Lugo

N. B.: The music in this publication is drawn from private
sources and collections and is published here, in its present
form, for the first time. It contains new and original mate-
rial and is protected by international copyright.
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a Tonito Amati Amaral

Romance de la India Muerta
Revisién y digitacion Estilo Agustin Barrios

César Amaro Rocha, Uruguay, enero de 1927
@1 Cvi
Allegretto ) ) ?‘!\ - 2 i 3’3
_ ! 1 N U | W S d_ v B v 3P 4 &
Lrf 8 T % e 0w g, 0 i " F
R — T e W AT — 4 T o
0 k . 3 —— @1 3 2P
®-D I T r 3 @
\—-gis O 8
mf
Oyl Cvirs Cx Y
& -3 i
1 3 3N 8 22 2 5
2 Falimny b -
_uj__&_j_ﬁwzw@&_l_i_g v b v S v & 4 S
) e S— O, Sl a— | 4 a—_— —Fﬁ,—:—%—g
- e — W S gl it R
2| AU — 8T A T2
i
r~ Cvil
P o . >
H v Estilo (3 A
2 5 by ar S
:?— g P b e 2 7 P e — —
. 1
i ﬂ) f I‘!:S.

C Vi~ 7 SR
S 3 fm o
o f— 4 '3 A I
Y m # N N TV I y
%ﬁf:ﬁ__ ﬁ:ﬂ—:_m 3 2 :
g — e e g
[y T -P g & ol T T P'"'_%W'Tm—"—.ﬁ“l@ g €
% 2@ rit rit.

‘L iy
0| t l

«Tw
|

i

Copyright ©2008 by Richard M. Long. International copyright secured. All rights reserved.
Unauthorized copying is an Infringement of the law. Printed in LS.A.

TPS-061



23

L

121
: T Y

L
a
3
“IW B
e ) L
| JEE =
HIL NGRS
G TR
= |
o hnll_j.a.
el
IR A
403\‘%\
Sl t -
&<y

21

3]

rif.

Tempo I

25

1N
N ’; }

iy

&2%)@’
@@@“
Ealil
@7
Sra (Y -
I
> (el de
EE
2~
& T
SIE
ao— WHED
¥
?_P|@
| et
“SuAL
7.“ LH—2
<"
— =
&t v,
| 2]
ﬁ
> WN[S-.
md U2
3_ !
—
S 44%
~ln
mnﬁwu

G

-
_ .
i
ol
i
Ch s
¥ &_LWMM% 1$
¥
N
3=
¢ 55
sy 09
[ -]
) .
i E
| - —
5o
~ NEe
=

39

|®“ 5
o O NG
.a.:.||!_
o ¥
Nk,
¢ HHD

= Ll

PR D

o=
amwﬂj

il

TS

|

s i

Y "

o ’

.m . ruu_l
ﬂa.h!’oo
)

m?;r

5 Byl S

L S
T | M- - o
& .vanr
ol 1
Vol
3 | .
¢ TP

molte rall.

TPS-061



Leyenda Guarani

Revisidn y digitacidn Agustin Barrios
Cesar Amaro .. Cerro de las Cuentas, 1912
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Compuesz‘o en la casa de mi caro amigo
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a Luis Pasquet

Vidalita

con variaciones

Revisién y digicacion Agustin Barrios
César Amaro Salto, Uruguay, 192
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a Renato Liantada
Rancho quemado

Estilo
Revisién y digitacion Agustin Barrios
César Amaro Salto, Uruguay, 1925
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Souvenir d'un réve
(Un suefio en la floresta)

Agustin Barrios

Revisidn v digitacisn
Brasit, 1919

César Amaro

® CﬁV 4 3 1 4§ 2
Largo 2 1 4 ! -
A s o 4 1y 3y 2 4 44 _JJQ/::]\
3 ' 0o
%:g O-F- r zf} 3 o
[1 |[2.
pid i3 . e
1 F Ff T = o
VI1 XII
harm. harm.
poco piti mosso . . g
J J¥2 2 44y ) o4 oyl ) L) o3

) = >
=  — —
!

H )
-}
]
-]
sofed
s
JI
I
€0~
|
el il
®

© -3

@ 1 5 4 3 Cv ¢
13 | ; 4 4 _J_ _J_ i % 1 . . .
5 . L.f' £ = 4 4 sﬁt = I ——-
&y — = - = 2 — %
¢ 2 3 3 1l ¢ 2r — = p— — ®
3 a 2 a S-r i F 'F" pizz. --------n
"""""""""""" ® .
17
| 1 { "l i ;_’I [Ty [ i
8 3 + 4 s !;"'-' @ ” @ v harm.
1 )
s 7 T i
e (ST LTI ﬁ i
[ fan Y } } £ I@
ToE 5 & & o —
F F E-'amipamifo

Copyright ©2008 by Richard M, Long. International copyright secured. All rights reserved,
Unauthorized copying is an infringement of the law. Printed in U.S.A.

TPS-061




© ? @ CfJ ]3 @ _-5@ 2 ‘
778 50 o 2 O e e
2 @” ................. = @ 5 ©

{9*—’—534—_
¢ — @ 2 1 8 e

|;' @ €) 7 @ @ 0 0

¢vin l 2 1 2
EEEEEmE . AEEEES
[ T

7 53‘\'& @ P & & & !

TPS-061



44

CVII }

?

:::J === === ___.

EF‘. @ |@J Q
4 -4 L @i
N ?E-_ ——= %::é@ ===#=== ‘ﬁ % ﬁ Fj
o ﬁﬁ, J'[ o mee mie eee jeee o2
v — hﬁ 1 : =
F_ @ @ ® F (‘% @
Cvil @VII——-—-—I

& % = L . j
Cv _“ ¢vin |

F— - i-' 3
o "-F
Cy Crv ,
Y8 Eerereloorleeekrrerlieerk Breleeeireerrirrire
L= = A= == 2
PRC e o e e e
® & A g

TPS-061



TPS-061




™ harm.
¢ v Zx | é X11
62 {1 5.2 o —
g 0
"t 2 AT S e
%.n, LNl g; e — —— S ——"
=== —==== =

&
1
-~
-]

mj
&M
.

-]
[+ ©
-

&
Y=
‘%T
gl
-]

S
~
- =

s

Il

g
a5
(
Y
| R
(
v
g
N
thi

SIS
(

3 - N
71 . . L y {\ i -« v & 7 §
@ 4 — ? g:dg; 2® 2 b fzo e = - X
T 4 P e i_"lsi’a—’:’:’/ i P #
]| r] 01_‘3) E 3:-’ N 3r o) lf
g0t 24 0 w @ i @ P p
b1i p D
s 3 gviI y ) gvii———
_____ Ok—\ i 4 ‘
7 4 @D © ! Z fe - 1——'ﬁ 3 0o Y -
- — i mm——t ——— e
v 3 § 8 3 3 @ J 3
i e P FLEN P i P
1 (2 ® Cn :
&7 1 6 8
2 Y o 7 c}, » 3 4
)iy #ﬁ ; '_#‘LH#F I~ ——— —
@ \__J‘ = 'ITZ_F:(]' o I ! ‘ -_.l ” | ._i —
[y, 2! . 8 2 —] —
' @ P p 7 r
P |p tm oa m i
Cvil Cx1 |
3
P T =ﬁ” | e
§s ==ﬁ=F =?= | i te | P
£ o a T =
D . » »—]
%Z - e R
(Y - p R —
ur Ip p i m a m i p i m a i



v 2 ;_.-J; r = ::-:-‘s' -
s © @
Cvix
== == ” = ==
L EEEmEmEE AmET Em
Ve e T F

TPS-061



TP5-061




9

=E=EEE AmEEEs

B

—_———— e e —— —_—

L AREEES nmmme

pos = “Tetze 7 e
e = T




50

EVII

ot o

ﬁ

ﬁ ﬁ fj ﬁ#_ﬁ =

@X—~—-——,

,ﬁ

125 ‘?
o — —— — g = | ———
_ # — ———— ¥ HP
LY Fi - T
\!_j’ ‘ 2 .1 h 2
F 2 @ @

1

)
- —
E——
3 2
€} 3

BN, EEEETE
T ol I
I ! 7 ' Es — J?'.‘__ __E___-
(@

L EEmminine . mEEEE
QL — —— = '




135 JI% % Fﬁu \44# ﬁﬁ ‘i:ﬁ ﬁ ﬁ ﬁ ;ﬁ ﬁ
T T T L T

pEEmEIEEE mEmEEEE
RS ss 2 7]

T EEEETET L

=
m(:»erearr,c:fo1 ---------- 3——|——1 ’ o

TPS-061



Music FOR SOoLO GUITAR

AHNFELT, JSCAR
ArBENIZ, Isaac

Bach, §. 5.

Brawrvais, William
Branciarn, HarorLp
CaRCASSE, MaTTEC

Caruiig, Ferp.

Cassius, FRANTZ
CasTELLACEL LGt

CHANDLER, MuoH
Cimanosa, Dom,
CorELLE, ARCANGELD
DuarTE, Joun W.

GIANONCELLL, BERN.
Givtiang, Mauro

Goonop, CHARLES
Granapas, EnriQqus
Hanoss, G.F.
Havon, B, J.
Horerzsy, FeLix
Kaverman, Jax

Kenyom, STaeHeN

Kineg, Jorn

MarTin, Enttarpo

Msrn, PisTre Pacro
Menruin, Jose Luis

MerLin & ALVAREZ
Muparna, A, ox
Ourkovzounay, A,

Blott en Diay {Day By Day) (Eciksson)

Favarite Pieces {(Cadiz, Cordoba, Leyenda, Rumnares de
iz Calets, Sevilia} (P. Romero)}

Mallorea: Barcarola, Op. 202 (Swiczer/P. Romera)

Parrita Ma. 2 in d minor, BWV 1004 (P. Romera)

Perrocert, Pierre
PrrestanTi, Luigr

Rousro, Cerenonme

Rossim, G, AL

Sacninl, LUics

Suite No. 3in I} major, BWV 1009 (P. Romero)

Five Lyric Pleces

Innocent Meandering (Robinseon)

Adieux  la Suisse: Tyrolienne de Bruguidce variée, Op.
56 {Long)

Variations sur Paic "Abf vous dirgi-fe, Maman” {"Twinkte, 1

Twinkle, Little Star”], Op. 60, No. 3 {(Danner)
Inrroduction e théme varié {on a Theme from Mozart's
The Magic Fluee], Op, 376, We. 30 (Danner}
La Girafe i Pacis: Divertissement Africo-francais,
Op. 306 (Long)
Complere Works, Vol. 1: Music for Solo Guirar {Ribot}
Variarions on 2 Theme of Paisiello: “Nefl cor piit non mi
sente” .. Op. 38 {Long)
Fantaisie sur un théme viennois {A Schisserl und @ Refndl],

SaNz, (Gasrar
ScarLaTTi, Do,
- ScHusann, R, A
SuieLps, JossPH
Sor, FERNANDO

i Spima, Fareoarcer

TAirrEsA, FRANCISCO
VaLLET, NicoLas

VIVALDL ANTORIO
Wartace, Frank

Op. 65 {Long)}

Fantaisie sur Iz romance favorite de 1a Cenrrentola: “Non

(Grande Fantaisie ... sur la marche favorite de Moise ...

s mesta” de Rossini, Op. 99 (Long) ‘

Werss, 5. L.

Wittis, Rex

de Rossini, Op. 100 {Long} i
Two Preludes {Holzman) ]

Three Sonatas (Nos. 15, 46, 53} {Zohn)

Allegro, from Violin Sonatz Op. 5, No. 3 (Long}

Birds, Op. 66 (Goni)

Thyee Dances (Valse Iyrique, Op. 137; Vaiscen
tondeau, Op. 128; Danza eccentrica, Op. 138)

Variations on an Italian Folk Song, Op. 139 {Marchione)

Twelve Studies, Op. 140 {De Innocentis)

Pequens suite venerolana, Op. 141

Tastegiata & Bergamesca {Klickstein)

Six variations sur ja chanson national *] bin a4 Kobibaucrn
Bub,” Op. 49 {Long)

Variazioni sulla cavatina Savorita "Die! Calort ob ciel” &
Rossini, Op. 101 (Long)

Introduzione ¢ variazioni sopra la cavatina fvorite
"Nume perdonami ..." nei Baccanali di Roma,

AvBEnrz, saac
Bacr. 1. S

Breruoven, L. van
Barros, Tomds
OBeRLEITNER, A,

RopriaUeEz, ALBERTO

SaTiE ErIk
SOLER, ANTONID

Op. 102 {Long)

Faust Walrzes {M, Y. Ferrer/King}

T're Tarantelle e Balletti hazionali napoletani (King) l
| Whiss, Rex

La Maja de Guoya: Tonadifla (P. Romero) (Tn Preparation} |

Suite for a Musical Clock {Zohn)

E
Sonara in G, Hob. XVI:E {Zohn)} ]

Grandes varistions, Op. 16 (Long)
Juicy Fruir Shaffle

Spooky Blues

Threnody

Variations on 3 Mongolian Polk Song
Maumbury Rings & Dancing Ledge
Scotrish Suire

Chico: Cancion Andaluza

El Fandangn Resade

Soledad

Suite for Guitar (after Salvader Dall)
Introduceién y Danza

Dos Piezas: Air de paz & Son de barrie
Capriceio derro “if Gran Monarca” {Long)
Doz Aires Pampeanas

Anown, STEPHEN {ED.)
Cassevs, Franrz

Grananos, ENrRIQUE
Kaverman, Jar
Kirernen, Jossre

MerLin, Josg Lurs
OUakouZoUNoy, A.
RoMeao, CELEDODWIO

Catedral de los Pdjares
Sueno con Caballos

Suize del Recverdo
Tancanakuy: Suite argentina
Fantasia X (P, Romern)
Frammenti

" Sartie, BErx

l SOHOCKER, (ARY
¢ TELEMAMN, . P.

. ToseLLy, EnNrico

Fantaisie sur une mélodie russe, Op. 32 (Lang)

Two Arias of Rossiny: Preghiera “Dal fuo stellate sogh
Cavatina “Come dolee alfl’'alma miz” {Long)

Tango Angelita {¥. Romero}

La Danza: Tarantella napolitana (Aron)

Variations britlances sur un théme allemand {4 Schis
und a Reindl), Op. 11 (Long)

Variations brillantes sur un air di Rossiai, Op. 12{1

Danczas espafiolas {P. Romero)

Sonara in a, K. 149, L, 93 {Long}

Scenes from Childhood, Op. 15 {Aron)

Four Crucial Momeats

Fantaisie ... dédiée 3 son éleve Mile Houzé (P, Rom

Enrroduction er variations brillantes sur “Tu vedrai le
sventyrata” de Bellini, Op. 31 (Long)

El Dyiablo: Estudio de Sevilla (King)

Selecred Lute Wotks, It Nine Preludes
{for guitar er 10-string guitar) (Long}

Selecred Lure Works, 11: Five Dances & Soet Robbe
{for guitar or 10-seeing guitar} (Long)

Concerro in A, BV 82 {Zahn)

The Srubbocn Qak

Ciacona { Tornsaufer]

Courance Royale {Long]

Capriccie Cantabile: Homage v Plazzolla
{Parris/Hebinson)

Two Songs of Christmas {Robinson)

MusIC FOR TWO OR MORE GUITAR

Tanpgo in D, Op. 165, No, 2 (Leng)

Fuga C-Dur, BWY 933 {Long}

Fugue in &, from Concerro e fuga, BWYV 909 (Leng}

Do for two guitars “and eyeplasses obbligato”
{Long/Swiczer)

Toca de La Dolores (P. Romero} (for four guitars)
{In Preparation)

Twelve Beer-House Lindler, Op. 10{Lang}

Warzaciones sebre un tema de W A, Mozarr

Trois Gnossiennes {Long}

Senatain e, M. 1, R 43 (Long)

Sonatz in D, R. 84 {Long)

Sonata in D, M. 34, R. 92/4 (Long)

Sanarain 2, R. 118 {Long)

The Floating Ancillary Ants
{for three guitars or guitar orchestrz)

CHAMBER/VOCAL MUSIC WITH GUITA

On A Sunday Afrernocon & Other American Popular
Songs ... (for coice and guitar)

Complece Waorks, Vol 2: Songs with Guitar or Piane
Accompaniment (Ribot) (In Preparation)

La Maja de Goyar Tonadilla {voice & guitar} {P. Rome

Jinx on You {for flute and guitar)

Sérénade (in D2}, Op. 97 (for violin or flute and
guitar) (Long}

Progresiones para Dauline {for guitar and flute}

Three Folk Sangs (flute, cello, rwo guicars)

Suite Andaluza No. 2 (para guitarra y flausa}
{Tn Prepuration)

Tango Angelita (for voice and guitar} (P, Romero)

Trois Gnossiennes {for flure {or vielin or oboe] and
guitar} (Lang)

Once Upon A ... (flute and guitar) {Vieaux)

Trio Sonata No. 5 in a (for recorder/fluee, violin, gaie:
and ecelle] (Welch}

Serenata, Op, & (for violin and guitar} (Long)
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