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ABSTRACT	
	

	

This	 essay	 is	 focused	 on	 investigating	 the	 ways	 in	 which	 Antón	 García	 Abril	 uses	

Polimelodiosidad	in	his	2007	piano	quintet,	Alba	de	los	Caminos.	Polimelodiosidad	is	a	

term	to	describe	a	quality	of	continuous	flow	of	musical	expression	integrating	melody,	

rhythm,	 texture,	 and	 harmony.	 It	 is	 a	melodic	 quality	 he	 seeks	 to	 inscribe	 to	 the	 full	

texture	and	dynamic	flow	of	the	music.	It	provides	a	middle	ground	between	tradition	

and	 modernism	 that	 allows	 García	 Abril	 to	 project	 a	 unique	 expression	 of	 neo-

Romanticism,	 as	 it	 unifies	 a	 Romantic	 concept	 of	 expressive	 melody	 in	 continuous	

variation	with	modern	approaches	to	rhythm,	texture,	and	form.		

The	 first	section	places	García	Abril’s	compositional	style	 in	 the	context	of	nineteenth	

and	 twentieth	 century	 musical	 developments	 in	 Spain.	 The	 second	 section	 presents	

García	 Abril’s	 musical	 aesthetic.	 The	 third	 section	 examines	 pertinent	 biographical	

material.	The	final	section	contains	the	analysis	of	García	Abril’s	Alba	de	los	Caminos.		

Given	 that	 García	 Abril’s	music	 has	 not	 been	 fully	 explored	 in	 the	 United	 States,	 the	

author	of	 this	doctoral	 document,	 Yanira	 Soria,	 has	 translated	 all	 of	 the	 sources	used	

from	the	original	language,	Spanish,	into	English.		
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Musical	Environment	and	Influences	

	

	 Antón	García	Abril,	one	of	 the	most	admired	and	prolific	Spanish	composers	of	

our	 time,	 believes	music	 should	 be	 communicative,	 beautiful	 and	 enjoyable.	With	 the	

abandonment	 of	 many	 aesthetic	 parameters	 in	 the	 20th	 century,	 the	 listener	 is	 left	

without	 the	 communicative	 purpose	 of	 the	 musical	 language.	 García	 Abril	 wants	 to	

avoid	 this	 outcome	 by	 offering	 a	 coherent	 and	 intelligible	 language	 that	 enhances	

communicability.	 As	 a	 composer	 who	 separated	 himself	 from	 contemporary	 trends,	

García	Abril	has	sometimes	been	criticized	as	someone	who	looked	to	the	past	and	not	

the	future.		

	 Antón	García	Abril’s	music	is	a	reflection	of	his	own	distinct	artistic	personality.	

His	works	 are	 full	 of	 fugal-like	 continuous	 presentations	 of	 simultaneous	 voices	with	

different	rhythms,	accents,	and	dynamics,	which	the	composer	terms	polimelodiosidad,1	

and	absolute	mastery	of	counterpoint	and	polytonality.	Maximino	Zumalave,	a	Spanish	

conductor	and	pianist,	 says,	 “When	 I	have	one	of	 [García	Abril’s]	 scores	 in	hand	 .	 .	 .	 I	

always	appreciate	great	clarity	.	.	.	His	music	is	always	very	rich,	very	polyphonic,	with	

many	inner	voices,	great	harmonic	tension,	and	rhythmic	pulse.	His	music	is	sometimes	

difficult	to	read	but	well	thought	out	for	each	instrument.”2		

																																																								
1	Esther	Sestelo	Longueira,	Antón	García	Abril:	el	camino	singular	de	un	humanista	en	la	
vanguardia,	continuador	de	la	cultura	Espanola	de	su	tiempo	(Madrid:	Universidad	
Complutese,	Servicio	de	Publicaciones,	2007),	1086.		
2	Andrés	Ruiz	Tarazona,	Antón	García	Abril.	Un	inconformista.	El	compositor,	visto	y	
sentido	por	sus	intérpretes	(Madrid:	Fundación	Autor	-	Sociedad	General	de	Autores	y	
Editores,	2005),	41.	
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	 Music	 in	 Spain	 at	 the	 beginning	 of	 the	 20th	 century	 developed	 in	 three	

noteworthy	 ways:	 1)	 mainstream	 European	 19th	 century	 repertoire	 began	 to	 be	

performed	 regularly;	 2)	 developments	 in	 the	 major	 European	 music	 centers	 were	

integrated	 into	 new	works	 by	 Spanish	 composers	 and	 became	 familiar	 to	 audiences;	

and	3)	the	music	of	Spanish	composers	was	accepted	and	promoted	in	Spain	once	again	

after	the	Spanish	Civil	War	(1936-1939)	ended.3	During	this	war,	Spanish	music	was	cut	

off	 from	 the	 rest	 of	 the	 world,	 and	 after	 the	 Civil	 War,	 the	 country	 was	 under	 the	

dictatorship	of	Francisco	Franco.	The	oppression	of	the	new	Spanish	regime	caused	the	

exile	of	many	intellectuals,	including	poets	and	musicians.	The	musical	scene	was	bleak,	

as	it	had	virtually	no	contact	with	the	European	mainstream	for	nearly	twenty	years.	

	 However,	during	the	mid-1950s,	 ‘Generación	del	51’	emerged,	a	name	that	was	

given	 to	a	group	of	 composers	 since	 they	 finished	 their	musical	 studies	 in	1951.	This	

group	 included	 musicians	 such	 as	 Ramón	 Barce,	 Cristóbal	 Halffter,	 Luis	 de	 Pablo,	

Alberto	Blancafort,	 and	Antón	García	Abril,	 our	 composer	of	 interest.	They	desired	 to	

cultivate	 and	 promote	 Spanish	 music	 in	 Spain	 and	 bring	 it	 into	 the	 mainstream	 of	

European	 musical	 development.	 Of	 these	 Spanish	 composers,	 García	 Abril	 and	

Blancafort	 chose	not	 to	 follow	 the	atonal,	dodecaphonic	and	serialist	movements	 that	

were	gaining	favor	among	young	composers.4	Ananda	Sukarlan,	an	Indonesian	pianist,	

says,	“I	always	admire	Antón	García	Abril	and	his	‘wrong’	decision	of	not	following	the	

tendencies	 and	 artistic	 trends	 that	 were	 in	 place	 when	 he	 began	 composing.	 His	

ultimate	wish	is	the	same	as	any	other	composer:	to	be	expressive.	But	he	has	lived	in	a	
																																																								
3	Daniel	E.	Brill,	“A	Study	of	the	Style	of	Antón	García	Abril	in	his	Choral	Works”	(DMA	
diss.,	University	of	Cincinnati,	1997),	4.		
4	Arthur	Custer,	“Contemporary	Music	in	Spain,”	The	Musical	Quarterly	48,	no.	1	
(January	1962):	18,	accessed	September	5	2014.	http://www.jstor.org/stable/740213.	
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time,	 and	 in	 a	 part	 of	 the	world,	where	 expressing	himself	 through	music	was	not	 in	

style	 and	was	 considered	 ‘artistically	 incorrect’.	 If	 contemporary	music	 only	 spoke	 to	

the	 heart…	 it	 was	 not	 considered	 ‘serious’	 music;	 if	 music	 reached	 the	 audience	

immediately	then	it	was	considered	bad.”5		

	 In	 the	 first	 half	 of	 the	 20th	 century	 two	 fundamental	 and	 opposite	 aesthetics	

were	defined.	Many	of	the	composers	who	began	their	creative	work	in	the	second	half	

of	the	century	are	positioned	within	these	two:	the	Second	Viennese	School	formed	by	

Schoenberg,	 Berg,	 and	 Weber,	 and	 the	 second	 group	 by	 Stravinsky,	 Bartok,	 and	

Hindemith.	 Those	 who	 chose	 the	 second	 group	 of	 aesthetics,	 like	 García	 Abril,	 were	

labeled	as	conservative,	regressive,	contrary	to	the	meaning	that	a	few	had	given	to	the	

term	avant-garde.		

	 While	 García	 Abril	 was	 a	 student	 in	 Valencia	 he	 analyzed	 some	 of	 Bartok’s	

Mikrokosmos	pieces.	Bartok’s	music	had	a	tremendous	impact	on	the	young	composer.	

The	treatment	of	modes	 in	general,	and	 in	particular	pentatonic	and	modal	character,	

dissonances,	rhythms,	and	harmonic	originality	would	be	discoveries	that	would	live	in	

García	Abril’s	sound.		

	 The	 rhythmic	 element	was	 one	 of	 Bartok’s	 great	 contributions,	 present	 in	 his	

work	 in	 general	 and	 in	 piano	 music	 in	 particular.	 It	 must	 be	 noted	 that	 the	 use	 of	

intricate	 rhythm	at	 that	 time	was	alien	 to	 the	Germanic	musical	 tradition.	His	Allegro	

Barbaro	(1911)	was	composed	the	same	year	as	Petrushka	(1910-1911)	and	two	years	

before	 The	 Rite	 of	 Spring	 (1913),	 two	 works	 with	 which	 Stravinsky	 introduced	 the	

rhythmic	 element	 as	 surprising	 novelty	 in	 a	 musical	 field	 governed	 by	 post-
																																																								
5	Ruiz	Tarazona,	Antón	García	Abril.	Un	inconformista.	El	compositor,	visto	y	sentido	
por	sus	intérpretes,	303-304.		
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romanticism	and	Debussyan	characteristics.	Complex	rhythms	are	also	crucial	in	García	

Abril’s	music	and	often,	as	in	Bartok’s,	extracted	from	the	folklore	of	his	country,	in	this	

case	the	Spanish	folklore,	in	which	ostinatos	and	rhythmic	cells	are	commonly	used.		

	 The	Stravinskian	qualities	García	Abril	has	collected	have	been	his	rhythmic	and	

orchestral	 mastery.	 Stravinsky	 worked	 more	 than	 anyone	 in	 the	 rhythmic	 concept,	

making	elements	of	pulse	and	rhythmic	gestures	paramount	to	meter.	Petrushka	broke	

new	ground	in	its	use	of	polymeter,	as	well	as	harmonic	innovation.	In	The	Rite	of	Spring	

Stravinsky	 plays	 with	 syncopations,	 silences,	 shifted	 accents	 and	 tempo	 changes,	 all	

aspects	that	are	used	by	García	Abril	 in	his	own	style.	The	Rite	of	Spring	expanded	the	

definition	 of	 rhythm	 for	 Western	 audiences	 and	 opened	 the	 door	 to	 rhythmic	

experimentation.		
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	 García	Abril’s	Musical	Aesthetic	

	

Antón	 García	 Abril	 always	 composes	with	 the	 listener	 in	mind.	 As	 Leonard	 B.	

Meyer	writes,	“philosophers	and	critics	have,	with	few	exceptions,	affirmed	their	belief	

in	the	ability	of	music	to	evoke	emotional	responses	in	listeners.	Most	of	the	treatises	on	

musical	composition	and	performance	stress	 the	 importance	of	 the	communication	of	

feeling	 and	 emotion.	 Composers	 have	 demonstrated	 in	 their	 writings	 and	 by	 the	

expression	 marks	 used	 in	 their	 musical	 scores	 their	 faith	 in	 the	 affective	 power	 of	

music.”6	Throughout	 García	 Abril’s	 music	 he	 has	 always	 intended	 for	 his	 music	 to	

manifest	a	message	of	spirituality.	To	him,	music	is	expressed	as	the	language	of	love,	as	

a	universal	expression	of	our	noblest	sentiments,	and	our	desire	to	communicate	with	

one	another.7		

	 García	Abril’s	music	 is	endowed	with	 its	own	language	 full	of	communicability.	

This	 is	achieved	through	a	rigorous	study	in	the	use	of	rhythm	and	texture.	His	music	

employs	 free	 tonality,	 in	which	 predictability	 is	 found	 (tonal	 patterns	 in	 the	 classical	

tradition),	with	modern	harmonies	free	of	formal	structure.	It	is	more	accurate	to	speak	

of	tonal	centers	than	tonality	because	of	the	intentional	ambiguity	and	vagueness	of	his	

harmonic	language.		

The	most	important	aspect	of	his	music	is	the	melody.	According	to	Jesus	Alcalde,	

“its	importance	in	the	musical	message	comes	from	its	role	in	perception	.	.	.	the	melody	

turns	 out	 to	 be	 the	 musical	 component	 that	 promotes	 better	 communication	 and	
																																																								
6	Leonard	B.	Meyer,	Emotion	and	meaning	in	music	(Chicago:	University	of	Chicago	Press,	
1956),	7. 
7	Antón	García	Abril:	Speech	on	the	occasion	of	the	Tomas	Luis	de	Victoria	Award	
ceremony,	October	18,	2007.		
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synthesis,	 therefore,	 it	 is	 the	 preferred	 and	 dominant	 element	 for	 a	 more	 direct	

communication.”8	García	Abril	has	been	criticized	for	his	use	of	melody,	but	 it	 is	a	key	

element	in	explaining	his	compositional	style.		

In	his	Defense	of	the	Melody	speech,	García	Abril	says,	“The	melody	has	been	the	

element	that	defined	the	personality	of	musical	art	.	.	.	It	is	the	melody	that	determines	

the	expressive	willingness	of	 feelings	 through	music.”9	García	Abril	goes	on	 to	explain	

what	 melody	 means	 to	 him	 by	 adding,	 “When	 I	 speak	 of	 the	 melody	 I	 am	 not	 only	

referring	 to	 the	superficial	melody,	 I	 try	 to	approach	a	 total	universal	sound	 in	which	

the	 melodic	 processes	 appear	 as	 a	 permanent	 internal	 flow.	 Harmony,	 following	 its	

continuity,	 ends	 up	 becoming	 a	 melody	 as	 well.	 Counterpoint,	 by	 its	 very	 nature,	 is	

expressed	melodically.	Rhythm	acquires	a	melodic	worth	when	its	schemes	are	defined.	

The	 harmonic	 process	 of	 a	 composition	 becomes	 a	melody	 chord	 .	 .	 .	 The	 sum	 of	 all	

behaviors	that	come	together	in	a	composition	always	results	in	polimelodismo,	without	

which	 the	 sense	 of	 continuity	 of	 the	 music	 could	 hardly	 evolve.	 This	 makes	 all	 the	

elements	involved	in	a	musical	process	act	simultaneously	as	melody.”10		 	

Rhythm	is	very	complex	and	is	a	central	element	in	García	Abril’s	works.	In	the	

contrapuntal	structure	of	García	Abril’s	music,	each	line	is	marked,	accentuated;	it	has	

its	own	rhythm.	The	result	is	that	the	very	existence	of	the	melodic	multiplicity	causes	

the	 existence	 of	 rhythmic	multiplicity:	 polyrhythm.11	Some	 strategies	 commonly	 used	

by	 the	 composer	 are	 irregular	 groups,	 time	 signature	 changes,	 contrapuntal	 pulses,	

																																																								
8	Jesus	Alcalde.	Musica	y	comunicacion.	(Madrid:	Editorial	fragua,	2007),	71.		
9	García	Abril,	Defensa	de	la	melodía.	
10	Ibid.		
11	Sestelo	Longueira,	Antón	García	Abril:	el	camino	singular	de	un	humanista	en	la	
vanguardia,	continuador	de	la	cultura	Espanola	de	su	tiempo,	65. 
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anacrusis,	 values	 disrupting	 tempo,	 and	 accents.	 Rhythmic	 patterns	 in	 García	 Abril’s	

music	are	very	elaborate,	and	the	most	prominent	figure	is	musical	repetition.		

	 García	 Abril’s	 harmony	 is	 characterized	 by	 its	 richness.	 He	 presents	 several	

voices	 at	 once,	 with	 different	 rhythms,	 accents,	 and	 dynamics.	 Melodic	 richness	 and	

rhythmic	 richness	 always	 converge,	 in	what	 the	 composer	 calls	polimelodiosidad.	 His	

music	is	polyphonically	clear	and	articulate.	Extended	chords	including	the	7th,	9th,	11th,	

13th,	 and	 so	on	 are	used	with	 frequency	 in	his	music.	García	Abril’s	 unique	harmonic	

style	 is	 full	 of	 modal	 sections,	 and	 dissonances,	 which	 reveal	 the	 importance	 of	

harmony.12		

	 García	Abril	rarely	uses	any	type	of	pre-established	classical	formal	structure	in	

his	compositions,	although	the	music	reflects	great	planning	 in	relation	to	 its	content.	

He	 says,	 “I	 do	 not	 have	 a	 predetermined	 musical	 form.	 In	 each	 work	 you	 are	

comfortable	with	 the	way	you	 choose	 to	 compose	at	 that	 time.	When	you	master	 the	

work	 with	 your	 own	 technique,	 sensitivity	 and	 feel	 it	 internally,	 that’s	 when	

development	 is	 natural	 and	 the	 work	 is	 already	 defined.”13	His	 music	 is	 organized	

through	numerous	changes	of	time	signature,	dynamics,	and	the	repetition	of	motives.	

	 All	 these	 characteristics	 depict	 what	 Paula	 Corona	 Valle	 and	 Esther	 Sestelo	

Longueira	 term	 as	 García	 Abril’s	 total	 language,	 “where	 lyricism	 and	 emotion	 live	

fraternally.” 14 	García	 Abril	 prioritizes	 the	 communicative	 value	 of	 his	 music.	 He	

considers	 the	 social	 contribution	 that	music	plays	 essential,	 saying,	 “I	 [hope]	 that	my	
																																																								
12	Paula	Coronas	Valle,	“La	obra	pianística	de	Antón	García	Abril:	un	paradigma	de	
comunicación	musical”	(PhD.	diss.,	Universidad	de	Málaga,	2009),	227.		
13	Paula	Coronas	Valle.	Antón	García	Abril:	imagen	y	música	en	armonía	(Málaga:	
Diputación	de	Málaga,	Área	de	Cultura	y	Educación,	Málaga	Cinema,	2009),	94.		
14	Sestelo	Longueira,	Antón	García	Abril:	el	camino	singular	de	un	humanista	en	la	
vanguardia,	continuador	de	la	cultura	Espanola	de	su	tiempo,	68.		
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music	might	be	the	bearer	of	a	message	of	sensitivity	that	conveys	to	our	society	values	

of	spirituality	and	beauty,	and	that	it	act	as	an	antidote	to	the	violence	around	us.”15		

																																																								
15	Antón	García	Abril:	Speech	on	the	occasion	of	his	appointment	of	Doctor	Honoris	
Causa	by	the	Universidad	Complutense	of	Madrid,	2	junio	2003.  
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Biography	

	

García	Abril,	the	third	of	four	children,	was	born	in	1933	in	Teruel,	a	small	town	

in	northeastern	Spain.	He	came	from	a	musical	family	and	began	to	play	the	clarinet	at	

age	nine	in	the	Turolense	band,	directed	by	José	Rey.	While	attending	the	La	Salle	grade	

school,	García	Abril’s	 interest	 in	the	piano	began	when	he	heard	some	of	 the	teachers	

playing	 the	 instrument.	 Due	 to	 his	 interest,	 his	 father,	 Don	 Agustín,	 brought	 a	 piano	

home,	 and	 the	 young	 García	 Abril	 began	 to	 take	 lessons.	 In	 an	 interview	with	 Paula	

Coronas	 Valle,	 García	 Abril	 said,	 “When	 I	 was	 alone,	 I	 discovered	 the	 magic	 of	 this	

mysterious	 instrument	 with	 black	 and	 white	 keys.	 I	 played	 the	 notes,	 heard	 the	

sounds	 .	 .	 .	 trying	 to	 get	 melodies.	 The	 instrument	 really	 had	 an	 extraordinary	

psychological	power	on	me.	It	was	a	huge	attraction.”16		

	 To	facilitate	García	Abril’s	progress	on	the	piano,	his	father	decided	to	take	him	

to	Valencia	when	he	was	13	years	old	to	study	with	Consuelo	Lapiedra	at	the	Valencia	

Conservatory.	Lapiedra	taught	him	piano,	chamber	music,	and	accompaniment.	García	

Abril	also	studied	harmony	with	Pedro	Sosa,	history	and	aesthetics	with	Francisco	José	

León	Tello,	and	counterpoint	with	Enrique	G.	Goma.	He	dedicated	himself	mostly	to	the	

piano	and	played	many	concerts	throughout	the	province	accompanied	by	orchestras,	

singers,	or	friends.		

	 In	addition	to	his	courses,	García	Abril	was	able	to	attend	weekly	concerts	by	the	

Valencia	 Philharmonic,	 where	 he	 first	 came	 in	 contact	 with	 great	 composers	 of	 the	

classical	 tradition.	 Listening	 to	 many	 wonderful	 works	 drove	 him	 to	 form	 his	 own	

																																																								
16	Coronas	Valle,	Antón	García	Abril:	imágen	y	música	en	armonía,	88-89.	
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musical	preferences	and	tastes.	During	this	time,	his	interest	in	composition	began,	so	

in	his	last	few	years	there,	he	began	to	study	composition	with	Manuel	Palau,	a	disciple	

of	 Ravel.	 The	 infinite	 possibilities	 of	 the	 evocative	 Impressionist	 style	 exercised	 a	

special	 influence	 on	 García	 Abril,	 who	 constantly	 experimented	with	 new	 sensations	

through	his	music.	

	 At	age	19,	after	finishing	high	school	in	Valencia,	García	Abril	moved	to	Madrid	

where	 he	 attended	 the	Royal	 Superior	 Conservatory.	While	 in	Madrid,	 he	 divided	his	

time	 between	 teaching	 at	 the	Ramiro	 de	Maetzu	 Institute	 and	 his	 own	 studies	 at	 the	

conservatory.	However,	he	realized	that	his	true	calling	was	for	composition	rather	than	

performing.	He	began	studying	counterpoint	with	Francisco	Calés	Otero,	and	later	with	

Julio	Gómez,	who	taught	García	Abril	“the	humanity	in	music”17	as	our	composer	calls	it.	

This	so-called	humanity	in	music	was	a	way	of	approaching	the	people	through	simple	

and	communicative	music,	drawing	 from	the	popular	 roots	 that	would	give	 life	 to	his	

ideas.		

	 García	 Abril	 participated	 in	 many	 concerts	 organized	 by	 the	 Madrid	 Royal	

Superior	Conservatory	 and	 the	 ‘Ateneo’,	 one	of	 the	main	 centers	of	 classical	music	 in	

Spain.	This	 still	 active	 institution	 is	devoted	 to	 the	promotion	of	 literary,	 artistic,	 and	

scientific	 learning.	 Found	 in	 most	 of	 the	 major	 cities	 throughout	 Spain,	 the	 State-

supported	‘Ateneo’	serves	as	a	nerve	center	of	contemporary	thought	in	all	disciplines	

through	 lectures,	 and	 special	 studies.	 The	 ‘Ateneo’	 became	 a	 very	 important	 part	 of	

García	Abril’s	life,	as	it	was	a	place	for	learning	and	premiering	the	works	of	the	current	

composers.		

																																																								
17	Coronas	Valle,	“La	obra	pianistica	de	Antón	García	Abril,”	52.	
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	 While	García	Abril	spent	his	school	years	in	Madrid,	the	summers	between	1954	

and	 1956	 marked	 the	 first	 chapter	 of	 the	 composer’s	 life	 in	 Italy.	 He	 attended	 the	

summer	 courses	 at	 the	 Accademia	 Chigiana	 de	 Siena	 studying	 composition	with	 Vito	

Fazzi,	orchestral	 conducting	with	Paul	van	Kempen,	and	cinematic	music	with	Angelo	

Francesco	 Lavagnino.	During	 his	 time	 in	 Siena,	 he	 composed	Cantata	de	Siena,	which	

was	awarded	first	prize	in	the	International	Composition	Competition,	organized	by	the	

Accademia	Chigiana	with	the	goal	of	creating	the	academy’s	hymn.	During	these	trips	to	

Italy,	 he	 took	 the	opportunity	 to	 explore	 the	 country’s	 history	 and	philosophy,	which	

sparked	his	interest	in	the	music	of	the	Renaissance.		

	 García	 Abril	 finished	 his	 studies	 in	 composition	 at	 the	Madrid	 Royal	 Superior	

Conservatory	in	1957,	and	in	March	of	that	year,	he	became	the	Assistant	Professor	of	

Theory	and	Solfege	at	the	same	school.	With	this	appointment,	he	had	financial	stability	

and	the	 freedom	to	dedicate	time	to	study	and	composition.	He	remained	at	 that	post	

for	the	following	twelve	years.		

	 During	this	time,	the	‘Ateneo’	continued	to	evolve	and	provide	support	for	new	

music.	 At	 the	 same	 time,	 in	 1958,	 a	 new	 group	was	 being	 formed,	 the	 Grupo	 Nueva	

Música.	 The	 composers	 in	 the	 Grupo	 Nueva	 Música	 were	 passionate	 about	 new	

compositions,	and	wanted	to	show	that	their	music	was	the	most	current;	most	of	the	

composers	followed	what	was	happening	in	Europe,	including	atonal	and	serial	music.	

García	Abril	says,	“Those	years	we	did	not	have	scores	or	recordings	of	the	music	that	

was	 being	made	 in	 Europe.	We	were	 absolutely	 uninformed.	 So	we	met	 regularly	 to	
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discuss	 emerging	 composers,”18	such	 as	 Schöenberg	 and	 the	 Second	Viennese	 School,	

and	Stravinsky,	Bartók,	and	Hindemith.		

	 When	 the	 atonal	 movement	 began	 to	 take	 shape	 in	 Spain	 during	 the	 1960s,	

García	 Abril	 continued	 to	 work	 within	 tonal	 centers.	 Although	 he	 had	 studied	 the	

current	 trends	 and	 had	 several	 compositions	 in	 those	 styles,	 he	 wanted	 to	 abandon	

serial	composition	when	it	became	clear	that	it	was	not	suited	to	his	expressive	needs.	

In	the	Grupo	Nueva	Música,	the	composer	found	himself	at	odds	with	the	majority	of	the	

members.	 He	 wanted	 to	 express	 his	 individuality	 rather	 than	 follow	 along	 with	 the	

popular	 trend.	 He	 says,	 “When	 I	 say	 that	 I	 don’t	 feel	 right	 in	 expressing	 my	 own	

thoughts	and	my	own	philosophy	of	 life	 through	 this	 [12-tone]	system,	 it	 is	because	 I	

have	already	practiced	 it.	Within	this	system	there	have	been	great	pieces	and	works,	

but	for	me	it	no	longer	serves	a	purpose.	At	the	heart	of	the	twelve	tone	system	is	a	lack	

of	freedom,	which	results	from	the	constant	prohibitions	that	the	system	imposes	upon	

itself.”19	

	 A	few	years	later,	when	García	Abril	was	30	years	old,	he	received	a	scholarship	

from	the	Juan	March	Foundation	to	spend	the	1963-1964	academic	year	studying	with	

Goffredo	Petrassi	at	the	St.	Cecilia	Academy	in	Rome.	While	in	Rome,	García	Abril	hoped	

that	these	studies	would	allow	him	to	clarify	his	true	compositional	voice.	He	refined	his	

own	 language	of	musical	communication	through	rigorous	study	of	 the	use	of	rhythm	

and	 texture	 of	 modal	 and	 tonal	 freedom:	 bitonality,	 polytonality,	 free	 atonality	 and	

pantonality,	 and	 the	 use	 of	 ornamental,	melismatic,	 and	 chromatic	 language.20	At	 this	

																																																								
18	Ibid.,	62.	
19	Antón	García	Abril,	Defensa	de	la	Melodía	speech.  
20Longueira	Sestelo,	“Antón	García	Abril:	el	camino	singular	de	un	humanista,”	40.	
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time,	 Rome	 was	 becoming	 a	 major	 center	 for	 the	 study	 of	 contemporary	 music	

techniques,	 so	 it	 was	 an	 excellent	 opportunity	 to	 exchange	 ideas	 with	 many	 young	

European	and	American	composers	on	the	cutting	edge	of	the	European	vanguard.		

	 In	 1971	 he	 became	 the	 Composition	 Professor	 at	 the	 Superior	 Royal	

Conservatory,	after	Julio	Gómez	retired	from	that	post.	García	Abril	has	always	believed	

that	nobody	can	teach	a	student	how	to	compose,	but	that	one	can	teach	the	technique	

of	composing.21	From	this	moment	on,	his	world	of	composition	would	have	two	paths	

in	his	life;	one	in	the	field	of	creation,	and	the	other	in	the	field	of	teaching.	These	two	

merged	and	have	since	then	remained	constant	throughout	his	life.		

	 In	 1974,	 he	 was	 appointed	 teacher	 of	 Composition	 and	 Musical	 Forms	 at	 the	

Royal	 Superior	 Conservatory	 of	 Madrid,	 and	 three	 years	 later	 that	 post	 became	 a	

permanent	appointment.	García	Abril’s	students	are	among	Spain’s	most	promising	new	

composers,	including	José	Luis	Turina,	Adolfo	Núñez,	and	Zulema	de	la	Cruz.		

	 The	1980s	brought	about	one	of	his	most	important	teaching	appointments.	He	

was	appointed	to	be	a	member	of	the	San	Fernando	Academy	of	Fine	Arts	of	Madrid	and	

in	December	1983,	during	the	celebration	of	his	appointment,	he	gave	his	Defense	of	the	

Melody	speech,	in	which	he	spoke	about	the	importance	of	connecting	with	the	listener	

through	his	music.	In	this	speech	he	says.	“My	interest	and	goal	is	to	be	understood	.	.	.	I	

want	to	communicate	my	thoughts,	a	message,	an	emotion	.	.	.	For	me	it	is	a	satisfaction	

when	the	public	recognizes	my	ideas,	and	my	message	.	.	.	I	wanted	to	innovate	and	have	

not	dismissed	anything,	because	I	like	to	experiment	and	perfect	[my	music],	but	always	

																																																								
21	Fernando	J.	Cabañas	Alaman,	Antón	García	Abril:	sonidos	de	libertad	(Madrid:	Instituto	
Complutense	de	Ciencias	Musicales,	1993),	80.	
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with	the	goal	of	communication,	to	make	myself	understandable,	but	of	course,	trying	to	

offer	the	best	of	myself.”22	

	 This	decade	also	brought	him	back	to	composing	for	piano	due	to	many	different	

commissions.	 Some	 of	 his	 most	 valuable	 and	 significant	 works	 for	 piano	 from	 this	

decade	are	his	Sonatina	del	Guadalquivir,	Cuadernos	de	Adriana,	a	pedagogical	work	for	

beginners,	Nupcial	 for	 two	pianos,	 and	 first	 three	of	 the	 six	Preludios	de	Mirambel	 for	

piano.		

	 By	the	beginning	of	the	1990s,	García	Abril	possesses	a	fully	developed	musical	

language	where	 complexity	 and	 substance	 coexist	 and	 define	 it.	 As	 a	 very	 respected	

musician,	in	celebration	of	his	60th	birthday,	he	received	numerous	tributes	and	prizes:	

the	 Ministry	 of	 Culture	 awarded	 him	 the	 National	 Prize	 of	 Music,	 the	 Aragon	

Government	 awarded	 him	 the	 Medal	 of	 Cultural	 Merit,	 the	 Fundación	 Jacinto	 and	

Inocencio	Guerrero	awarded	him	the	Prize	of	Spanish	Music,	and	the	National	Orchestra	

of	Spain	dedicated	a	monographic	concert.	During	this	decade	he	also	composed	the	last	

three	of	the	six	Preludios	de	Mirambel,	Madrid	1948-1998	 for	two	pianos,	Nocturnos	de	

la	Antequeruela	 for	 piano	 and	 string	 orchestra,	Zapateado	 for	 piano	 4-hands,	 and	 his	

Balada	de	los	Arrayanes.		

	 In	November	1996,	García	Abril	was	appointed	Director	of	 the	Cátedra	Manuel	

de	Falla,	 in	which	Ernesto	Halffter	had	played	until	1989,	 the	year	of	Halffter’s	death.	

While	 Chair,	 García	 Abril	 developed	 extensive	 programs	 for	 new	 generations	 of	

composers	to	disseminate	and	popularize	contemporary	music	through	various	artistic	

projects	dedicated	to	promoting	the	work	of	de	Falla	and	current	music.			

																																																								
22	García	Abril,	Defensa	de	la	Melodía.		
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	 Coinciding	with	his	 70th	 birthday,	 in	 2003,	García	Abril	 retired	 from	 the	Royal	

Conservatory	 of	Madrid	 after	 forty-three	 years	 of	 instruction	 at	 the	 institution.	 In	 an	

interview	with	Paula	Coronas	Valle,	García	Abril	states	“composition	cannot	be	taught	

but	 can	 be	 learned.	 Let’s	 imagine	 that	 in	my	 entire	 career	 in	 the	 department	 I	 have	

worked	with	five	hundred	students	.	.	.	Of	those	five	hundred	there	will	be	forty	or	fifty	

who	are	 teachers	 and	write	 interesting	 things.	Others	have	 learned	 the	 technique	 .	 .	 .	

technique	is	the	only	thing	that	can	be	taught	.	.	.	In	short,	I	think	a	composition	teacher	

is	 only	 a	 guide,	 a	 small	 guardian	 angel.”23	García	 Abril	 believes	 this	 compositional	

technique	comes	from	the	knowledge	of	all	harmonic	systems:	contrapuntal	techniques,	

structural	 techniques,	 and	 intervallic	 and	 melodic	 techniques.	 He	 believes	 in	 the	

importance	of	keeping	 in	 touch	with	young	composers,	who	show	him	new	ways	and	

aspects	of	composition.	

	

																																																								
23	Sestelo	Longueira,	“Antón	García	Abril:	el	camino	de	un	humanista	en	la	vanguardia,”	
207.		
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Alba	de	los	Caminos	

	

	 Alba	de	los	Caminos	is	a	work	for	piano	quintet	that	perhaps	shows	García	Abril’s	

best	 work	 for	 chamber	 ensemble,	 and	 is	 his	 only	 work	 composed	 for	 this	

instrumentation.	 Commissioned	 by	 and	 dedicated	 to	 Paula	 Coronas	 Valle,	 a	 Spanish	

García	Abril	scholar,	Alba	de	los	Caminos	was	premiered	on	July	22,	2007	at	the	Festival	

de	Música	Clásica	de	Villanueva	del	Rosario	 in	Málaga.	The	Orquesta	de	Córdoba	and	

pianist	 Coronas	 Valle,	 under	 the	 direction	 of	 Manuel	 Hernández	 Silva,	 premiered	 a	

version	for	piano	and	string	orchestra	on	November	28,	2008.		

	 Villanueva	 del	 Rosario	 has	 been	 historically	 known	 as	 a	 “trail’s	 crossing”,	 and	

serves	as	the	inspiration	for	this	composition.	García	Abril	says,	“The	score	is	written	in	

a	 simple	 impulse,	 it	 is	 born,	 transformed	and	 comes	 to	 an	 end.	 Its	 flow	 is	 developed,	

incessantly,	 by	 a	 series	 of	 paths	 that	 offer	 a	 succession	 of	musical	 landscapes,	where	

visions	 are	 intertwined	 in	 permanent	 evolution,	 drawing	 views	 to	 a	 horizon	 full	 of	

variations	 and	 contrasts.	 The	 transit	 through	 the	 various	 paths	 provides	 multiple	

perspectives	and	feelings.”24		

Alba	de	los	Caminos	translates	to	Dawn	of	the	Trails,	highly	suggestive	of	nature’s	

grandeur.	In	an	interview	with	Paula	Coronas	Valle,	García	Abril	says	“I	wrote	Alba	de	

los	Caminos	in	a	time	when	the	word	'dawn'	for	me	has	a	very	important	meaning;	it	is	

sunrise,	birth,	rise,	flowing,	opening	paths	of	hope,	love,	freedom,	dialogue	.	.	.”25		

																																																								
24	García	Abril.	Notas	al	programa	de	mano	concierto	celebrado	en	el		Museo	Nacional	
Centro	de	Arte	Reina	sofia,	Auditorio	400,	Madrid,	el	19	de	noviembre	de	2007.	
Ensemble	Instrumental	de	Granada	y	Paula	Coronas,	4-5.	
25	Ibid.		
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	 Alba	de	los	Caminos	is	a	work	essentially	free	in	the	whole	concept	of	the	word.	A	

flexible	structural	form,	this	quintet	can	be	interpreted	almost	ignoring	the	barlines	of	

each	 measure.	 According	 to	 the	 composer,	 he	 seeks	 to	 create	 a	 feeling	 of	 complete	

freedom.	The	 expressions	 of	Andante	 fluido,	 and	Andante	 libero	Casi	 cadencia	 (quasi	

cadenza)	 are	 recurrent	 indicators	 in	 this	 work.	 "Free	 work,	 fluid,	 flexible	 where	

everything	 flows	 naturally.	 Creating	 sensibilities,	 a	 sense	 of	 spirituality,	 where	 the	

virtuosity	of	the	piano	is	warmer	rather	than	risky.	The	most	expressive	and	emotional	

pianism,"26	says	the	composer.		

The	 piano,	 orchestral	 in	 nature,	 feeds	 the	 strings	 with	 unlimited	 coloristic	

possibilities.	This	 is	a	work	 that	exploits	 the	 sound	and	 timbre	possibilities	of	all	 five	

instruments,	 driven	 by	 the	 piano,	 but	 transformed	 and	 recreated,	 resulting	 in	 a	 full	

palette	of	unique	colors.	Being	García	Abril’s	instrument	of	choice;	he	says,	“There	is	no	

doubt	 that	 the	 piano	 is	 the	most	 important	 concert	 instrument.	 It	 is	 absolutely	 self-

sufficient	and	does	not	need	anything	else	to	create	entire	worlds	of	music	.	.	.	For	me	it	

is	 like	 energy,	 like	 water	 for	 life,	 and	 certainly	 it	 is	 the	 best	 instrument	 to	 create	

polyphony,	different	voices,	and	harmonic	planes	 .	 .	 .	 I	 intend	to	always	write	thinking	

about	the	ideal	interpreter,	combining	a	powerful	and	highly	expressive	technique,	and	

I	 like	 to	pose	challenges	 for	 the	 interpreter,	 compositional	 schemes	of	great	 technical	

difficulty,	but	in	the	service	of	direct	communication	and	great	expression.”27		

	 In	this	rhapsodic	quintet,	García	Abril	approaches	tonality	as	a	continuum,	which	

he	shapes	flexibly,	according	to	the	expressive	demands	of	the	music	at	hand.	Though	
																																																								
26	“Antón	García	Abril.	Música	de	Cámara	–	Del	Pino,	Daniel	(VERSO).”	La	Quinta	de	
Mahler.	Accessed	August	28,	2015.	
http://www.laquintademahler.com/shop/detalle.aspx?id=63075.	
27	Coronas	Valle,	Antón	García	Abril:	imágen	y	música	en	armonía,	97.	
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anchored	 in	 traditional	 triadic	 tonality,	 his	 harmonic	 language	 embraces	 harmonic	

extensions	 that	 include	 extended	 harmonies	 like	 ninths,	 elevenths,	 thirteenths,	 and	

various	modalities.		

Although	this	quintet	is	formally	divided	into	five	movements,	 it	can	be	further	

subdivided	into	sections	(shown	in	Table	1).	This	quintet	is	built	around	two	recurrent	

themes,	 a	 Fantasy	 theme	 and	Triumphant	 theme,	 and	 cadenza	passages.	 The	 fantasia	

style	 theme	 is	 recognized	 by	 elaborate	 figuration	 including	 arpeggios,	 scales,	 and	

broken	chords,	shifting	harmonies,	sudden	contrasts,	full	textures	and	ethereal	melodic	

figures.	 Fantasia	 style,	 as	 described	 by	 Leonard	 Ratner,	 is	 an	 aesthetic	 illusion	 of	

improvisation	and	narrative	wandering,	specifically	a	“sense	of	improvisation	and	loose	

structural	links	between	figures	and	phrases.”28		

On	 the	 other	 hand,	 the	 Triumphant	 theme	 is	 completely	 rhythmically	 driven.	

García	Abril	displaces	meter	through	the	use	of	accented	notes	and	repeated	rhythmic	

patterns	 in	 every	 instrument.	 Seen	 in	 a	 later	 example,	 the	 piano	 part	 is	 bracketed,	

perhaps	to	illustrate	how	he	would	like	the	rhythmic	pattern	grouped	and	emphasized,	

or	maybe	to	highlight	the	piano	part.	Whatever	the	reason,	the	rhythmic	pattern	drives	

the	melodic	and	harmonic	changes.		

																																																								
28	Leonard	G.	Ratner,	Classic	Music:	Expression,	Form,	and	Style.	(New	York:	Schirmer	
Books,	1980),	24.		
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Table	1.		Thematic	structure	of	García	Abril’s	Alba	de	los	Caminos	with	total	
number	of	measures	per	section

	
	

As	the	work	progresses,	statements	of	the	Fantasy	and	Triumphant	themes	get	

progressively	 shorter,	 which	 could	 be	 in	 response	 to	 the	 appearance	 of	 two	 piano	

cadenzas	 in	the	 last	 two	movements.	Although	the	piano	almost	 takes	over	 in	the	 last	
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two	movements	 and	 the	more	 ensemble-like	Fantasy	 and	Triumphant	 themes	 almost	

disappear,	 they	 do	 make	 an	 appearance	 at	 the	 end	 of	 the	 work,	 something	 that	 the	

composer	says	is	not	a	“capricious	decision.”	The	Fantasy	topic	is	combined	with	traits	

of	Minimalism	 in	 the	 piano	 part,	with	 consonant	 harmony,	 steady	 pulse,	 and	 gradual	

transformation	of	rhythmic	cells.	The	Triumphant	theme	could	imply	the	Heroic	topic,	

especially	 since	 the	 work	 ends	 in	 E-flat	 Major,	 which	 is	 often	 associated	 with	 bold,	

heroic	music,	most	notably,	that	of	Beethoven.		

Polimelodiosidad	 is	 highly	 present	 in	 this	 chamber	 work.	 The	 first	 quasi-

minimalistic	 fantasy	 section	 with	 extended	 broken	 chords	 layout	 a	 harmonic	 and	

rhythmic	melody	 against	 static	 strings	part.	 The	piano’s	 ethereal	 broken	 chords	have	

similar	but	independent	rhythms	in	each	hand	that	come	together	at	harmonically	and	

structurally	 specific	places	 in	 the	music,	 such	as	 cadences.	The	melody	 is	defined	not	

only	by	its	harmonic	implications,	but	by	its	important	rhythmic	inflection	as	well.			

Example	 1	 shows	 the	 contrast	 between	 the	 static	 strings	 and	 the	 piano’s	

soloist	 figuration.	 The	 piano	 has	 a	 very	 distinct	 melody	 comprised	 of	 broken	 Fm7	

chords	 in	 the	 right	 hand	while	 the	 left	 hand	has	 its	 own	 independent	 rhythm.	At	 the	

same	 time,	 the	 strings	 have	 open	 fifths	 on	 F	 and	 C	 alternating	 with	 Cm7	 chords	 in	

homophonic	texture.	
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Example	1.	García	Abril,	Alba	de	los	Caminos/I,	mm.	11-14

	
	

This	 conversation	 between	 the	 piano	 and	 the	 strings	 continues	 throughout	

until	measure	28,	shown	 in	example	2,	where	 the	second	violin	and	the	viola	 join	 the	

piano’s	rhythmic	 idea,	while	 the	 first	violin	and	cello	become	much	more	apparent	as	

they	drift	away.	Example	3	shows	a	denser	texture	beginning	at	measure	41,	where	the	

first	violin	and	cello	now	join	the	second	violin	and	viola	and	completely	take	over	the	

piano’s	broken	chords.	The	piano	foreshadows	the	future	cadenza	passages	with	its	big	

harp-like	arpeggios.		
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Example	2.	García	Abril,	Alba	de	los	Caminos/I,	mm.	25-30.	
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Example	3.	García	Abril,	Alba	de	los	Caminos/I,	mm.	40-41.	

	

The	 first	 movement’s	 harmonic	 structure	 is	 based	 on	 chromatic	 mediant	

relationships,	 perhaps	 an	 influence	 of	 Liszt’s	 expansion	 of	 harmonic	 vocabulary.	

Example	 4	 illustrates	 Liszt’s	 effective	 use	 of	 chromatic	 mediants	 in	 Années	 de	

Pèlerinage,	“Il	Pensieroso”,	outlining	an	F#	minor	chord.	These	progressions	add	some	

harmonic	unpredictability	to	the	passage	until	the	second	beat	of	measure	4.		

	

Example	4.	Liszt,	Années	de	Pèlerinage,	“Il	Pensieroso”/mm.	1-4.	
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In	a	similar	manner,	measures	25-37	of	Alba	de	los	Caminos,	shown	in	example	5,	

present	a	two-tier	dimension,	which	outlines	an	E	minor	chord,	followed	by	an	outline	

of	 a	 G	 minor	 chord,	 which	 in	 itself	 also	 presents	 a	 chromatic	 mediant	 relationship.	

Polimelodiosidad	is	perceived	through	the	continuous	flow	of	the	harmonic	progression	

as	well	as	the	quasi-minimalistic	piano	part	with	the	broken	extended	chords.		

	

Example	5.	García	Abril,	Alba	de	los	Caminos/I,	mm.	25-37.	Overall	outline	of	
harmonic	progression.	

	

The	beginning	of	the	second	movement	at	the	spirited	Allegro	Brioso,	as	seen	in	

example	6,	brings	the	first	statement	of	the	Triumphant	theme.	García	Abril	makes	use	

of	 a	 sudden	 tempo	 change	 and	 the	 first	 forte	 dynamic	 of	 the	 piece	 to	make	 it	 really	

effective.	 Like	 the	 first	 fantasy	 theme,	 the	 first	 Triumphant	 theme	 is	 a	 little	 different	

from	the	subsequent.	This	 first	statement	of	 the	Triumphant	 theme	 is	 the	only	one	 in	

which	 the	piano	and	both	violins	have	 the	 same	rhythm	while	 the	viola	and	 the	cello	

essentially	play	 straight	quarter	notes	 throughout	with	 a	 few	 infiltrated	eighth	notes.		

By	using	an	A-flat	pedal	point	 in	 the	piano	and	 the	cello	García	Abril	 is	able	 to	create	

dramatic	tension	in	this	theme.	It	is	interesting	to	note	that	at	measure	102,	while	the	

harmonies	change,	the	cello’s	pedal	point	is	rewritten	as	G#	but	the	piano’s	remain	as	
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A-flat.	I	believe	García	Abril	keeps	the	A-flat	in	the	piano	to	punctuate	the	V-I	cadence	

entering	into	the	D	section.			 	

	 	

Example	6:	Alba	de	los	Caminos/II,	mm.	91-104.	
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As	 mentioned	 before,	 brackets	 in	 the	 piano	 part	 highlight	 irregular	 rhythmic	

groupings.	García	Abril	displaces	meter	through	the	use	of	accented	notes	and	repeated	

rhythmic	 patterns	 in	 every	 instrument.	 Although	 it	 is	 written	 in	 cut	 time,	 you	 could	

almost	feel	the	first	measure	as	4/4,	followed	by	two	measures	of	3/4	and	one	of	2/4.	

After	two	statements	of	this	rhythmic	pattern	García	Abril	quickly	changes	the	pattern	

and	extends	it	an	extra	two	beats	making	the	last	measure	back	into	4/4.		

The	 short	25-measure	D	 section	 takes	us	 into	 the	highly	modal	 intimate	piano	

solo.	 The	 sense	 of	 polimelodiosidad	 and	 continuity	 comes	 from	 the	 use	 of	 melodic	

patterns	(motives):	repeated	octaves,	and	alternating	falling	thirds,	as	seen	on	example	

7.	 There	 is	 a	 great	 deal	 of	 harmonic	 activity,	 and	 the	 sonorities	 are	 extremely	 rich.	

García	Abril	 uses	 an	ascending	progression	of	bass	notes	 that	helps	propel	 the	music	

forward	 and	 creates	 a	 powerful	 tension-building	 effect	 reaching	 a	 big	 climax	 on	

measure	166.	
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Example	7.	García	Abril,	Alba	de	los	Caminos/II,	mm.	149-167.	

	

García	Abril	 uses	 four	different	 scales	 in	 this	 solo:	Lydian	mode	with	 its	 sharp	

4th,	Dorian	mode	with	 its	 flat	3rd	and	7th,	Mixolydian	mode	with	 its	 flat	7th,	and	the	

octatonic	 collection	 (0,1),	 seen	 fully	 for	 the	 first	 time	 at	 the	 end	 of	 this	 solo.	 The	

octatonic	scale	results	from	the	strict	alternation	of	half	steps	and	whole	steps.	Because	

any	 given	 octatonic	 scale	 produces	 the	 same	 pitch	 collection	 as	 the	 octatonic	 scale	

located	a	minor	third	away,	the	scale	is	limited	to	three	collections,	shown	in	example	8.		
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Example	8.	Collections	of	the	Octatonic	scale.	

	

American	 musicologist	 Richard	 Taruskin	 argues	 that	 the	 octatonic	 scale	 first	

appeared	as	a	by-product	of	third-related	harmonic	progressions,	a	point	he	illustrates	

with	a	passage	from	Liszt’s	symphonic	poem	Ce	qu’on	entend	sur	la	montagne,	in	which	

a	descending	octatonic	 scale	 in	 the	bass	 connects	a	 string	of	 chords	 related	by	minor	

thirds.	 In	 addition	 to	 progressions	 by	minor	 third,	 harmonic	motion	 between	 chords	

located	a	tritone	apart	also	figured	prominently	in	the	triadic	octatonicism	practiced	by	

Stravinsky	and	other	Russians.29		

Example	9	shows	the	end	of	the	second	movement,	which	brings	us	back	to	the	

Triumphant	theme,	although	now	it	is	written	a	whole	step	higher.	In	an	interview	with	

García	 Abril,	 he	 commented	 that	 this	 was	 simply	 a	 level	 change	 demanded	 by	 the	

harmonic	course	of	the	movement,	projecting	a	new	light	for	the	performer	as	well	as	

the	 listener.	 	 This	 level	 change	 also	 brings	 a	 revision	 in	 the	 viola	 and	 cello	 part.	 As	

mentioned	 before,	 these	 two	 instruments	 played	 straight	 quarter	 notes	 in	 the	 first	

statement	of	the	theme.	This	time	both	instruments	join	the	violins	and	the	piano	in	the	

same	 rhythmic	 manner.	 The	 viola	 mirrors	 the	 movement	 of	 the	 two	 violins	 with	

alternating	 notes	 while	 the	 cello	 has	 a	 descending	 passage,	 foreshadowing	 the	 coda	

material.		

	

																																																								
29	Richard	Taruskin,	Stravinsky	and	the	Russian	Traditions	(Berkeley:	University	of	
California	Press,	1996),	255-72.		
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Example	9.	García	Abril,	Alba	de	los	Caminos/II,	mm.	200-209.	
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In	 a	 similar	 manner,	 the	 third	 movement,	 Andante	 Fluido,	 begins	 with	 the	

fantasy	 theme,	now	a	whole	step	 lower	and	 in	major	 tonality.	Longer	static	 chords	 in	

the	strings	characterize	 this	short	presentation	of	 the	 theme	while	 the	piano	part	has	

the	same	rhythmic	movement	in	both	hands,	unlike	the	opening	of	the	work.		

García	Abril	quickly	transitions	into	a	new	theme	where	we	see	many	dominant-

tonic	 and	 chromatic	 mediant	 relationships.	 In	 measure	 262,	 shown	 in	 example	 10,	

García	 Abril	 begins	 a	 section	 that	 progressively	 gets	 faster	 and	 louder	 until	measure	

290.	Beginning	with	a	mp	at	the	pochissimo	più	mosso,	the	piano	has	a	waltz-like	melody	

with	 emphasis	 on	 beat	 two,	 while	 the	 viola	 and	 cello	 emphasize	 beat	 one,	 and	 the	

violins	 seem	 to	 have	 a	 homogeneous	 relationship	 as	 shown	 in	 example	10.	However,	

measure	 266	 quickly	 becomes	 highly	 polyphonic	 with	 each	 instrument	 playing	 a	

completely	 different	 melody	 in	 terms	 of	 melodic	 contour,	 rhythm,	 and	 accentuation,	

another	 instance	 of	 polimelodiosidad.	 As	 this	 section	 progresses,	 the	music	 becomes	

faster	creating	more	tension	until	its	dissolution	into	the	fourth	movement.			
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Example	10.	García	Abril,	Alba	de	los	Caminos/III,	mm.	260-268.	

	

	 The	 fourth	 movement,	 Andance	 libero,	 Casi	 cadencia,	 is	 a	 long	 78-measure	

rhapsodic	 cadenza	 for	 the	 piano.	 Based	 on	 fantasia	 style	 arpeggiated	 figures,	 García	
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Abril	 continues	 to	 make	 use	 of	 extended	 9th,	 11th,	 and	 13th	 chords	 while	 the	 strings	

remain	 static	 much	 of	 the	 time,	 with	 harmonies	 moving	 through	 dominant-tonic	

relationships,	chromatic	mediant	relationships	and	a	few	instances	of	octatonicism.		

	 This	 movement	 can	 be	 divided	 into	 nine	 sections	 using	 developing	 variation	

elements.	As	shown	in	Example	11,	each	section	begins	with	arpeggiated	figures	in	the	

middle	register	of	the	piano	followed	by	the	same	figure,	or	a	slight	variation	of	it,	one	

octave	higher.	These	nine	sections	create	an	arch-like	form	in	terms	of	extended	range	

and	virtuosity.		

	

Example	11.		García	Abril,	Alba	de	los	Caminos/IV,	motivic	cells.	

	

Quartal	 harmonies	 are	 prominent	 in	 this	 cadenza,	 contributing	 a	 special	 color	

and	dissonance.	Through	the	use	of	quartal	harmonies,	García	Abril	develops	an	altered	

version	of	Alexander	Scriabin’s	Mystic	Chord,	whose	harmonic	concept	is	based	on	the	
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acoustic	 scale.	 By	 combining	 the	 acoustic	 scale	 beginning	 on	 C	 and	 C#,	 García	 Abril	

creates	his	own	modified	version	of	Scriabin’s	Mystic	Chord,	as	shown	in	examples	12	

and	13.	 	 	 		

	

Example	12.	Acoustic	Scale,	Mystic	Chord,		
and	García	Abril’s	Modified	Mystic	Chord.	

	

Example	13.		García	Abril,	Alba	de	los	Caminos/IV,	mm.	380-383.	

	

The	 beginning	 of	 the	 fifth	 movement	 is	 written	 in	 a	 polymetric	 manner.	 As	

shown	in	example	14,	measure	409	brings	about	a	very	 interesting	section	where	the	

piano	 part	 presents	 displaced	 accents.	 Although	 the	 meter	 remains	 the	 same,	 the	

accents	 of	 the	 piano	 create	 a	 sense	 of	 rhythmic	 ambiguity	 that	 contrast	 with	 the	

rhythmic	 design	 and	 accentuation	 of	 the	 string	 parts.	 The	 right	 hand	 of	 the	 piano	

implies	a	meter	of	12/8,	in	contrast	to	the	6/4	of	the	left	hand	and	string	parts.	When	

looking	at	 the	piano	part,	 the	 left	hand	almost	seems	to	 imply	a	3/2	meter,	 instead	of	

6/4,	due	to	the	way	that	the	composer	beams	the	eighth	notes.	García	Abril	achieves	an	
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animated	percussive	sound	in	the	strings	by	alternating	piano	pizzicato	with	forte	arco	

markings	every	other	note.		

	

Example	14.	García	Abril,	Alba	de	los	Caminos/V,	mm.	409-411.	

	

	 The	 final	 cadenza	 begins	 at	 measure	 449	 with	 another	 Casi	 cadencia,	 literally	

meaning	 ‘almost	 cadenza’.	As	 in	 the	previous	 cadenza,	 extended	harmonies	dominate	

throughout.	 Although	 this	 cadenza	 is	 shorter	 than	 the	 first,	 this	 is	 by	 far	 the	 more	

virtuosic	 of	 both	 cadenzas,	with	 figurations	 suggestive	 of	 Ravel	 and	 long	 arpeggiated	

and	 scalar	 passages.	 In	 this	 cadenza,	 García	 Abril	 borrows	 various	 ideas	 previously	

used:	the	arpeggiated	figures	from	the	Fantasy	theme,	the	rhythmic	manner	in	which	he	

used	the	modified	Mystic	Chord,	and	the	sectional	way	of	dividing	the	cadenza.	Table	2	

shows	the	divided	sections	of	the	final	cadenza	and	their	harmonic	progressions.	
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Table	2.	García	Abril,	Alba	de	los	Caminos/V,	division	of	final	cadenza.	

Section	1	 Section	2	 Section	3	 Section	4	 Section	5	

Mm.	450-457	
Bb9	–	Gm11	–	
D	

Mm.	457-468	
D	Mixolydian	–	
G9	–	C9	

Mm.	469-480	
D7	–	A7	–	B7	–	
Eb9	–	Db9	

Mm.	481-489	
Oct.	(1,2)	

Mm.	490-499	
Oct.	(1,2),		
(0,1),	(2,	3)	

	
	

	 Reminiscent	of	 the	previous	cadenza,	García	Abril	applies	the	rhythmic	pattern	

of	 the	 Mystic	 Chord	 in	 the	 first	 three	 sections,	 although	 the	 chord	 itself	 has	 now	

changed.	García	Abril	 continues	 to	use	 this	 rhythmic	pattern	 to	separate	 the	different	

tonal	 centers,	 delineating	 a	 G	 minor	 chord	 in	 the	 first	 section,	 a	 series	 of	 V-I	

progressions	 in	 the	 second	 section,	 and	 less	 conventional	 progression	 in	 the	 third	

section.		

Each	section	becomes	progressively	more	challenging	until	we	finally	reach	the	

big	 concert-like	 climax	 during	 the	 octatonic	 4th	 and	 5th	 sections,	 almost	 entirely	

governed	by	octatonic	 collection	 (1,	2).	The	strings	 in	 these	 last	 two	sections	become	

more	 involved	 in	 the	 piano’s	 texture	 than	 previously,	 although	 they	 still	 have	 a	 few	

measures	with	held	chords.	Their	dynamic	range	is	much	more	extreme,	ranging	from	

pp	to	f,	with	off-beat	accents.		

The	 strongly	 rhythmic	 fourth	 section	 builds	 to	 a	 dramatic	 climax,	 abruptly	

stopping	 in	 measure	 490.	 After	 a	 grand	 pause,	 the	 music	 restarts	 and	 quickly	 shifts	

harmonically	 in	 measures	 493-494	 to	 octatonic	 collection	 (0,	 1),	 and	 to	 octatonic	

collection	(2,3)	in	measure	495	signaling	the	end	of	the	octatonic	phase	and	final	zone	

of	the	cadenza.		



	

	 36	

Throughout	 this	 cadenza,	 García	 Abril	 continues	 to	 use	 quartal	 harmonies,	

especially	in	the	right	hand	of	the	piano.	Measures	488	and	491,	shown	in	example	15,	

are	 especially	 quartal	 heavy	 as	 they	 are	 essentially	 the	 same	 melodic	 pattern	

transposed	 one	 step	 down.	 Through	 the	 repeated	 use	 of	 this	 interval	 and	 the	 special	

dissonance	that	the	octatonic	scales	create,	we	reach	the	climax	of	this	cadenza.	The	use	

of	the	octatonic	scales	brings	about	a	kind	of	harmonic	uncertainty	and	flow	since	there	

are	no	genuine	cadences,	really	making	polimelodiosidad	apparent.	

	

Example	15.		García	Abril,	Alba	de	los	Caminos/V,	mm.	488	and	491.	

	

	 	

The	 end	 of	 this	 movement	 brings	 us	 to	 the	 end	 of	 the	 piece	 with	 a	 brief	

restatement	of	the	Fantasy	theme	around	an	E-flat	tonal	center,	a	whole	step	lower	than	

the	first	entrance.	García	Abril	perhaps	chooses	this	key	to	set	up	the	last	presentation	

of	 the	 rhythmically	 driven	 Triumphant	 theme	 in	 the	 dominant	 B-flat,	 before	 a	 V-I	
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cadence	 into	 the	 5-measure	 long	 Coda	 based	 on	 the	 Triumphant	 theme	 in	 E-flat.	 As	

mentioned	previously,	E-flat	is	often	associated	with	bold,	heroic	music.	In	this	case,	it	

enhances	the	expressive	power	of	the	ending,	and	maybe	even	the	power	of	nature.		

A	 feature	 of	 this	 quintet	 that	 García	 Abril	 gleaned	 from	 his	 19th	 century	

predecessors	 is	 the	 use	 of	 cyclical	 principles	 (the	 recurrence,	 in	 identical	 or	 similar	

shape,	of	a	primary	motif	at	key	points	throughout	a	large	work)	as	a	means	of	creating	

structural	unity.	Although	García	Abril	 claims	 that	he	does	not	have	 a	predetermined	

form	in	mind	when	composing,	Alba	de	los	Caminos	can	suggest	a	rondo	form	with	the	

recurring	 Fantasy	 and	 Triumphant	 themes.	 At	 the	 same	 time,	 the	 last	 two	 cadenzas	

seem	 to	 hint	 at	 a	 concerto,	which	 as	mentioned	 before,	 García	 Abril	 did	 arrange	 this	

piece	for	piano	concerto	with	string	orchestra	in	2008.	

Alba	de	los	Caminos,	or	Dawn	of	the	Trails,	is	a	work	highly	suggestive	of	nature’s	

grandeur,	of	complete	freedom,	and	flexibility	where	everything	flows	naturally.		García	

Abril	is	able	to	achieve	this	through	his	use	of	polimelodiosidad,	and	not	the	mere	use	of	

a	superficial	melody	to	serve	his	musical	purpose.	Through	the	use	of	the	Fantasy	and	

Triumphant	 themes,	 García	 Abril	 creates	 a	 unified	 work	 that	 combines	 a	 modern	

approach	 to	 freely	 flowing	 texture	 while	 embracing	many	 of	 the	 stylistic	 features	 of	

classical	and	late	nineteenth-century	music.	This	perhaps	groups	García	Abril	alongside	

many	Neo-Romantic	 composers	who	may	 be	 viewed	 as	 the	most	 conservative	 of	 the	

traditionalists.	 These	 composers	 tend	 to	 emphasize	 intense,	 passionate	 emotional	

expression,	 lavishly	 colored	 instrumental	 sonorities,	 and	 a	 rich,	 harmonic	 language	

derived	 from	 expanded	 triadic	 harmony.	With	García	Abril’s	 emphasis	 on	 humanistic	

values,	his	sensitivity	to	mood	and	drama,	and	a	taste	for	rich	and	opulent	sonorities,	he	
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may	 be	 viewed	 as	 the	 foremost	 composer	 of	 Spanish	 Neo-Romanticism	 in	 the	 20th	

century.	
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Appendix	1:	Chronological	Works	for	Piano	Solo30	
	
	
SONATINA	(1954)	9´	
	 	 D.	Esteban	Sánchez	Herrero.		

P:	UME-MUSIC	SALES	(1957)	
	
PRELUDIO	Y	TOCATA	(1957)	12´	

PRELUDIO:	Moderato	
TOCATA:	Allegro		

	 	 D:	None.		
P.:	BOLAMAR	Ediciones	Musicales	[Previously	RM,	(1985)].	

	
SONATINA	DEL	GUADALQUIVIR	(1982)	13´		

I.	Allegro		
II.	Lentamente		
III.	Allegro	vivace	

	 	 D:	Joaquín	Turina	in	memoriam.		
P:	BOLAMAR	Ediciones	Musicales	[Previously	UME	(1985)].	

	
CUADERNOS	DE	ADRIANA	(1985)	57’	
	 Cuaderno	1	
	 Cuaderno	2	
	 Cuaderno	3	
	
SONATA	DE	LAS	CUATRO	ESTACIONES	

I. Allegro	(Sonatina	de	la	Primavera)	
II. Moderato	e	cantabile	(Sonatina	del	Verano)	
III. Andante,	con	mosso	(Sonatina	del	Oto;o)	
IV. Allegro	(Sonatina	del	Invierno)	

D:	To	my	children	Antón,	Áurea,	Agueda	and	Adriana.	To	all	children	who,	
with	love,	approach	music,	I	dedicate	these	pieces	written	for	small	hands	
and	big	hearts.		
P:	BOLAMAR	Ediciones	Musicales	[(2006),	previously	UME	(1986)].	

	
PRELUDIO	DE	MIRAMBEL	NO.	1	(1984)	3’	
	 	 D:	To	my	son	Antón.	
	 	 P:	BOLAMAR	Ediciones	Musicales	[previously	RM	(1985)].	
	
PRELUDIO	DE	MIRAMBEL	NO.	6	(1986)	7’	
	 	 D:	Francisco	Cales,	in	memoriam.	
	 	 P:	BOLAMAR	Ediciones	Musicales	[previously	RM	(1988)].	
	
																																																								
30	Acronyms	used:	D=	Dedication	
	 	 									P=	Publication	
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PRELUDIO	DE	MIRAMBEL	NO	5	(1987)	6’	
	 	 D:	Paloma	O’Shea.	
	 	 P:	BOLAMAR	Ediciones	Musicales	[previously	RM	(1988)].	
	
PRELUDIO	DE	MIRAMBEL	NO.	4	(1995)	9’	
	 	 D:	Guillermo	Gonzalez	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
PRELUDIO	DE	MIRAMBEL	NO.	2	(1996)	10’	
	 	 D:	Leonel	Morales	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
PRELUDIO	DE	MIRAMBEL	NO.	3	(1996)	9’	
	 	 D:	Rosa	Torres-Pardo	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
BALADA	DE	LOS	ARRAYANES	(1996)	9’	
	 	 D:	Manuel	de	Falla	(for	the	50th	anniversary	of	his	death)	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
DOS	PIEZAS	GRIEGAS	(2001)	10’	
	 	 D:	Gina	Bachauer	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
TRES	PIEZAS	AMANTINAS	(2005)	18’	
	 Allegro	
	 Allegretto	
	 Allegro	
	 	 D:	Asociacion	Cultural	de	Musicos	de	Teruel	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
LONTANANZAS	(1953,	revised	2005)	14’	
	 Boreal	

Anthelio	
	 Nocturnal	
	 Perseidas	
	 Celeste	
	 Leónidas	
	 	 D:	Aurea	Ruiz	
	 	 P:	BOLAMAR	Ediciones	Musicales	
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DIALOGOS	CON	LA	LUNA	(2006)	12’	
	 Allegro	Moderato	
	 Allegro	
	 Scherzino	
	 Delicadamente	
	 Allegro	
	 	 D:	To	my	grandson,	Hugo.	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
TRES	BALADILLAS	(2006)	9’30’’	
	 Baladilla	del	Rio	Blanco	
	 Baladilla	de	las	tres	torres	
	 Baladilla	de	la	estrella	perdida	

D:	To	my	grandson,	Antón.	
P:	BOLAMAR	Ediciones	Musicales	
	

MICROPRIMAVERAS	(2006)	20’	
Brioso	–	Allegro	fluido	
Con	largura	y	contemplativo	
Allegro	
Delicadamente	
Allegro	 	
	 D:	Esther	Sestelo	
	 P:	BOLAMAR	Ediciones	Musicales	

	
VARIACIONES	LIRICAS	(2008)	20’	

Moderato	sensible	
Moderato	
Adagio	
Allegro	
Andante	
Allegro	
	 D:	Leonel	Morales	

P:	BOLAMAR	Ediciones	Musicales	
	
DIALOGOS	CON	LAS	ESTRELLAS	(2009)	12’	

Allegro	
Adagietto	
Allegro	
	 D:	To	my	grandson,	Victor.	

P:	BOLAMAR	Ediciones	Musicales.		
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TRES	PIEZAS	ALEJANDRINAS	(2010)	7’	
	 Allegro	

Andante	decidido	
Allegro	
	 D:	To	my	grandson,	Alejandro.	
	 P:	BOLAMAR	Ediciones	Musicales	
	

CINCO	PIEZAS	BREVES	(2010)	8’	
	 Vigoroso	

Moderato	
Vivace	
Serenamente	
Allegro	
	 D:	Fernando	Monaj	Cañada	

P:	BOLAMAR	Ediciones	Musicales	
	
BALADAS	DE	OTOASDFO	(2015)	10’	

Serenamente	
Allegro	
	 D:	Ilona	Timchenko	
	 P:	BOLAMAR	Ediciones	Musicales	
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Appendix	2:	Chronological	Works	for	Piano	and	Orchestra		
	
	

CONCIERTO	PARA	PIANO	Y	ORQUESTA	(1957-63,	revised	1994)	26’	
	 Allegro	
	 Coral	
	 Allegro	deciso	
	 	 D:	None	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
NOCTURNOS	DE	LA	ANTEQUERUELA	(1996)	29’	–	for	piano	with	string	orchestra.		
	 Calmadamente	
	 Caminos	de	la	noche	
	 Nocturno	I	
	 Constelacion	I	
	 Nocturno	II	
	 La	plenitud	del	silencio	
	 Constelacion	II	
	 Soledad	
	 Caminos	de	la	luz	
	 	 D:	Manuel	de	Falla	on	the	50th	anniversary	of	his	death.	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
CONCIERTO	DE	LA	MALVARROSA	(2000-2001)	24’	–	for	flute	and	piano	with	string	
orchestra.		
	 	 D:	Joaquin	Rodrigo	on	the	centenary	of	his	birth.	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
JUVENTUS	(2002)	28’	–	for	two	pianos	with	orchestra.	
	 Allegro	
	 Adagio	
	 Allegro	deciso	
	 	 D:	Juventudes	Musicales	de	España	on	its	50th	anniversary.	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
ALBA	DE	LOS	CAMINOS	(2008)	25’	–	for	piano	with	string	orchestra.	
	 Tranquilo	
	 Allegro	brioso	
	 Andante	fluido	
	 Casi	cadencia	
	 Con	júbilo	
	 	 D:	Paula	Coronas	
	 	 P:	BOLAMAR	Ediciones	Musicales	
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Appendix	3:	Chronological	Works	for	Piano	in	Chamber	Ensembles	
	

	
SONATA	DE	SIENA	(1954-55,	revised	1998)	14’	–	for	violin	and	piano.	
	 Allegro	
	 Adagio	
	 Andante-Allegro	ostinato	
	 	 D:	None	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
DOS	PIEZAS	PARA	VIOLA	Y	PIANO	(1981)	9’	
	 	 D:	None	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
DOS	PIEZAS	PARA	VIOLONCHELO	Y	PIANO	(1981)	5’	
	 	 D:	None	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
NUPCIAL	(1987)	5’	–	for	two	pianos.	
	 	 D:	Mercedes	y	Juan	Ronzón	
	 	 P:	Unpublished	
	
HOMENAJE	A	MOMPOU	(1988)	12’	–	for	violin,	cello,	and	piano.	
	 	 D:	Carmen	Bravo	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
CANTOS	DE	PLENILUNIO	(1990)	18’	–	for	flute	and	piano.	
	 	 D:	Antonio	Iglesias	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
MUSICA	DE	CAMARA	PARA	NINOS	(1988-1991)	27’	–	for	violin	and	piano.	
	 Cancion	de	primavera	
	 Contrastes	
	 Contemplativa	
	 Preludio	
	 Dinamica	
	 Meditacion	
	 Evangelica	
	 Coral	variado		
	 Epifania	
	 Lejania	
	 Serenata	
	 Espanola	 	
	 	 D:	to	my	daughter,	Aurea.	
	 	 P:	BOLAMAR	Ediciones	Musicales	
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CUARTETO	DE	AGRIPPA	(1994)	15’	–	for	clarinet,	violin,	cello,	and	piano.	
	 	 D:	To	my	son,	Antón.	
	 	 P:	BOLAMAR	Ediciones	Musicales		
	
ZAPATEADO	(1995)	5’30’’	–	for	piano	four	hands,	or	two	pianos.	
	 	 D:	Miguel	Zanetti	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
MADRID	1948-1998	(1998)	8’	–	for	two	pianos.	
	 	 D:	Félix	Hazen.	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
FANTASIA	HISPALENSE	(2007)	12’	–	for	violin	and	piano.	
	 	 D:	Mariana	Todorova	and	Irina	Gaitani	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
OFRENDA	(2007)	4’	–	for	violin,	cello,	and	piano.	
	 	 D:	Trio	Mompou	for	their	15th	anniversary.		
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
ALBA	DE	LOS	CAMINOS	(2007)	25’	–	for	string	quartet	and	piano.	
	 	 D:	Paula	Coronas	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
SYRINX	(2009)	12’	–	for	flute	and	piano.	
	 	 D:	Homage	to	Claude	Debussy	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
HOMENAJE	A	COPERNICO	(2009)	12’	–	four	hand	piano.	
	 	 D:	Leonel	and	Christian	Morales	Herrero	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
SONATA	DE	ATARDECERES	(2009)	18’	–	for	cello	and	piano.	
	 	 D:	Escuela	Superior	de	Musica	Reina	Sofia.	
	 	 P:	BOLAMAR	Ediciones	Musicales	
	
THIRD	SIGH	(2012)	5’	–	for	violin	and	piano.	
	 	 D:	Hilary	Hahn.	

P:	BOLAMAR	Ediciones	Musicales
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