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Jorge Morel . . . Danza Brasilera 
Born May 9, 1931 in Buenos Aires, Argentina; died Feb. 10, 2021 in Florida

Jorge Morel was a 20th century Argentinian guitarist and composer celebrated for his brilliant 
guitar works. Although named Jorge Scibona at birth, he changed his name to Jorge Morel 
shortly after moving to New York. A friend had suggested the change, convincing Morel that his 
new name would be easier for Americans to remember. His decision to move to New York, he 
explained, was: “Because that’s where the work was,” but he also had a musical reason: “It was the 
love of jazz that made me come to this country—the music here, the jazz.”

Morel’s unique style balances virtuosity, elegance, and a deep understanding of the instrument. 
His work effortlessly blends classical technique with the rhythmic vitality of Latin American 
music. This Brazilian dance is Morel’s most famous piece. Characterized by a fast and lively tempo 
with a fiery samba feel, it also has elements of choro and intricate rhythms and syncopations. 

Danza Brasilera is one of Morel’s most beloved and frequently performed pieces. Rhythmically 
infectious and technically demanding, it showcases Morel’s gift for integrating syncopation, 
dance-like momentum, and refined melodic writing. Though rooted in the character of Brazilian 
samba music, Morel’s piece ultimately reflects his unmistakable joyful voice; the piece, overall, 
is crafted with exceptional insight into the guitar’s character. Morel uses an intricate rhythmic 
structure and sets the melodic lines on top. In the middle section, he also features ingenious 
improvisational techniques.

Agustín Barrios (Mangoré) . . . Vals in G Major, Op 8, No 4.  
Born May 23, 1885, in San Bautista de las Misiones, Paraguay;  
died August 7, 1944 in San Salvador, El Salvador

Agustín Barrios Mangoré was one of the guitar’s greatest composer-performers, a surpassing 
virtuoso whose music seamlessly linked the sacred and folkloric. Perhaps best known for his 
dances and character pieces which he rooted in the rhythms of his native Paraguay, Barrios also 
drew from Bach’s contrapuntal language. 

Pio Agustín Barrios Mangoré was a Paraguayan guitarist and a composer who toured Europe and 
the Americas as a virtuoso concert artist. Born to a well-to-do educated family, he never forgot 
his cultural roots among the Native American Guarani people. He sometimes gave concerts for 
which he wore a Guarani costume, but he was a modern, sophisticated, and worldly musician, the 
first classical guitar soloist to make phonograph records in 1909 or 1910. He was also reputed 
to be the first to play an entire Bach Lute Suite in public on the guitar. Barrios often proclaimed 
himself the “Paganini of the Guitar, from the Jungles of Paraguay.” He adopted the nom de plume 
“Mangoré,” the name of a legendary Guarani chieftain. Barrios, who thought of himself as a poet 
and folk artist, spent the great majority of his life in Latin America, often visiting its jungles for 
weeks at a time.

Barrios composed some of his works in Baroque style, in particular in reverence for Bach. Many 
of his other works were inspired by 19th century romantics like Chopin. Still others simply 
expressed his identification with the popular song and dance forms of Latin American countries. 
The significance of his works lies in their definition of a new and complex technique, influenced 
by, but evolving independently from, the models he found in European composers. 

Barrios is acknowledged as a central force in the evolution of the guitar after Tárrega, (1850-
1909), a Spanish composer and classical guitarist of the late Romantic period. He is believed to 
have written more than three-hundred works for guitar, which he, like the violinist Fritz Kreisler, 
sometimes attributed to early composers of wider reputation, hoping thus to make it easier for 
his compositions to make their way into the guitar world. 

From recordings, his friends and disciples, chief among them John Williams, transcribed 
works that Barrios had never written down. Others were not published until many years 
after his death. “The retrieval of these beautiful pieces,” Williams said, “has sustained in me a 
constant enthusiasm for one of our instrument’s great personalities. The variety and color of 
his music speaks for itself.” Barrios became known throughout Central and South America as 
a phenomenal guitarist. Williams offered his kudos calling Barrios, “the greatest composer of 
guitar music ever.” His works are imaginative, filled with various South American folk influences. 
Although he was from Paraguay, he also lived in Brazil and Uruguay and was something of an 
itinerant, living a very Bohemian lifestyle, travelling not only all over South America, but also 
spending much time in Central America, in El Salvador and Costa Rica.

As a form, the waltz was much respected and performed in Latin American salons; guitar 
music, too, had a central position in performance in Latin America in the first fifty years of the 
20th century, where it joined European elegance with local Latin American color. Barrios was 
especially involved with the waltz as both dance and poetic miniature.

Vals, Op. 8 No. 4, written in 1919, is one of his most famous works, a virtuoso concert waltz in 
the style of the 19th century Romantic composers like Frederic Chopin, who popularized the 
dance as a movement. In 1919, Barrios composed this Vals, when he was living in Brazil. This waltz 
illustrates his varied approach: it is lively and spirited, with much rhythmic vitality, passagework 
that tends to be virtuosic, and strong, bold, lyrical lines. This miniature demonstrates Barrios’ 
talent for marrying Romantic sophistication with warm South American melodies. 

Vals is very much a virtuoso concert waltz designed to show off the technique of the player. Full 
of rapid scales and arpeggios, it is a fairly extensive piece, written in several sections. The initial 
section begins with a little gesture that morphs into a long, joyously intricate phrase. The section’s 
second theme is a series of smaller phrases which are frequently syncopated. The first theme 
briefly comes back, but gives way to a new section, darker and more rhapsodic, with the waltz 
beat completely subsumed by complex melodic figurations. Ultimately, the initial waltz theme 
returns; an accelerating coda ends the piece.

J. S. Bach . . . Prelude, BWV 998 
Born March 21, 1685, in Eisenach; died July 28, 1750, in Leipzig

J.S. Bach’s Prelude, BWV 998, written in 1735, originally for lute or keyboard, (but most likely 
for the lute) is now a staple in the guitar literature. Of all Bach’s compositions only seven works 
(BWV 995–1000 and 1006a) are listed as being for lute. Wanda Landowska, the renowned 
harpsichordist, described the Prelude, Fugue and Allegro, BWV 998, as being “of incomparable 
beauty, inspired, spontaneous, without a moment of arduous elaboration … unique among Bach’s 
works.” In Landowska’s opinion, it may have been one of those pieces actually written for lute-
harpsichord, called the lautenwerck. The lautenwerck was a keyboard instrument of the Baroque 
period. It was similar to a harpsichord but had gut rather than metal strings, producing a mellow 
tone. Bach was partial to the instrument and owned two at the time of his death. None from the 
18th century are extant, although replicas have been made over the course of the last century. 

The Prelude is the opening composition in the tripartite Prelude, Fugue, and Allegro, BWV 998, 
which was transcribed into a guitar score by Andres Segovia in 1935. Segovia was a student of 
Francisco Tarrega, a Spanish guitarist who had made the first transcription of the work. 

The Prelude is remarkable for the economy and simplicity of its materials. Considered a 
masterpiece of Baroque counterpoint, it is famous for its flowing arpeggios, expressive harmonies, 
and its exploration of closely related keys. It displays Bach’s intricate voice leading using distinct 
themes and harmonic shifts; the work builds towards its conclusion with suspensions and pedal 
tones, which have contributed to making it a beloved piece in the guitar repertoire. 

In general, Bach’s Preludes were intended to be performed at a slow to moderate tempo. 
Structurally, this work is a theme with variations. The variations include choice of a new tonality, 
the use of the motifs in ascending or descending sequences, and in inversion as well in repetition. 
The form of the piece involves the theme or main musical idea being repeated and varied in 
different keys in between short musical statements that appear to be both related and distinct 
from the main idea. In addition, the piece utilizes several pedal tones on the tonic, a couple of 
memorable bass lines that are repeated with small variation. 

The Prelude is a magnificent example of the style brisé (broken chord style), perfected by 
17th century French lutenists; it was a potent influence on Baroque keyboard composers and 
players. The Prelude is made up of a complex series of melodic fragments and broken chords and 
arpeggios with a clearly delineated bass part. It is an imposing and virtuosic work. The technical 
complexities offer a bounty of rich counterpoint for those who can perform them, but its 
difficulties are not made easier by its transcription for guitar, the instrument on which most often 
the work is performed now. (There are a very few Baroque lutenists who have the capability to 
perform this work today.) The Prelude has the same many arpeggios that are found in the Well-
Tempered Clavier (the second book of which dates from around the same time as this work). There 
is just one single pause in the forward motion: just before the coda, Bach places a fermata over an 
inversion of the seventh chord, creating a rich suspension that only a multitude of sixteenth notes 
can propel forward again.

An interesting contemporary footnote: Bach’s manuscript of the work sold recently for more 
than 2.5 million euros.

José Luis Merlin . . . Suite del Recuerdo 
Born Buenos Aires, Argentina in 1952)

Argentine composer and guitarist, José Luis Merlin began studying the guitar when he was 
five years old, and was performing publicly by the age of nine. He is currently the Director 
of the Mundo-Valesquez School of Music in Madrid, Spain, where he also teaches guitar. His 
compositions often feature guitar, and he typically draws inspiration from Argentine folk music. 
Merlin has toured extensively throughout North and South America and Europe. 

Suite del Recuerdo (Suite of Memories) was composed in 1992 as a memorial to the victims of 
the so-called Dirty War which took place in the 1970’s and early ‘80’s in the composer’s native 
country of Argentina. At that time, the military used “dirty” methods such as torture and rape. 
Estimates vary widely as to the number of political opponents who died or disappeared in the 
conflict, ranging from the thousands to the tens of thousands. Merlin dedicated the suite to 
victims of the Argentine military junta. Merlin says of Suite del Recuerdo: “This is an homage to 
memories, my memories. To the collective memories of my people living in nostalgia, tormented, 
anguished, happy and hopeful. Memories from the country, in San Luis, with all the smells and 
sounds from the country. It is like looking inside yourself in very profound silence. Memories of 
afternoons with grandparents, aunts and uncles, parents, brothers, sisters, cousins. All enjoying 
each other, sharing our feelings and playing guitar, sitting in the back yard drinking wine, under 
the vines. Lots of them are not here anymore. They are in my memories.” 

The work, one of Merlin’s most popular works, is made up of five pieces in six movements 
(unusually, the first and fifth movements are the same) based on South American folk dances 
and melodies, all representing Merlin’s memories and celebrating them. 

Merlin begins the suite with the lament Evocación, an estilo, a form of popular song in Argentina, 
which is very lyrical and romantic in style. Merlin has described the piece as “reminiscent of a 
pampas style.” Next come three nostalgic Argentinean folk songs and dances: Zamba, Chacarera, 
and Carnivalito. After a reprise of Evocación, the suite comes to a lively close with Joropo, a lively 
Venezuelan dance which is also the only movement in a major key. It takes features from popular 
guitar music like percussive effects and strumming. In it is a quote from a piece by another 
composer, Antonio Lauro. 

The Suite was originally for guitar solo, but the initial Evocación and the final Joropo have been 
conveniently adapted for flute and guitar. 

Radamés Gnattali. . . . Sonata for Cello and Guitar 
Born January 27, 1906, Porto Alegre, Brazil; died: February 13, 1988, Rio de Janeiro, Brazil 

Radamés Gnattali began his music education by first studying piano and violin, and later the 
guitar and cavaquinho (a small guitar with four strings). In 1920, he entered the School of Fine 
Arts at the University of Rio Grande do Sul and graduated with honors. He moved to Rio de 
Janeiro, where he played a series of critically acclaimed piano recitals and studied at the National 
Music Institute. 

In the early 1930s, Gnattali combined Neo-Romantic style with jazz and traditional Brazilian 
music in his works. In 1936, he began to work for the National Radio Station of Brazil, where he 
continued for 30 years, serving as a pianist, conductor, composer, and arranger. From the late 
1930’s on, he also composed many works for the National Radio Orchestra of Rio de Janeiro.

In the 1950’s Gnattali’s emphasis shifted towards jazz and then back towards Brazilian popular 
styles by the start of the 1960s. Overall, he was a prolific composer, completing symphonies, 
string quartets, twenty-six concertos for different instruments (including six concertos for 
guitar), ensemble music for various combinations, instrumental works for piano, violin, flute, 
guitar, and others, as well as a variety of songs. In the 1960’s, Gnattali began to work for a 
television network, and remained there for eleven years as arranger, composer, and conductor. In 
1983, he won the Shell Music award for lifetime achievement as a classical musician. 

He composed this Sonata, one of his most famous works, in 1969 for the unusual combination 
of cello and guitar. He was an important contributor to the guitar repertoire, composing three 
concertos for guitar and three duo guitar concertos, as well as many other chamber and solo 
works that featured the instrument. 

Gmattali said, “I always enjoyed working with popular music. I believe this is why I’ve been able to 
produce something that sounds Brazilian after all. I learned through the people; there are things 
that you can only learn from the people.” 

The music of the sonata’s first movement, Allegretto commodo, features an unmistakable 
spirited Brazilian beat. Gnattalia utilizes classical sonata form overlaying it with Brazilian 
traditional rhythms, syncopation, and lush harmonies. In the imaginative second movement, 
Adagio, the cello has very rich, dark notes set in counterpoint against the silky tones of the guitar, 
while in the third movement finale of the sonata, Con Spirito, Gnattali features the sound of 
flamenco and, at the conclusion, difficult glissandi on the cello, which are punctuated with some 
abrupt strumming.

John Williams . . . Theme from Schindler’s List 
Born February 8, 1932 in Flushing, New York 

John Williams is a pre-eminent American film composer and conductor, the son of a film studio 
musician. Williams attended UCLA and Los Angeles City College, and studied composition with 
Mario Castelnuovo-Tedesco. After service in the Air Force, he returned to New York to attend 
Juilliard, where he studied piano with Rosina Lhevinne. While in New York, he worked as a jazz 
pianist, both in clubs and for recordings. On his return to Los Angeles, he began his career in 
the film industry, writing music for many television programs and winning four Emmy awards for 
his work. Williams has also been awarded five Oscars, three British Academy awards, eighteen 
Grammys, three Golden Globes, and numerous gold and platinum records. 

In January 1980, Williams was named conductor of the Boston Pops Orchestra. He currently 
holds the title of Boston Pops laureate conductor, which he assumed following his retirement 
in December 1993. He also holds the title of artist-in-residence at Tanglewood. In addition to 
leading the Boston Symphony at Symphony Hall and at Tanglewood, Williams has appeared 
as guest conductor with a number of major orchestras, including the London Symphony, the 
Cleveland Orchestra, the Chicago Symphony, the Pittsburgh Symphony, the Dallas Symphony, 
the San Francisco Symphony, and the Los Angeles Philharmonic, with which he has appeared 
many times at the Hollywood Bowl. He made his Philadelphia Orchestra debut in 1984 at the 
Saratoga Performing Arts Center.

Williams holds honorary degrees from nineteen American universities, including Berklee 
College of Music in Boston, Boston College, Northeastern University, Tufts University, Boston 
University, the New England Conservatory of Music, the University of Massachusetts at Boston, 
the Eastman School of Music, and the Oberlin Conservatory of Music.

Williams has helped to give film composition viability and visibility. His output is voluminous and 
varied, and it ranges from the music to Goodbye, Mr. Chips to Valley of the Dolls, from Jurassic 
Park through Jaws to ET and Schindler’s List. He has written all his film music for symphony 
orchestra rather than for electronic instruments.

In a different mood from his most familiar film music style, the music for the film Schindler’s List, 
written in 1993, is serious and elegiac. Zaillian’s screenplay from Thomas Keneally’s novel relates 
the story of Oskar Schindler, a German industrialist, who used Jewish labor in his factory in 
occupied Poland, at first exploiting the Jews for his own personal profit before coming to see his 
workers as human beings and becoming honor-bound to take care of the people he employed. 
Realizing what their ultimate fate might be, Schindler devised a plan to employ workers in his 
Czech factory and succeeded in saving more than a thousand of them from concentration camps. 

The film score’s most touching music can be found in the violin solo sections, which were played 
on the film track by Itzhak Perlman, who edited the emotionally powerful music into these Three 
Scenes.

The style of the opening piece, “Theme,” is largely inspired by the Romantic composers of the 
late 19th and early 20th centuries; hence, Williams’ music for this initial piece could be described 
as in a Neo-Romantic style with some Jewish inflections. This piece, written for Itzhak Perlman’s 
performance, includes an expressive statement of the film’s haunting, but essentially simple main 
theme. In it, Williams incorporates harmonies and idioms of the music of Eastern European Jews.

Niccolò Paganini . . . Variations on One String, or the “Moses”  
Born October 27, 1782, in Genoa; died May 27, 1840, in Nice 

Paganini was one of the first celebrities of concert violinists. Those who witnessed his 
performances on his extensive European tours were not only impressed by his technical magic 
with both bow and fingers, but they were astonished by his musical expression of emotion. 
Schubert once said of Paganini’s musicality, “In Paganini. . . I heard an angel sing.” Legends 
sprang up about Paganini’s powers as a violinist; some even declared that he had taken lessons 
from the most potent and notorious of all fiddlers, the Devil. The German poet Heinrich Heine 
wrote of Paganini’s stage presence: “A dark form appeared on the stage, looking as if he had 
risen from the underworld. This was Paganini in his black gala clothes: his black coat and vest of 
a terrible cut, such as probably dictated by the hellish etiquette of Proserpine’s court; his black 
trousers flapping disconsolately against his bony legs.” Since Paganini was definitely as much 
a showman as an artist, he did not deny the fantastic reports and was said sometimes even to 
encourage them. When Paganini heard that someone claimed to have seen the Devil standing 
behind him as he played at one of his concerts, he suggested that this event was not at all 
unlikely.

There are, of course, no films or recordings in which we can see or hear how brilliantly Paganini 
played, and we must rely on contemporary accounts, yet this music of great emotional power 
and creative fantasy that the virtuoso wrote to play at his own concerts is evidence of his genius. 
In Paganini’s time, violinists wrote most of the violin concertos for their own use, designing them 
solely to exploit the strengths of their own particular techniques. His virtuoso works for the violin 
exist as testament to Paganini’s ability to play phenomenally difficult works.

Paganini also was famous for introducing new techniques: his music often called for a wide range 
of advanced fingering and bowing techniques including combinations of staccato, harmonics, 
pizzicato, and wide musical intervals.

The notorious premiere of Gioachino Rossini’s opera Moses in Egypt in 1818 led to and inspired 
Paganini’s showpiece. At the premiere of the opera, the musical interlude before the final scene 
of the third act was too short to allow the necessary set changes. When the curtain rose, the 
audience was able to view stagehands waving colored cloths to represent the Red Sea, and they 
erupted in laughter at what should have been a dramatic climax. To stretch out the scene change, 
Rossini composed the Israelites’ prayer for safe passage across the Red Sea, the melody Paganini 
chose for his theme and variations.

This famous work is commonly known as Variations on One String or the ‘Moses’ Variations. It is 
a set of variations on the 4th string of the violin; it uses for its inspiration the theme “Dal tuo 
stellato soglio” from Moses in Egypt, (Mosè in Egitto) a Rossini’s 1818 three-act opera. Paganini’s 
work does not have an opus number but he composed it in 1818/19. Solo cellists have also taken 
to Variations on One String fondly, for although the distances on one cello string are very visually 
impressive, it can, nevertheless, be played with assurance. 

Originally a piece for violin and guitar, Paganini’s Variations requires the soloist to use only a 
single string throughout the piece, demanding acrobatic control of the fingerboard, which assures 
that the burnished quality of the tone of the G string provides a uniformity throughout the work. 
Legend has it that, while in prison, Paganini broke the upper three strings of his violin and was 
forced to continue performing on the last one remaining.

The celebrated violinist Carl Flesch (1873-1944) contended that the opening bars of the section 
in thirds of the Variations constituted “the most difficult intonation exercise in the whole violin 
literature.”

Sergei Rachmaninoff . . . Symphonic Dances, Op. 45  
Born April 1, 1873, in Semyonova, Oneg, Russia; died March 28, 1943, in Beverly Hills, 
California 

Sergei Rachmaninoff was a very versatile musician: a supreme pianist, an admired composer 
and a well-respected conductor. He made a conscious decision to devote his time to piano 
and to composition, resisting the tempting offers from the Boston and Cincinnati Symphony 
Orchestras to become their Music Director.  

Rachmaninoff studied at the Moscow Conservatory, where training at that time was decidedly 
not like that of the more nationalistic school which dominated the St. Petersburg Conservatory 
with the group known as the “Mighty Five” made up of Borodin, Cui, Balakirev, Mussorgsky, 
and Rimsky-Korsakov.  The atmosphere in Moscow, where Tchaikovsky had previously taught, 
was decidedly more eclectic; young composers there were more likely to take on the style and 
form of venerated composers of the past.  A contemporary music critic described the Moscow 
atmosphere in which Rachmaninoff found himself: “Music here was a terrible narcosis, a sort of 
intoxication and oblivion, a going off into irrational planes . . . It was not form, or harmoniousness, 
or Apollonic vision that was demanded of music, but passion, feeling, languor, heartache.”    

Rachmaninoff wrote this set of three Symphonic Dances, his last work, during the summer of 
1940, while spending time on New York’s Long Island.  He completed the orchestration that 
October, and on January 3, 1941, Eugene Ormandy and the Philadelphia Orchestra performed 
it for the first time.  The composer had originally thought of entitling the movements Noon, 
Twilight, and Midnight, but he wrote a letter to Ormandy before the first performance, referring 
to the score simply as “a symphonic piece called Fantastic Dances.”  In the end, he abandoned 
all descriptive designations and adopted the simple Symphonic Dances. He and the great 
choreographer Michael Fokine discussed the possibility of using the score for a ballet, but 
Fokine’s death in 1942 prevented any further development of this idea, and in the next year, 
Rachmaninoff, too, died.

When composing the music, however, Rachmaninoff had been much more concerned with the 
symphonic aspect of this work than with dance, and it is, in fact, rather more like a “dancing 
symphony.”  The first movement, Non Allegro, is the most rhythmic of the three, but it is a 
powerful and sinister march, beginning with a quietly threatening sound. The return of the march, 
after a slower middle section, is followed by an expansive coda, where Rachmaninoff privately 
self-quotes music from the beginning of his Symphony No. 1, offering a new poignant melody in 
which the strings play a gorgeous new theme against the tintinnabulation of flute and piccolo, 
harp, piano, and bells.  Also in the first movement, Rachmaninoff includes an extended solo for 
saxophone, an instrument he had never used before. He sought the advice of his friend Robert 
Russell Bennett in its use; when Rachmaninoff played what he had written for Bennett, “he sang, 
whistled, stamped, rolled his chords, and otherwise conducted himself not as one would expect of 
so great and impeccable a piano virtuoso.” 

Although the second movement is ostensibly a waltz, Andante con moto (Tempo di valse), it 
is endowed with mystery and melancholy.  The third and final movement begins with a slow 
introduction, Lento assai, then shifts to Allegro vivace.  The Gregorian hymn Dies irae (“Day 
of Wrath”) from the Latin Mass for the Dead is woven into the music in a way that suggests a 
medieval dance of death. The trumpet introduces it, preceded by devilish sounding violin with 
a danse macabre. The finale also quotes the chant of the Russian Orthodox liturgy. Part of 
Rachmaninoff’s All-Night Vigil, an a cappella choral work from 1915, also makes an appearance.

The critic Michael Steinberg noted that shortly before the movement concludes, Rachmaninoff 
wrote “Alliluya” at the top of a page. He goes on to say, “Given what we know of Rachmaninoff’s 
state of mind in 1940, it is likely that he thought of this as his last composition. We see him then 
taking leave of his craft with a hymn of thanks and praise.” Rachmaninoff wrote at the end of his 
manuscript, “I thank thee, Lord.” 

The work will be performed in this concert by two pianos. The score originally called for a large 
orchestra with triple woodwinds, alto saxophone, four horns, three trumpets, three trombones 
and tuba, timpani, percussion, piano, harp and strings. 
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