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ABSTRACT 

 

 This doctoral document is presented in conjunction with a doctoral lecture recital 

on the piano music of Manuel Infante that was performed in partial fulfillment of the 

degree of Doctor of Musical Arts in Piano Performance. The primary purpose of this 

document is to thoroughly analyze the solo piano music of Manuel Infante in the context 

of music history and to gather in this document all available information about the 

composer. It is hoped that this document will become a standard resource about the 

composer and his music. 

 Chapter One contains biographical information about Manuel Infante and the folk 

influences that characterize Spanish piano literature. Chapter Two is an investigation of 

the social, cultural, political, and historical contexts of Infante’s life in Spain and France. 

Chapter Three analyzes the compositional and performance strategies of Infante’s solo 

repertoire. The writer identifies a compositional technique Infante used in his repertoire, 

“spun-out counter melody,” which makes his music unique from other Spanish 

composers of the era. The majority of the chapter focuses on issues of interpretation and 

performance in the solo piano repertoire of Manuel Infante. The musical descriptions, 

analyses, and suggestions draw upon the author’s experience learning and performing 

Infante’s music.     
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INTRODUCTION 

 The turn of the 20th century saw the blossoming of nationalism, with Paris as the 

central hub. Many cultural and artistic communities migrated to Paris during the inter-

war years, the period between the end of WWI (1914-1918) and the beginning of the 

WWII (1939-1945), and it became a gathering place for artists from all over the world. 

The Spanish painter, Pablo Picasso made his first trip to Paris in 1900 and decided to 

move there permanently in the spring of 1904; Igor Stravinsky was exiled from Russia 

and moved to Paris in 1920; and Ernest Hemingway, who was born in Oak Park, a suburb 

of Chicago, Illinois, moved to Paris in 1921.
1
 

 In talking about Paris and the musical style of the time, the classical music and 

architecture critic of New York Magazine, Justin Davidson, wrote: 

  It was there that composers from all over Spain – Isaac Albéniz from 

 Gerona, Enrique Granados from Lerida, Joaquin Turina from Seville, and Manuel 

 de Falla from Cadiz, among others – converged to fashion an authentic national 

 style. This made exquisite sense. Paris was not only the most thrillingly 

 cosmopolitan city in Europe, but it was also busily birthing a new national music 

 of its own. The Spaniards came to learn how it was done. Besides, French 

 composers were so besotted with Spain that you might say it was they who 

 invented Spanish music. The opera Carmen is so evocative of the dust and 

 dangerous heat of Andalusia that it’s easy to forget that its composer, the lifelong 

 Parisian Georges Bizet, preferred exploring the Spain of his imagination to 

 experiencing the real thing. When asked if he might not make a little research trip 

 for the sake of accuracy, he answered: “No, that would only confuse me.” Claude 

 Debussy, whose only direct contact with Spain consisted of an afternoon at the 

 bullfight in San Sebastian, nevertheless composed the orchestral travelogue 

 ‘Iberia,’ perfumed with castanets and tambourines. And Maurice Ravel, whose 

 mother hailed from the French side of the Pyrenees, wrote a ‘Rhapsodie 

                                                             
1 Colin Jones, Paris: The Biography of a City (New York, NY: Penguin Viking), 388-391. 
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 Espagnole’ so convincing that de Falla proclaimed him “more Spanish than the 

 Spanish themselves.”
2
 

 

  

 The subject of this paper, Manuel Infante (1883-1958), settled in Paris at the age 

of 26 in 1909, which was coincidentally the year of the death of Isaac Albéniz, who had 

also moved to France. Another Spaniard, Joaquin Turina, lived in Paris from 1905 to 

1914. Turina took composition lessons from Vincent d’Indy and piano lessons from the 

German composer and pianist of Polish descent, Moritz Moszkowski, who settled in Paris 

as early as 1897. Manuel De Falla moved to Paris in 1907 on the advice of Turina. There, 

he met composers who influenced his musical style, including Claude Debussy, Paul 

Dukas, and Maurice Ravel, who were all graduates of the Paris Conservatory, the most 

prestigious conservatory of its day.
3
 However, Turina and de Falla returned to Madrid in 

1914 when WWI began, while Infante lived in Paris until the end of his life. 

 Unlike these composers, we cannot find the name “Manuel Infante” mentioned in 

major sources such as the New Grove Dictionary of Music and Musicians, Encyclopedia 

Britannica, or online databases.
4
 Unfortunately, Infante has largely been overlooked by 

music historians. However, he has written many expressive works which address the 

educational goals of pianists and which are helpful in terms of advancing their technical 

                                                             
2 Justin Davidson, “Sonorous and Sensuous: Spanish Classical Music,” March 31, 2009, accessed October, 
2011, http://www.emusic.com/music-news/spotlight/sonorous-and-sensuous-spanish-classical-music/. 

3 Famous graduates from the conservatory have included Hector Berlioz, Georges Bizet, Nadia Boulanger, 
Pierre Boulez, Alfred Cortot, Marcel Dupré, George Enesco, Cesar Franck, Édouard Lalo, Olivier Messiaen, 
Darius Milhaud, Camille Saint-Saens, and Pablo de Sarasate. 

4
 D’Indy has been a name I have encountered frequently in my research on Infante due to the spelling of 

his name, along with a certain Juan Manuel Infante de Castile (1282-ca.1349), a Spanish prince and 
medieval writer. 
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and musical learning. The primary purpose of this document is to thoroughly analyze the 

solo piano music of Manuel Infante in the context of music history and to gather in this 

document all available information about the composer. It is hoped that this document 

will become a standard resource about the composer and his music. 

 In my opinion, the piano music of Infante deserves a much wider audience. It is 

technically very challenging in terms of the rhythm and the intricate passagework. 

Moreover, since Infante’s music contains characteristics that are familiar to most pianists, 

namely Romantic and Impressionistic elements, it could act as a bridge to more 

traditional Spanish piano repertoire. In addition, Infante’s two-piano works are also 

effective for acquiring collaborative skills. 
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CHAPTER ONE 

Biographical Information  

 Not much is known about the life of Manuel Infante.  He is briefly mentioned in 

Linton Powell’s important survey, A History of Spanish Piano Music, but he has been 

largely overshadowed by his contemporaries, Albéniz, Granados, and de Falla. What we 

do know about Infante is that he was born in Osuna, a municipality in the province of 

Seville in the autonomous community of Andalusia, southern Spain. According to 

today’s map, Osuna is 58 miles away from Seville. Due to the influence of 19th-century 

musical nationalism, many Spanish composers sought to incorporate folk elements into 

their art music. That explains why Infante’s piano music shows the influence of 

Andalusian folklore, which was an important part of his life. He studied piano in 

Barcelona with Enrique Morera, a composer-pianist whose musical style was strongly 

nationalistic.
5
 According to the Spanish writer, Enrique Martinez Miura, Infante’s style of 

music includes more of a traditional “Andalusism” than any of the other composers from 

Spain.
6
 Infante was also a prominent supporter of Spanish music in Paris. As a conductor, 

he made his career mainly by conducting new Spanish music in the center of the 

European cultural melting pot. 

                                                             
5 Linton Powell, A History of Spanish Piano Music (Bloomington, IN: Indiana University Press), 143; David 
Ewen, ed. Encyclopedia of Concert Music (New York: Hill and Wang), s.v. “Infante, Manuel”; Nicolas 
Slonimsky, ed. Baker’s Biographical Dictionary of Musicians, 8th Edition (New York: Schirmer Books), s.v. 
“Infante, Manuel.” 
 
6 Enrique Martinez Miura, Liner Notes for the recording Barrios/Infante Piano Music, 2000, accessed April, 
2012, http://www.naxos.com/catalogue/item.asp?item_code=8.225164. 
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 Infante was not a prolific composer, but the quality of his music compensates for 

the small number of his works, like de Falla.  To date, I have found eight pieces by 

Manuel Infante. These include two orchestral pieces, four piano solo pieces, and two 

suites for two-pianos.
7
 

Characteristics of Spanish Piano Literature 

 The golden age of Spanish composition occurred in the 16th and 17th centuries in 

the genres of sacred vocal polyphony, vihuela music,
8
 and organ music.  During the 18th 

century, there was a dramatic expansion of keyboard literature in the Germanic countries, 

Italy, and France, but Spain kept to its strong traditions in music for organ and stringed 

instruments. Powell maintains that the first native Spanish harpsichord works are the 

sonatas by Vicente Rodríguez (ca. 1685-1760) from 1744.
9
 However, it is still unclear 

whether these pieces were meant to be played on the harpsichord, pianoforte, or organ 

due to the Spanish nomenclature for keyboard instruments.  Clavicordio, clave, organo, 

cimbalo (clavecimbalo), and pianoforte were all used to designate keyboard works.  One 

early example is Blasco de Nebra’s (1750-1784) Seis sonatas para clave y fuerte piano.
10

  

 It is difficult to determine precisely why Spanish composers preferred stringed 

instruments and the organ over the piano at a time when the piano was beginning to 

                                                             
7 A list of works is included in the Appendix. 

8 Gilbert Chase, The Music of Spain (New York: Dover Publications Inc.), 51-52.  “The term vihuela in the 
16th century in Spain was used to name all kinds of stringed instruments with a neck, whether played 
with a bow, with a plectrum, or with the fingers.” 

9 Powell, A History of Spanish Piano Music, 45. 

10 Ibid., 24. 
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supplant all other instruments in popularity. One supposition is that Spanish music 

centers around the performance of its numerous regional dances. For these dances, the 

guitar was the preferred accompanimental instrument, providing passion, expression, and 

rhythmic support with its unique timbre.  It was regarded as the king of instruments in the 

Iberian Peninsula.
11

  Furthermore, it was difficult to move the harpsichord or pianoforte 

to different venues where dances were staged.  Perhaps instruments such as the 

harpsichord and pianoforte were not easily available outside of the court or were too 

expensive for peasants, musicians, and entertainers. A further consideration comes from 

Maurice Esses: 

  Owing to the powerful philosophical, economic, and social influences of 

 the church, the organ was by far the most important keyboard instrument in Spain 

 during the 16th, 17th, and early 18th centuries. In a society which advocates that 

 the chief purpose of music was the glorification of God, it was reasonable for 

 theorists to consider the organ as the supreme instrument.
12

  

 

Monasteries throughout the Iberian Peninsula used the organ as the principle instrument 

in liturgical services. Esses also points out that the clavichord (monacordio) and the 

harpsichord (clavicordio) in Spain did not receive much attention up to the end of the 

17th century, inasmuch as the employers of musicians in this period in Spain were the 

Church and the Crown and not the aristocracy. Another important reason is that the harp 

                                                             
11 Ibid., 53.  In fact, Scarlatti preferred the harpsichord to the piano because the plucked sound of the 

harpsichord was more reminiscent of a guitar than the duller hammer strikes of the piano.   

12 Maurice Esses, Dance and Instrumental Diferencias in Spain during the 17th and early 18th Centuries, 

Vol. I (Stuyvesant, NY: Pendragon Press), 235. 



Texas Tech University, Jaeyong Daniel Lee, May 2014 

 

 7 

or guitar was the preferred continuo instrument instead of the keyboard, in contrast to 

other European nations.
13

  

 In addition, 18th-century Spanish composers were often preoccupied with folk, 

national, and theatrical music, including the tonadilla and zarzuela.
14

 The tonadilla is a 

short comic opera for one to four characters consisting of solo songs and occasional 

choruses.  It was popular from the middle of the 18th century to the early 19th century.  

The zarzuela is distinguished from regular opera in that the music is intermingled with 

spoken dialogue.  Its name comes from the palace outside Madrid named La Zarzuela. 

This emphasis on operatic genres may be another explanation for why Spanish keyboard 

literature was delayed in its development. 

 By the early 19th century, however, the tonadilla and zarzuela were in decline. 

According to Chase: 

  In the eighteen thirties, then, Spain’s native lyric theatre was virtually 

 nonexistent. The zarzuela had vanished from the stage. The tonadilla had run its 

 meteoric course. Imitations of French operetta on the lighter side, and of Italian 

                                                             
13 Ibid., 45-54, 239-240. Pietro Cerone (1566-1625), an Italian music theorist, wrote in his treatise, “In 

contrast [with the large number of Italian aristocrats who cultivate music], one finds that in Spain there 

are very few noblemen who take pleasure in learning music. Instead many detest it, rejecting and 

banishing it from their houses as something contemptible, disgraceful, and harmful; and as something 

which seems to them to have been invented solely for clergymen and monks.… I gather that from now on 

there will be more musicians than in the past, and that also there will be distinguished gentlemen from 

illustrious families who will fondly take up music.…In all these opportunities and facilities for learning 

more easily and quickly, Spain is almost entirely lacking. One sees this, for example, at the court, where 

among the numerous knights, counts, marquesses, dukes, and princes who reside there, there is no one 

(that I know of ) who enjoys music or who is interested in organizing such academies. Speaking truthfully, 

I declare that I do not find more than one person who enjoys holding such activities at his residence.… 

Consequently it is no wonder that there are more singers and more musicians among the Italians than 

among the Spaniards. Rather, the truly surprising thing is that the Spanish ones possess such fine skills, 

considering the absence of opportunities for them to train and improve themselves.” Cited in Esses. 

14Powell, A History of Spanish Piano Music, 187.    
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 opera on a more pretentious scale, scarcely relieved the bleakness of the theatrical 

 horizon.
15

 

 

In fact, the influence of Italian opera had been growing since the beginning of the 18th 

century with the arrival of many Italian opera troupes in Spain.  Emilio Cotarelo (1857-

1936), a Spanish musicologist and bibliographer, mentioned that no new lyrico-dramatic 

works in Spanish were produced in Madrid between the years 1700 and 1707 due to the 

overwhelming popularity of Italian productions. The arrival in Spain of the famous male 

soprano Carlo Broschi (1705-1782), better known as Farinelli, in 1737, fortified the 

Italian invasion. His singing provoked unlimited enthusiasm throughout Europe.
16

 

Joaquín Nin (1879-1949) describes the desperate state of Spanish opera: 

  With [Mateo] Ferrer (1788-1864) we are in the very middle of national 

 degeneration. Phillipe V’s policy of annihilation had borne its fruits [regarding his 

 preference for Italian over native musicians]. Spanish music, which had held on to 

 the end of the eighteenth century behind the rampart of the tonadilla, the last 

 refuge of the nationalist musicians, was completely lethargic. The opera, [that] 

 incurable soreness of Spain, had to be Italian or it could not be. The devotees of 

 chamber music revolved around Luigi Boccherini. The old-timers were talking 

 about Haydn, who had been one of the musical idols of Spain, as an outmoded 

 memory. One forgets ancestors, one disregards the  past. One marks time where 

 he is or goes forward without purpose, at random. Bellini, Mercadante, Donizetti, 

 Rossini, Verdi reign as absolute masters, one after the other. Italian becomes the 

 one and only approved and possible language. One speaks of nothing but opera all 

 day and all night. At every street corner one hears someone humming, whistling, 

 singing, ‘howling’ the same old sentimental threadbare lyrics. The high-tenor is 

 adored like the ‘torero,’ and the ‘diva’ is enthroned with as much haughtiness as 

 stupidity.
17

  

                                                             
15 Chase, The Music of Spain, 132-133.  However, as soon as 1839, the term “zarzuela” began to appear on 

billboards. The tonadilla was not revived in name, but its traditions were absorbed into the new zarzuela. 

16 Chase, The Music of Spain, 107. 

17 Joaquín Nin, Cited in Powell, A History of Spanish Piano Music, 48-49. 
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 However, despite the decline in popularity of the tonadilla and zarzuela, Spanish 

folk music was an important influence on classical composers of keyboard music who 

moved to or lived in Spain.  The earliest example is that of Domenico Scarlatti (1685-

1757).  Scarlatti moved to Madrid in 1729, and his harpsichord sonatas retain a strong 

Spanish flavor, referencing numerous dances from all over Spain. These folk influences 

are seen in the works of Scarlatti’s student, Antonio Soler, as well as in the music 

composed by Spanish composers such as Albéniz, Granados, and Turina who were 

responsible for the blossoming of Spanish keyboard music at the end of the 19th century 

and the beginning of the 20th century.  

 One important characteristic of this music is how it is inspired by the sound and 

techniques of guitar playing. In fact, when we think about the music of Spain, the guitar 

immediately comes to mind.  One cannot imagine the sound of passionate flamenco with 

its folk songs and dances without the guitar. Linton Powell includes a large number of 

examples of evocations of guitar playing in his book, A History of Spanish Piano Music. 

Many of these excerpts were composed by Spanish composers whose names are not 

familiar to most classical pianists.  However, many will agree that Scarlatti was the first 

composer to evoke the sound of the guitar at the keyboard. According to Gilbert Chase, 

Albéniz, Granados, de Falla, and Turina all owe a debt of gratitude to Scarlatti. Infante 

must be added to this list. 

 The two primary guitar techniques recreated at the keyboard by Spanish keyboard 

composers are rasgueado (strummed) and punteado (plucked). Rasgueado is the playing 
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of repeated, strummed chords which may produce an internal pedal point. In playing 

rasgueado, all five or six notes are not changed at once. (See Examples 1 and 16.) 

Punteado is the playing of individual notes. Powell also claims that the open strings of 

the guitar, E-A-D-G-B-E, influenced Spanish piano music.
18

 Other guitar effects include 

repeated bass figures, arpeggiated chords, cluster chords, short melodic motives and 

phrases, and continual repetitions of one note.  

 
Example 1: Rasgueado, M. Infante, Sevillana, mm. 198-200. 

 
 

Example 2: Punteado, D. Scarlatti, Sonata in G major, L.209/K.455, mm. 24-31. 

 

                                                             
18 Linton Powell, “Guitar Effects in Spanish Piano Music,” Piano & Keyboard (May/June 1996): 34. 
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 Spanish piano repertoire also recalls rhythmic, melodic, and improvisatory 

qualities specific to its numerous regional songs and dances.  The difficulty of capturing 

this uniquely Spanish flavor may be a reason why Spanish music was not included in 

pianists’ recital programs very often at the beginning of the 20th century.  Pedro Morales 

points out the reason as he talks about Albéniz’s music: 

  Albéniz’s music is still seldom played, not because of its exceptional 

 technical difficulties, but because the interpreters find themselves embarrassed 

 with its idiom. There are musical nuances and peculiarities of rhythm that have to 

 be felt through self-identification with their origin, for they cannot be explained 

 with words or marks of expression, a problem attached to all new types of music 

 until their interpretation can be based on tradition. […] The public, in order to 

 understand the progressive development of our composers’ ideals, must 

 understand first the musical idiom of our people, and to achieve that they must be 

 acquainted and in sympathy with all the spontaneous manifestations of their 

 temperament.
19

 

 

Here, Morales mentions notable characteristics of Spanish music: rhythmic varieties from 

regions that are divided geographically, subtle melodic nuances reflecting the mingled 

cultures of the Iberian Peninsula, and improvisatory aspects.  It is true that the Spanish 

music in general is attractive to audiences because of its spirited and lively rhythms. At 

the same time, it is also permeated by the seriousness, sorrow, bitterness, tragedy, and 

pessimism of gypsy songs.  These songs are universally appealing because they speak 

about realistic themes that are experienced in everyday life.  According to Quintana, the 

deep songs (cante jondo) of the gypsies express a wide variety of emotions such as love, 

                                                             
19 Pedro Garcia Morales, Preface to The Music of Spain by Carl Van Vechten (London: K. Paul, Trench, 
Trubner & co., ltd.), 19-20. 
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loyalty, jealousy, revenge, pride, freedom, persecution of Gypsies, human sorrow, 

fatalism, and death.
20

   

 Cante jondo
21

 is one of several musical genres of the Iberian Peninsula in which 

Byzantine and Oriental sources are intertwined.
22

 The term cante jondo (deep song) 

derives from the gypsies, who migrated to Andalusia, the southern part of the Iberian 

Peninsula, as early as 1447.
23

 The blending of Andalusian folk music and Gypsy music 

began in the middle of the 15th century and developed over the next 300 years. Cante 

jondo melodies are based on the Phrygian mode.  Many phrases end with the descending 

note sequence A-G-F-E, which is performed as a vocal slide with microtonal inflections.  

In performing cante jondo, a singer begins on the syllable ay with elaborate melismas 

 

   
Example 3: Descending Phrygian scale with common alterations 

 

 

                                                             
20 Bertha Beatrice Quintana, The Deep Song of the Andalusian Gypsies: A Study of the Transmission and 

Perpetuation of Traditional Cultural Themes (Ann Arbor, Michigan: University Microfilms International), 

188. 

21 According to Quintana, Cante Gitano and Cante Grande are synonymously used with Cante Jondo in 

Spain. 

22 “De Falla insisted that Andalusian music was influenced by three main factors in its development: 1) the 

adoption of Byzantine liturgical chants by the church in Spain, 2) the Arab invasion, and 3) the arrival and 

settlement of numerous Gypsy bands in Spain.” Cited in Gilbert Chase, The Music of Spain (New York: 

Dover Publications, Inc.), 223. 

23 Quintana, The Deep Song of the Andalusian Gypsies, 42. 
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that are very improvisational in character.
24

 The use of semitones, sliding, repeated notes, 

and chant-like, expressive embellishments are also unique features of cante jondo. These 

all help to express the text of the songs.
25

 Chase points out the difficulty of notating the 

spirited sound of the deep songs: 

 […] it is virtually impossible to convey a faithful impression of cante jondo 

 melody through the medium of our modern European musical notation, because 

 of the chromatic inflections and subdivisions, and because of the free rhythm 

 which does not conform to regular measurement. Hearing a good cante jondo 

 singer, such as “La Niña de los Peines,” is the only way of becoming acquainted 

 with the real spirit of this “deep song.”
26

 

 

Example 4 shows how Infante attempted to replicate the effects of cante jondo, using 

trills, rapid ornamental chromatic notes, rubato indications, and notes marked with 

expressive tenutos. 

 

  

Example 4: Imitations of vocal slides in Cante jondo, M. Infante, 

Sevillana, mm. 40-41. 

 

                                                             
24 Don Michael Randel, ed. The Harvard Dictionary of Music, Fourth Edition (Cambridge, Massachusetts, 

and London, England: The Belknap Press of Harvard University Press), s.v. “Flamenco.” 

25 Chase, The Music of Spain, 224. 

26 Ibid., 225. 
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 The exoticism of Spanish music is also heightened by the infusion of Basque, 

Castilian, and Catalonian folk traditions. The use of Aeolian, Dorian, and Mixolydian 

modes in the melodies is especially prominent in Basque folk music, not surprising since 

the influence of plain song is a prominent characteristic in the Iberian Peninsula. In many 

Castilian folk songs, it is notable that the melodic phrases and periods are seldom 

symmetrical. Another characteristic of many Castilian folk melodies is that they end on 

the fifth scale degree instead of the more expected tonic, as shown in Example 5. 

  

Example 5: A Castilian folk melody.
27

 

 

 

According to Chase, Catalan folk music is known for using both the raised and lowered 

third in the same melody and the tonic is also raised or lowered as well.
28

 The melody in 

Example 6 shown below is in the key of A and shows the use of the raised and lowered 

third, C-sharp and C-natural. 

 

 
Example 6: A Catalan folk melody.

29
 

                                                             
27 Ibid., 230. 

28 Ibid., 229-237. 

29 Ibid., 236. 
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 Spanish dances can be categorized into four regions: the Northern, the Central, the 

Southern, and the Western.
30

 Among them, it is believed that the Southern dances are 

bolder and more colorful than those of the other regions. The representative genre of 

songs and dances from the south is called flamenco, which incorporates many different 

traditional features of Spanish dances from Andalusia, the southern part of Spain. 

Flamenco is a repertoire of music and dance that incorporates characteristic styles of 

singing (cante jondo), dancing (baile, featuring erect posture, foot stamping, and finger 

snapping), and guitar (toque) playing.
31

 Chase maintains that the Gypsies adopted it and 

developed it into a more exotic and virtuosic genre when the Spaniards neglected their 

own traditions in the early 19th century under the impulse of modern progress.
32

 The best 

known songs and dances under the denomination of flamenco are the granadinas, 

malagueñas, peteneras, rondeñas, sevillanas, alegrías, bulerías, and fandangos. One of 

the most popular of the Andalusian dances is the sevillanas, which is the Andalusian 

version of the Castilian seguidillas.
33

   

 

 

                                                             
30 It is not the purpose of this document to discuss the numerous dances of Spain. The particular southern 

Andalusian dances that are related to the music of Infante are mainly discussed in later chapters. 

31 Randel, The Harvard Dictionary of Music, s.v. “Flamenco.” 

32 Chase, The Music of Spain, 249. 

33 The seguidillas is a quick in triple meter old Castilian folksong and dance form. The song is generally in 

the major key and often begins on an off-beat. Chase, The Music of Spain, 226-227. 
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Example 7: Sevillanas, Andalusian version of the Castilian seguidillas.

34
 

    

 The influence of Andalusian folk music is strong in the repertoire of Infante. For 

instance, the cante jondo using the Gypsy-Andalusian scale with its Phrygian mode is 

easily noticeable in compositions such as Sevillana (see Example 4). The rhythm of the 

famous folk tune, El Vito, which Infante used for a set of solo piano variations, is based 

upon the polo (see Example 8).
35

 These aspects will be examined in greater detail in the 

last chapter of this paper. 

 

   

Example 8: Polo, An Andalusian folk dance. 

 

 In conclusion, the keyboard music of Spain has been heavily modeled after folk 

traditions.  Many characteristics of its songs and dances are preserved in the music. Since 

the guitar was the supreme instrument of Spain, it would be natural for keyboard music to 

evoke the sounds and techniques of guitar playing. As de Falla stated “(t)he natural 

                                                             
34 Ibid., 227. 

35 Powell, A History of Spanish Piano Music, 186. “Polo is an Andalusian dance in triple meter, with 

frequent syncopations of the hemiola type.” 
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musical feeling of the Spaniard is based on the technique of the guitar, and this has been 

so ever since the beginning of Spanish instrumental music.”
36

 Joaquín Rodrigo (1901-

1999), a Spanish composer and a virtuoso pianist, who was a professor of music history 

at the University of Madrid, described the ideal instrument to Spanish composers as “a 

strange, fantastic, multiform instrument which has the wings of the harp, the tail of the 

piano, and the soul of a guitar.”
37

  

  

                                                             
36 De Falla, Cited in Powell, A History of Spanish Piano Music, 147. 

37 Joaquín Rodrigo, Cited in Powell, A history of Spanish Piano Music, 154. 
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CHAPTER TWO 

Social, Cultural, Political, and Historical Contexts 

 Even though Paris was the foremost center of European culture throughout the 

19th century, its creative atmosphere was not the only reason why numerous Spanish elite 

left their motherland for Paris. According to Pierre Vilar
38

 (1906-2003), the political 

history of Spain throughout the 19th century is either “picturesque” or “irksome.”
39

 

Following the Napoleonic invasion, Joseph Bonaparte (1768-1844), the elder brother of 

Napoleon Bonaparte (1769-1821), was installed on the Spanish throne in 1808. The 

ferocious resistance of the Spaniards, who were driven by an emergence of Spanish 

nationalism, culminated in the restoration of the Bourbons
40

 in 1814 and of the reign of 

Fernando VII (1784-1833), one of the worst kings Spain has ever had in her history.
41

 In 

1830, the king decreed that women were allowed to succeed to the throne.
42

 This was to 

avoid his brother’s succession, because Ferdinand only had two daughters. Consequently, 

upon Fernando’s death in 1833, his infant daughter Isabella (Isabella II, 1830-1904; 

                                                             
38 Vilar was a French historian who specialized in the history of Spain. He is considered one of the most 

authoritative 20th-century authorities on the history of Spain. 

39 Pierre Vilar, Spain: A Brief History, Second Edition, translated by Brian Tate (New York: Pergamon Press), 

58. 

40 The French started to rule Spain in 1700 when Philip V, the grandson of Louis XIV, was enthroned.  

41 John Crow, Spain: The Root and The Flower (New York: Harper & Row, Publishers), 240-241. “He filled 

the prisons with those who opposed him, and again instituted the old segnorial privileges. Free discussion 

was extinguished. The liberals were severely punished by the new state, there were widespread 

executions, and many of them fled from Spain.…The entire nation was impoverished. There was no 

industry. Bandits infested every highway, and travel was impossible. The king fiddled and debauched and 

shouted curses on all liberalism.” 

42 This is called “the Pragmatic Sanction of 1830” in the history of Spain. 
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reigned 1843-1868), age three, became queen of Spain. Many Spanish liberals, who had 

been forced to leave the motherland, returned. However, Carlos (The Infante Carlos of 

Spain, 1788-1855), Fernando’s brother, declared himself the leader of the Carlists and the 

legitimate heir. The “Carlism”
43

 caused by the conflict between the royal brothers 

affected the entire history of 19th-century Spain.
44

 Amadeo of Savoy (1845-1890), the 

son of King Vittorio Emanuele II (1820-1878), briefly reigned as king of Spain in 1870-

1873, and the First Republic was proclaimed. In 1874, Alfonso XII (1857-1885), a cadet 

at Sandhurst, was restored as king of Spain following a coup d’état. His son, Alfonso 

XIII (1886-1941), succeeded him as soon as he was born under the regency of his mother, 

Queen Maria Cristina of Habsburg. In 1902, Alfonso XIII was crowned the king of Spain. 

 While the Spaniards were experiencing political turmoil throughout the 19th 

century, France became the center for the proliferation of the arts, literature, and music. 

During the 1800s, France held several World Expositions, notably the Exposition 

Universelle of 1867, for which Rossini’s Hymn to the Emperor was performed at the 

opening ceremony. Representatives from all the royal families in Europe attended the 

opening.
45

 The exhibits that particularly fascinated the French at this Exposition were 

those from the exotic lands of the Near and the Far East; the official guide book showed 

participation of nations such as India, China, Japan, Turkey, Spain, Portugal, Persia, 

                                                             
43 For more information, see “Carlism,” accessed Sep. 15, 2013, 

http://www.britannica.com/EBchecked/topic/96001/Carlism. 

44 Vilar, 58-59. 

45 Elaine Brody, Paris: The Musical Kaleidoscope 1870-1925 (New York: George Braziller, Inc.), 77-79. 

“Initially concerned with industrial trade and technological progress, these exhibitions, at least in the 

hands of the French, soon fostered the wares, the arts and crafts of the host country as well.” 
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Russia, New Zealand, Australia, Egypt, Algeria, Tunisia, and Morocco. At this 

Exposition, exotic musical instruments were displayed along with the details of their 

manufacture. Books containing choreographies of foreign dances were offered as well as 

information about French industrial methods of manufacturing woodwind instruments. A 

new instrument, the saxophone, invented by the Belgian Adolphe Sax (1814-1894), was 

introduced and performed in a few military band performances.  In his La Musique, les 

Musiciens et les Instruments de Musique chez les different peoples du monde (Paris, 

1869), Oscar Commettant (1819-1898), a French composer and music critique, argued 

that the considerable role music played in the International Exposition of 1867 was 

without precedent in the history of the art.
46

 Pointing out the Spanish participation at the 

Exposition, Commettant states: 

  Spanish music has always sounded ravishingly beautiful, but music, as 

 such, really does not exist in Spain. What we hear as Spanish music is only a 

 certain rhythm placed in the service of poetic sentiment borrowed from Arabic 

 poetry. But this rhythm does excite the senses.
47

 

 

 

It can be argued that Spanish music received its introduction to the rest of the Western 

world at this Exposition. Many European travelers and artists were fascinated by the local 

color of the Spaniards. Those among the French elite who made the pilgrimage to Spain 

following the conclusion of the Napoleonic wars at the beginning of the 19th century 

                                                             
46 Ibid., 77-96. “Commettant complains, ‘For too long, music was regarded as a charming recreational art, 

not serious enough to rank with painting, sculpture, literature, or architecture. The manufactures of 

instruments and printing, engraving, publishing, a distribution of musical materials were commercial 

ventures of relative significance; but music per se did not count.’ He also maintains that the imperial 

commission for this 1867 Exposition took a different stance, and he determined that one observer, at 

least, should give a full account of the place of music at this exposition.” Cited in Brody.  

47 Ibid., 83. 
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included George Sand, Auguste-Émile Bégin, René Chateaubriand, Louis Viardot, Henri 

Beyle (Stendhal), Victor Hugo, Louis Boulanger. Édouard Manet and Henri Regnault 

were later visitors who ventured to Spain to satisfy the new French taste for exoticism.
48

 

However, a prolific writer of the time, Julien Tiersot (1857-1936) warned about false 

exoticism in his survey of the 1889 Exposition, Musique Pittoresque: Promenade 

musicales à l’Exposition de 1889:  

Parisians are masquerading as foreigners and playing composed romantic versions 

of folk airs.[…] Spain is just too much in fashion these days […] what with 

innumerable bullfights, Spanish choruses, Spanish soirées, Spanish fiestas, all 

crowding the exposition calendar.
49

 

 

 Gypsy music and Spanish music in general captured the interest of composers 

throughout the 19th century and the beginning of the 20th century. For example, in piano 

literature, Franz Liszt’s (1811-1886) piano piece, Rhapsody Espagnole, composed in 

1863, is enchanting with its exotic sound.
50

 Alborada del gracioso from Miroirs (1904- 

1905) by Maurice Ravel (1875-1937) features Andalusian rhythms, harmonies, and 

songs.
51

 Claude Debussy (1862-1918) was also inspired by Spanish music even though 

he never visited Spain; La Puerta del Vino and La Soirée dans Grenade from his 

Preludes (1909-1913) are evidence of that vogue.  In orchestral literature, Maurice Ravel 

                                                             
48 Lou Charnon-Deutsch, “Travels of the Imaginary Spanish Gypsy” from Constructing Identity in 

Contemporary Spain (New York: Oxford University Press), 29. 

49 Cited in Brody, Paris: The Musical Kaleidoscope 1870-1925, 88-91. It is interesting to note that this was 

the Exposition when Debussy was inspired by the Javanese gamelan. 

50 Livermore, A Short History of Spanish Music, 180. Liszt had travelled in Spain in 1844-1845. 

51 Gordon, A History of Keyboard Literature (CA: Schirmer/Thompson Learning), 393. 
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(1875-1937) composed a rhapsodic gypsy-inspired violin piece, Tzigane, in 1924. His 

Rhapsody Espagnole from 1907 was a well-known piece that incorporated Spanish 

rhythms and modal melodies, as well as the ornamental traits of Spanish folk music. 

Édouard Lalo (1823-1892), a French composer, composed Sinfonia Española (1874) for 

the finest Spanish violin virtuoso Pablo de Sarasate (1844-1908). Mikhail Glinka (1804-

1857) from Russia was also influenced by Spanish sounds and composed his Spanish 

Overtures (1845-1847). This led Rimsky-Korsakov (1844-1908), another Russian 

celebrity, to compose Capriccio Espagnol in 1887. 

 During the second half of the 19th century, musical nationalism developed as a 

reaction to Germanic musical traditions and Italian opera. Composers looked for new 

ideas in the folk songs, dances, and unique musical idioms of their native countries, 

regions, or ethnic groups. Among those who embraced musical nationalism were the 

composers like Liszt, Brahms, Bartók, Dvořák, Rimsky-Korsakov, Glinka, and 

Mussorgsky.  

 Felipe Pedrell (1841-1922) and Federico Olmeda (1865-1909) deliberately strove 

to liberate Spanish music from the infusion of Italian music. Pedrell worked exhaustively 

throughout his life to elevate Spanish music to a higher level. According to Chase: 

 […] Pedrell carried on with vigor his campaign for the rehabilitation of Spanish 

 music,  earning warm praise and enthusiastic encouragement from the foremost 

 critics of Europe, who by his efforts were induced for the first time to take 

 modern Spanish music seriously. Coining an epithet that was quickly taken up by 

 other writers, Moritz Moszkowski, in the Berliner Tageblatt, called Pedrell ‘the 

 Spanish Wagner.’
52

 

                                                             
52 Chase, The Music of Spain, 147. 
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The efforts of composers such as Isaac Albéniz, Enrique Granados, Manuel de Falla, and 

Joaquín Turina, who were all encouraged by Pedrell, ushered in a new “golden age of 

piano music.”
53

 As a composer, teacher, and musicologist, Pedrell left several notable 

publications. Among them, Cancionero Musical Popular Español (1918-1922) was 

intended to evoke in Spaniards a love and passion for their own music. It also influenced 

the painters, writers, dramatists, and philosophers of Spain’s cultural renaissance in the 

20th century.
54

 An influential teacher, Pedrell was not considered an accomplished 

composer, unlike his students. However, as Livermore mentions, “(t)he Spaniards were 

sure of their instincts, but less trustful of organizing their materials….”
55

 Chase points out 

that Spanish music was slow to be accepted in the standard symphonic and operatic 

repertoire because of the lack of orchestral technique of its composers.
56

 This describes a 

basic trait one can easily recognize in Spanish piano literature: the frequent repetition of 

melodic fragments in order to elongate phrases or compositions without significant 

motivic development. Powell justifies this process: 

  As with the French composers of character pieces, many Spanish 

 keyboard composers have placed more importance on the ‘suggestive quality of a 

 melody (evocación)’ and alluring native dance rhythms than the manipulation of 

 material. This is a preference in compositional procedure and by no means 

 demeans the quality of all Spanish or French works of this type. It is more a 

 realization that one cannot compare Brahm’s Sonata in F minor for solo piano 

                                                             
53 Powell, A History of Spanish Piano Music, 49. 

54 Walter Starkie, Spain: Musician’s Journey through Time and Space, Vol. 1 (Geneva: Edisli), 119. 

55 Livermore, A Short History of Spanish Music, 180. 

56 Chase, The Music of Spain, 289. 
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 with Turina’s picturesque sonata Sanlúcar de Barrameda. They are both great 

 works of art in their own right, but of different emphases.
57

 

  

 While Pedrell and Olmeda in Spain were encouraging their musicians to cultivate 

and develop a specifically Spanish musical language, two musical institutions in France 

were arguing over the need to combat foreign cultural influences in France, a situation 

that came to a head over a political issue called the Dreyfus Affair.
58

 In Paris, the 

Conservatoire Nationale de Musique was a symbol of “legitimate” education in music 

until the Schola Cantorum challenged it in the name of “nationalism.”
59

 Musicians were 

approached by leagues and political groups who wanted them to take sides. However, it 

seemed that French musicians were aware of what was at stake: 

 By the decade of the 1890s, French musicians were manifesting awareness of new 

 conceptions of the artist in order to protect their professional interests and, 

 concomitantly, those of French music: concerned that French operas were being 

 abandoned in favor of foreign operatic works, they did not hesitate to lobby the 

 Chamber of Deputies or the relevant ministries on their own behalf.
60

 

 

Through the debate over the Affair, French people were reawakened by certain 

fundamental questions: 

 Did the authority and tradition of the state, the army, the aristocracy, and the 

 Church take precedence over those principles and rights that had been defined so 

 emphatically by the French Revolution? […] “What is France?” […] Rightist 

                                                             
57 Powell, A History of Spanish Piano Music, 146. 

58 For more information, see “Dreyfus Affair,” accessed Jan. 25, 2014, 

http://www.britannica.com/EBchecked/topic/171538/Dreyfus-affair. 

59 Fulcher, French Cultural Politics and Music (New York: Oxford University Press), 15-63. 

60 Ibid., 18. 
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 leagues that were born of the Affair and that were now redefining their tactics and 

 role […] the cognate question (was) “What cultural values are French?”
61

 

 

 Over half of the concerts held at the end of the century in France consisted of 

foreign composers’ music, mainly Germans such as Beethoven, Mozart, Mendelssohn, 

Haydn, Schumann, and Weber.
62

 There were significant efforts to include more genuine 

French repertoire even before the political scandal; Vincent d’Indy, Alfred Bruneau, 

Reynaldo Hahn, and André Messager as well as Emmanuel Chabrier and Pierre Lalo 

were the leaders of the movement.
63

  

 A government report on the 1878 (Expositions Universelles) event recorded a 

 total of 108 official concerts, of which sixty-five featured French music. […] In 

 this climate, French musical talent thrived to a degree that the previous generation, 

 much as they might have wished for it, could not have foreseen.
64

  

 

  Debussy’s success was inevitable in this multifaceted nationalistic movement 

among the avant-garde who championed French nationalism. Musicians developed close 

relationships with artists as well as writers.  According to Brody, painters were especially 

influenced by music.
65

  Instances of collaboration and cooperation between musicians 

and writers were also very common. 

                                                             
61 Ibid., 15-16. 

62 Donnellon, “French Music Since Berlioz: Issues and Debates.” French Music since Berlioz. Edited by 

Richard Langham Smith and Caroline Potter (Burlington, VT: Ashgate Publishing Co.), 1. 

63 Ibid., 2-3. 

64 Ibid., 4. 

65 Brody, 114. 



Texas Tech University, Jaeyong Daniel Lee, May 2014 

 

 26 

 As stated earlier, French musical nationalism was reawakened by a political 

scandal. Reacting against the overly chromatic and thickly orchestrated works of Wagner, 

the French wanted to return to values of clarity and good taste as exemplified in the 

works of great French composers of the past such as Rameau and Couperin.  They also 

attempted to bring in something new by collaborating between different forms of the arts 

and by absorbing influences from different cultures, especially the Far East.
66

 

 While it cannot be proven that the French musicians as a rule were prejudiced 

against foreign musicians for patriotic or nationalistic reasons, an interesting episode in 

the life of the virtuosic Spanish pianist Ricardo Viñes (1875 – 1943) may be an example 

of possible discrimination against Spanish musicians by the Parisian establishment: 

 Saturday the 21st at 1:00PM the Concours started. There were 21 contestants, but 

 one didn’t show. We drew lots. I got no. 15 and I went on stage at 3:55. I was 

 immediately applauded. I played the contest piece, the f-minor Chopin Fantasie 

 marvelously. I received applause and bravos after the first half. [This practice 

 seems unbelievable, but was customary at the time.] When I finished, I had the 

 most frantic ovation – and it was merited because I could not have played better – 

 from the point of cleanliness, security of technique, style, sentiment, warmth. In 

 sum, the public was so enthusiastic about me that I had to get up and bow three or 

 four times. Then I sight-read a piece by Théodore Dubois to perfection, in great 

 style and with much taste. My success was electric. Again I had to return and bow. 

 Afterward I put on my coat to leave. With that I committed an unpardonable error 

 and everyone later reported to me how terrible it seemed. Nobody had ever done 

 that, committed such a gaffe. They all kept repeating that. During the 

 deliberations, around 5:30, after the conclusion, everyone congratulated me for 

 having the first prize already in my pocket. Then Ambroise Thomas announced 

 the first prizes: he called out Malats, Wurmser, and Niederholm, but not me. The 

 second prizes: Mopain and Auber – and again nothing for me. The public thought 

 Thomas had made an error. […] (I was) surrounded by people of all ages and 

 sexes, congratulating me. “Your defeat,” they said, “is a victory of you.” Cries of 

                                                             
66 However, the leader of the French nationalist movement, Vincent d’Indy, the founder of the Schola 

Cantorum, was an admirer of Wagner’s music. 
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 indignation against the jury were sounded all about me. I shook hands with at 

 least 200 people. De Béroit left quickly, pale and unwilling to see any of us.
67

 

 

 In my opinion, this may be a possible explanation for why Manuel Infante’s name 

has been so overlooked. As a Spanish composer-pianist, he must have struggled in order 

to be recognized in the cultural melting pot of Paris. Infante was not able to carve his 

name in the history of music. However, I feel that he was an active participant in the 

cultural life of turn-of-the-century Paris and that his brilliant music helped to introduce 

Spanish music to the French.   

  

                                                             
67 Brody, 178. 
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CHAPTER THREE 

Compositional and Performance Strategies in Infante’s Solo Repertoire 

 Four pieces for solo piano by Infante have been discovered and published so far, 

all of which show the influence of folk idioms.  They are: El Vito (Gracia), Sevillana: 

Impressions de fête à Seville, Gitanerías, and Pochades Andalouses.
68

 El Vito (Gracia)
69

 

is a variation set based on the popular theme also used in the third movement of his piece 

for two pianos, Danses Andalouses.  Sevillana: Impressions de fête à Seville, as the title 

implies, describes a party scene of Seville and shows the influence of French 

impressionism. The name “Sevillana” itself designates a type of folk music from the 

Seville region of Spain that is written to be sung, danced, and performed instrumentally. 

The rhythm is in 3/4 or 6/8 like many popular flamenco-dance types. Gitanerías is 

another solo piece that shows Infante’s unique blend of Spanish and Gypsy stylistic 

elements. As the title suggests, this piece is characterized by gypsy-influenced rhythms 

                                                             
68 In addition, Infante wrote two pieces for two pianos that are, however, beyond the scope of this paper: 

Danses Andalouses and Musique d’Espagne. Danses Andalouses contains three movements: 1. Ritmo, 2. 

Sentimiento, and 3. Gracia (El Vito). Musique d’Espagne also has three movements: 1. Farruca, 2. 

Montagnarde, and 3. Tirana et Seguedill. 

69  According to Matteo in his The Language of Spanish Dance: A Dictionary and Reference Manuel, “El 

Vito is a colloquial term used to describe the step in a charming woman’s solo of the late 1800s, in the last 

movement of which a torero’s cape and sword (capa y muleta) are used to imitate the movements of a 

bullfight (corrida).” In the same source, s.v. “Paso de Muleta: Step performed with a bullfighter’s muleta, 

a red cloth that covers and conceals the sword (espada).” Also, s.v. “Tauromaquia: dance technique 

inspired by Spain’s national sport. For centuries the bullfighter has been under as much scrutiny as any 

performing artists and has been reviewed by audiences and critics alike. His training to achieve perfect 

timing and the most aesthetic body line while performing the many required maneuvers (suertes) is as 

long and arduous as that of any classical dancer. The demands made on him are similar to those imposed 

by the ancient Greeks on their bullfighters. The bullfighter’s art (tauromaquia), judged by its gracefulness 

and efficiency of movement (toreando), has been effectively imitated by many dancers and 

choreographers.”  
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and recitatives. Pochades Andalouses is a large suite consisting of five movements: 1. 

Danse Gitane, 2. Guadalquivir, 3. Canto Flamenco, 4. Aniers sur la route de Seville, and 

5. Tientos sur un rythme populaire. However, hard copies of these pieces are not 

currently available from any music publisher, except for Guadalquivir. Guadalquivir is 

sub-titled Étude pittoresque (picturesque exercise). The texture closely resembles that of 

Un sospiro, the third étude in Liszt’s Three Concert Etudes, S.144 (1845).  Examples 9 

and 10 show excerpts from both works. 

 

 

Example 9: The Beginning of Guadalquivir, M. Infante, mm.1-6. 
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Example 10: Un sospiro, F. Liszt, mm. 30-32. 

 

In this étude, Infante also incorporated Spanish flavor by imitating punteado guitar 

effects.  The example below shows accented bass notes, arpeggios flourishes, plucked 

staccato notes, and dry staccato chords marked with a crescendo (see Example 11). In 

order to perform these passages more effectively, I recommend avoiding the pedal for the 

second and third beats as they are marked staccato and secco by the composer. This 

yields a guitar-like sound. 
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Example 11: Punteado in Guadalquivir, M. Infante, mm. 46-48. 

 

 Infante’s music represents a typical blend of individualism and expressionism 

characteristic of the late Romantic era. However, Infante mixed the musical idioms of 

Spain with French Impressionism very effectively. Example 12 shows a very dream-like 

effect created by using a pedal point on B with a trill in the left hand against an evocative 

cante jondo melody in the right hand. Infante did not mark any pedal here, but using half 

pedal or quarter pedal for the first four measures of Example 12 to create an effect of a 

continuous sonority, changing when the bass moves to Bb, will be very effective. Infante 

marked this passage ‘très lointain’ with ‘ppp.’ The sound a performer should search for 

in this example is similar to that found in a passage in Debussy’s descriptive prelude, Ce 

qu’a vu le Vent d’Ouest, also marked lointain. Example 13 shows a texture from this 

work which features a melodic right-hand part set on top of a left-hand tremolo. 
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Example 12: M. Infante, Sevillana, mm. 161-168. 

Infante’s left-hand part includes more decorative notes than Debussy’s. Therefore, in 

order to avoid overpowering the melody, it is important to know that the sforzandos in 

Example 12 should be considered expressive markings and should not be overplayed.   

 

Example 13: C. Debussy, Ce qu’a vu le Vent d’Ouest, mm. 10-13. 

 

 The most significant compositional strategy of Infante is the use of folk-dance 

rhythms. All the motives and musical ideas in Infante’s music are based on traditional 

sources. However, it is often difficult to determine the exact dance referenced in a 

particular piece by Infante. In this respect, Infante surely incorporated all the traits of 
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Spanish indigenous vocal, rhythmic, and modal traditions into his piano music in his own 

creative way. However, the main theme of El Vito seems to be directly adopted from an 

original dance, because it is marked thème populaire. The rhythm in Example 14 is 

identical to that of the Andalusian polo shown in Example 8 except that none of the notes 

are tied over the bar line.  In my opinion, Infante’s El Vito is a variant of the Polo.  

 

 
 

Example 14: The beginning of El Vito (Gracia), M. Infante, mm. 1-16. 

 

This becomes more obvious when you look at Example 15, which shows the beginning of 

a sonata by Joaquin Turina. Here, the Polo rhythm is replicated exactly in the theme of 

the first movement, which is in variation form. Turina entitled his piece, Sonata 

romantique sur un thème espagnol. 
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Example 15: The beginning of Sonate Romantique, J. Turina, mm. 1-11. 

 Analysis of rhythms found in the music of Infante shows that the use of hemiola 

and meter change is another distinctive characteristic. Gitanerías begins with its main 

theme in the meter of 3/4. However, later sections are notated in 6/8 to indicate changes 

in the accentuation patterns and rhythmic gestures. The Assez vite section (Example 16) 

shows the change to 6/8 and the rasgueado (strummed chords) in the right hand on the 

off-beats. 

 
Example 16: Rasgueado, M. Infante, Gitanerías, mm. 95-103. 
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The opening of Sevillana shows another example of rhythmic inventiveness.  The 

opening features a 3-measure phrase consisting of 2 measures of 2/4 and 1 measure of 3/8.    

  

 

Example 17: The beginning of Sevillana, M. Infante, mm. 1-9. 

 

Example 18: M. Infante, Sevillana, mm. 74-81. 
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However, at measures 74-75, these 3 measures are condensed into 2 measures of 6/8 

(Examples 17 and 18). 

 As the title suggests, Gitanerías incorporates vocal effects that need to be 

performed with an understanding of the spontaneity of the cante jondo style. For example, 

the use of recitatives comes directly from the Deep Song of gypsy music. Example 19 

shows the responsorial interplay that takes place between the guitarist and the vocalist.  

The first 3 beats of measure 65 are for the guitarist, in Tempo I.  Starting with the upbeat 

to measure 66 and proceeding into the Poco più lento at measure 67, there is a sudden 

change of tempo for the more expressive entrance of the singer. The composer instructs 

the performer to play the passage Plaintif et un peu mystique (plaintively and a bit 

mystically). The guitar enters again in measure 68.  

 

 
Example 19: M. Infante, Gitanerías, mm. 63-69. 
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 Example 20 shows another important vocal moment from Gitanerías. The melody 

is in the alto register and should be brought out clearly.  A flexible rubato will help the 

melodic line sound more expressive and the left-hand less notey. 

 

 
Example 20: M. Infante, Gitanerías, mm. 109-120. 

 

 Example 12 and Example 21 below show additional passages of cante jondo. The 

repeated pickup notes are typical of cante jondo melodies (see Chapter I) and need to be 

performed en dehors with a good rubato. Infante asked for the melodies to be bien chanté 

(well-sung).  However, the accompanimental figures are quite complex. The linear 

eighth- and sixteenth-note accompaniments should be played softly with a fluid motion in 

order to avoid being notey and overpowering the melody. Pedaling is another problem in 

Examples 20 and 21. I suggest using half pedal and changing as often as possible so that 

the melody can be projected clearly and smoothly over the accompaniment. 



Texas Tech University, Jaeyong Daniel Lee, May 2014 

 

 38 

 
Example 21: M. Infante, Sevillana, mm. 46-51. 

 

 Infante’s piano works are composed of distinctive sections. The fantasy, Sevillana, 

for example, is in six large sections. Section I has a rhythmic flamenco dance-like bass 

combined with dry accented chords in the right hand that depicts Andalusian rhythms. 

This section can be played effectively either without the damper pedal or with touches of 

rhythmic pedal to emphasize the meter changes. Clearly defined dynamic contrasts are 

important to avoid the impression of monotonous repetition. This section, which is in D 

Major, returns in the middle and at the end of the piece. Section II is an expressive song. 

In order to distinguish the expressive vocal character of this section from the rhythmic 

first section, the performer should slow down the tempo and take the time to be 

expressive on each note. This Molto meno mosso e molto cantabile section is followed by 

a very harmonic Moderato cantabile section that runs into Section III, where the first 

theme is transposed to Db major with a slightly altered rhythm. I suggest that you play 

the arpeggiated accompaniment softer so that the new theme can clearly be heard in the 
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third section. Section IV, Un peu plus calme, features another beautiful melody followed 

by a passage of Lisztian brilliance and passion. This repeats once again in a different key. 

At the end of the section, glittering material in the high register leads into the fifth section. 

Section V is an improvisatory cadenza, typical of Spanish music. In addition, two 

different major musical streams of the era, Impressionism and Romanticism, are 

referenced here. A fermata ends the improvisatory cadence and brings the first theme 

back ppp as if it were a reminiscence of the first scene. Section VI, the coda, is marked 

“Tempo I - Poco più.”  I take this to mean that the tempo should speed up a little.  

 Sevillana is subtitled ‘Impressions of the Fiesta in Seville.’ The Sevillana is a 

festival dance in a popular flamenco style and a variation of the well-known dance style, 

the Seguidilla. Its rhythm is in 3/4 or 6/8, and the dance is full of turns. This old folk 

dance was usually danced by couples of all ages and genders during a fiesta, often by 

everyone present in a wedding or a family party. Ironically, the dance is not derived from 

Seville but from Castile, which was one of the medieval kingdoms of the Iberian 

Peninsula. 

 Table 1 outlines the structure of the distinctive sections of Sevillana, showing 

how Infante developed the piece starting in D major and moving through a wide series of 

keys. It is obvious that he did not follow a traditional pattern of harmonic progressions 

throughout the piece.   
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Sections Measures Key areas 

I. Allegro deciso mm. 1-32. D major 

II. Molto meno mosso e 

molto cantabile 
mm. 33-45. G minor 

III. Moderato Cantabile mm. 46-73. F# major-Eb major-Ab major-Db major 

IV. Tempo I mm. 74-94. Db major 

V. Un peu plus calme – 

Plus lent mais pas trop 
mm. 95-170. 

Bb minor-Bb major-C major-Ab major-f 

minor-F# major-C major-B, Bb, E pedal 

tone 

VI. Tempo I – Poco più mm. 171-212. D major 

 

Table 1: Structure of Sevillana. 

 

 El Vito is another sectional work containing 6 character variations on the ‘El Vito’ 

theme with an original Andalusian dance at the end.  It is obvious that Infante himself 

was an accomplished pianist as each variation exploits a different pianistic technique. 

Some contain extremely lyrical melodies while others sound like brilliant etudes. Each 

variation is full of charming Spanish flavor. The original Andalusian dance at the end 

concludes the piece with a virtuosic flourish. However, this piece was also used as the 

final piece of the two-piano suite, Danses Andalouses. The title of duo piece is Gracia 

(El Vito) but the solo piece is titled the other way around, El Vito (Gracia).
70

 When 

Infante published the duo piece in 1921, this set of theme and variations was entitled 

                                                             
70 See the explanation of terms in footnote 53. 
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Gracia. But since its secular theme was more popularly known as “El Vito,” the 

composer himself or the publisher might have used both words in the title. The solo 

version was published in 1922, one year after the suite for two pianos (1921). 

 

Sections Measures Key 

Theme – Allegretto grazioso (Attacca) 36 measures A minor 

Var. I – Tempo I 49 measures A minor 

Var. II – Allegro 50 measures A minor 

Var. III 36 measures A major 

Var. IV 51 measures A minor 

Var. V – Moderato cantabile 67 measures A major 

Var. VI – Tempo I un peu plus modéré 

(Attacca) 
44 measures E major 

Danse Andalouse – Tempo giusto  99 measures A major 

 

Table 2: Structure of El Vito (Gracia) 

 

 Table 2 outlines the tonal scheme of El Vito. The theme is in the key of A minor, 

but Infante moves to the parallel major in the middle and at the end. Variation VI is in the 

key of the dominant, E major, setting up the final variation. The widely varying number 

of measures in each variation is an indication of how far Infante departed from the 

original structure of the theme. 

 Gitanerías is another character piece by Infante with several distinctive sections. 

The word itself means a “gypsy scene,” which the piece depicts well. According to Lou 

Charnon-Deutsch, anyone who exhibits nomadic or rebellious tendencies can be 
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classified as gypsy; gypsies can be from anywhere and nowhere.
71

  The famous virtuosic 

violin work, Zigeunerweisen, composed in 1878 by Pablo de Sarasate (1844-1908), 

shows the freedom and passionate emotions of the Spanish gypsy well, and one can also 

easily sense that in the piece by Infante. The piece opens with a catchy rhythmic theme 

(Example 22). It is immediately followed by a measure of cadenza that leads into a cante 

jondo melody. Poco meno mosso introduces another theme of a vocal character in b 

minor, which reminds audiences of a gypsy singer. This section shows Infante’s habit of 

repeating a musical fragment repeatedly without significant motivic development, a 

characteristic that was previously noted in Chapter II.  From measures 41 to 60, the 

melody is repeated seven times.  After two measures of introductory poco più lento, the 

third section, which is a lengthy recitative marked poco più lento – tempo giusto, begins. 

The fourth section, Assez vite, is a virtuosic guitar section (see Example 16). In my 

opinion, the tempo marking suggested by Infante is too fast; a tempo of 126 to the dotted 

quarter note, as opposed to 152, is fast enough. The last two sections of Gitanerías are 

very Lisztian. They are full of florid arpeggios and scales as well as thick octaves 

(Example 23). In order to make these passages effective and convincing, it is important to 

scale the dynamics properly and to avoid getting too loud too quickly. A performer must 

follow Infante’s dynamic markings as precisely as possible ˗ subito p, mf, ff, and fff - in 

order to convey the dynamic impact of the finale. 

 

                                                             
71 Charnon-Deutsch, “Travels of the Imaginary Spanish Gypsy,” 23. 
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Example 22: The beginning of Gitanerías, M. Infante, mm. 1-6. 

 

 

 

 

Sections Measures Key areas 

I. Allegro non troppo mm. 1-32. 
F# major-Eb major-F# 

major 

II. Poco meno mosso mm. 33-65. B minor-F# major 

III. Poco più lento – Tempo 

giusto 
mm. 66-94. 

E minor-B minor-D major-

F# major-B minor-F# major 

IV. Assez vite mm. 95-147. F# major-F –Gb major 

V. Un peu plus largement mm. 148-163. Gb major 

VI. Tempo I mm. 164-177. F# major 

 

Table 3: Structure of Gitanerías 
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Example 23: The ending of Gitanerías, M. Infante, mm. 171-177. 

 

 Guadalquivir is the second piece from a suite of five pieces for solo piano called 

Pochades Andalouses. Unfortunately, sheet music is available only for Guadalquivir (see 

the Appendix). Guadalquivir is subtitled an ‘Étude pittoresque.’ As mentioned earlier, 

the texture of this piece resembles Un sospiro by Liszt. However, the second section of 

the piece, Même movement qu’au début, is very Spanish with many guitar effects (see 

Example 11). This étude features wide-ranging arpeggiated chords in the right hand 

against a singing tenor voice in the left hand. In order to perform this work effectively, 

practicing the right-hand part for fluidity and lightness is essential. 
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Sections Measures Key areas 

I. Modéré avec mouvement mm. 1-45 D major-B major-Bb major 

II. Même movement qu’au début mm. 46-82 Bb major 

III. La croche exactement la meme valeur 

qu’au début 
mm. 83-117 

Gb major-Db major-C 

major-D major 

 

Table 4: Structure of Guadalquivir 

 

 Example 24 shows a typical passage from Gitanerías. When you look at the left-

hand part, starting from where it is marked nostalgiquement, it is clear that Infante does 

not simply harmonize the right-hand melody with arpeggiated chords. Rather, he uses a 

repetitive motive in the left hand that could be called a “spun-out counter melody.”  This 

motive repeats spontaneously and contains chordal tones as well as passing tones 

contained within a decorative texture.  This figure is then combined in a contrapuntal 

manner with other melodic elements.  This technique is also found throughout Sevillana 

(see Example 25).  Here, the left-hand part provides harmonic support for the right-hand 

melody but has enough of a distinctive shape to qualify it as a counter-melody. 
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Example 24: Spun-out counter melody, M. Infante, Gitanerías, mm. 35-42. 

 

 

 

Example 25: Spun-out counter melody, M. Infante, Sevillana, mm. 52-57. 
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 Example 26 is another example of a “spun-out counter melody” from Sevillana. 

At the “a Tempo” marking, the left-hand outlines an F#-major chord in sixteenth notes 

along with upper and lower neighbor tones. It accompanies a melody in the right hand, 

and both are set in high treble register of the piano. A performer should try to evoke the 

sound of a duet between two different woodwind instruments. This section (mm. 137-147) 

provides a clever link between two virtuosic Lisztian sections. Measures 125-136 and 

148-160, which are on either side of Example 26, should be performed with an orchestral 

sound quality because of the dynamic markings of ff con fuoco, fff, and sff indicated by 

the composer. These sections are challenging technically because of their thick chords, 

octave passages, and wide-ranging arpeggios. There is a similar section in the last 

movement of El Vito (Example 27). In the middle of a loud orchestral tutti, Infante 

inserted a section that suggests a small ensemble of treble instruments. It is essential to 

clearly differentiate between the contrasting timbres and characters of these sections. The 

soft sections should be performed subito p with a light staccato touch. 

 This unique technique of “spun-out counter melody” fulfills two goals: one is to 

harmonize the melody, and the other is to incorporate the cante jondo flavor of gypsy 

music into the accompanimental figure. It is apparent that Infante is a classical composer 

in terms of the use of harmony and form. However, he becomes distinctive from other 

Spanish composers of piano literature through this technique. Memorizing these spun-out 

countermelodies can present certain challenges. Separate-hand practice is mandatory. To 

bring variety and spontaneity into the performance of passages containing numerous 

repetitions, one can sometimes choose to highlight the counter-melody instead of the 
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melody. As a result, rubato is essential in playing these sections, because a strictly 

metronomic tempo will make these accompaniments sound notey and simply mechanical. 

 

Example 26: Spun-out counter melody, M. Infante, Sevillana, mm. 136-147. 
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Example 27: M. Infante, El Vito, Danse Andalouse, mm. 53-63. 

    

  The use of guitar effects such as rasgueado and punteado, punctuated by secco 

and staccato chords and arpeggios, is prominent in Infante’s piano music and in the 

music of other Spanish composers. As mentioned before, Spanish nationalistic music is 

modeled after countless numbers of folk dances and songs that show the influence of 

Gypsy melodies, with their semi-tones and opulent harmonies. Like other famous 

composers of Spanish piano literature, Infante had no choice but to adopt the rich musical 

traditions of his people. In his variation set, El Vito, Infante evoked the sounds of the 

guitar. In the very first measure of variation IV, rasgueado (strummed chords) is applied 

(Example 28). From measure 18 to measure 33 in this variation, the left hand returns 

repeatedly to a pedal tone on E. Even though this section is dominated by the etude-like 

right-hand part, the guitar-like sound of the pedal tone should be carefully considered. 
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The pedal tone should be performed gently in order to avoid being overly percussive or 

suddenly accented despite the rapid left-hand jumps (Example 29). 

 
Example 28: Rasgueado, M. Infante, El Vito, Var. IV, measure 1. 

 

Example 29: E pedal-tone, M. Infante, El Vito, Var. IV, mm. 18-25. 
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 The beginning of “Danse Andalouse,” the last section of El Vito, shows another 

example of rasgueado. Starting from measure 5, the left-hand down beats show quickly 

rolled chords that are suggestive of guitar playing (Example 28). Regardless of the 

accents, these arpeggiated chords should not be overly loud. Since rhythmic pedals can 

be applied to each strummed chord, the accents are more like expressive tools. These 

chords should be performed rapidly with lightness and expression, and they act as 

springboards to the pick-up note of E in the melody. 

  

 

Example 30: Rasgueado, M. Infante, El Vito, Danse Andalouse, mm. 1-13. 

 

 Example 16, which was cited at the beginning of this chapter, provides another 

wonderful example of guitar effects in Infante’s music. This particular section (mm. 95-

107) in Gitanerías shows Infante’s unique manipulation of rasgueado and punteado, used 

at the same time. The staccatissimo marking for the left hand leaves no doubt that the 

left-hand passage is imitating the sound of guitar in punteado. In performing this section, 
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it is essential to follow Infante’s musical markings. Dynamically, the left-hand 

staccatissimo notes should be executed ppp in order to convey the scherzando character 

of the section. The indicated tempo for the section--a dotted quarter equals 152--is 

probably too fast to express the details of the techniques applied here. I would 

recommend a tempo of 126.   

 There are also many Impressionistic elements in Sevillana. The sections ‘Un peu 

plus calme’ (Example 31) and ‘Plus lent mais pas trop’ (Example 12) sound as if they 

have been borrowed from Debussy, as does the arpeggiated passage in Example 32.  

 

Example 31: Impressionistic quality, M. Infante, Sevillana, mm. 152-155. 
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The impressionistic quality of Infante’s music was referenced earlier in Example 12.  

That example showed a Cante jondo melody marked en dehors supported by a low pedal 

tone and trills. The next example shows another Impressionistic texture that features a 

clearly articulated melody surrounded by florid arpeggios.  The melody notes are marked 

with accents, suggesting that they should be performed messa di voce, that is with a quick 

crescendo and diminuendo on each note.

 

Example 32: Impressionistic use of arpeggiated passage, M. Infante, Sevillana,  

mm. 148-151. 

 

Similar figurations are found in measures 154-155.  It is helpful to exaggerate the 

dynamics from pp to ff and ff to pp for variety and drama. The arpeggios create the sound 

effect of a stormy wind, and the haunting cante jondo motives are an expression of the 

barren and exigent lives of the Gypsies. However, the accent marks on the minor thirds in 

the arpeggiated chords in Example 32 should not be overdone in order to retain an 

Impressionistic quality of sound and to allow for the projection of the melody.  As Neil 
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Rutman maintains in his article “Imagination in the Piano Works of Debussy,” because 

the composer was influenced by poetic or literary images, the performer must also use 

“imaging” in learning Impressionistic music.
72

 We should apply this principle to Infante’s 

music as well.  It is impossible to determine exactly what images inspired Infante’s works, 

and yet it is clear that the titles he gave to each of his compositions can help interpreters 

create their own images.  

 The last aspect we need to consider in the music of Infante is the Lisztian 

virtuosity of his piano writing.  Hinson describes Liszt’s new style of playing and writing 

in these words: 

 Liszt exploited the capacities of the instrument in an unheard-of fashion. He 

 employed rapid and coloristic changes of register; used dense chords and octave 

 passages in all ranges, frequently associated with wide leaps, arpeggios over the 

 full extent of the keyboard, scales in thirds, sixths, octaves, and even in full 

 chords, diatonic and chromatic; created elaborate cadenzas and recitative-like 

 passages; added vibrato figurations; and often put a melody in the middle register 

 accompanied by difficult figuration raging over the whole keyboard.
73

 

 

All of Infante’s piano repertoire use the techniques mentioned in the above quotation and 

are at an advanced level. They are technically and musically as demanding as the music 

of Liszt. Performers must create different colors, especially guitar and impressionistic 

effects.  For example, the variation set El Vito requires many different techniques in its 

performance. Audiences can easily compare his music to Liszt’s due to its similarities in 

musical texture. In Example 33, the melody in the left hand is stated prominently in 

                                                             
72 Rutman, “Imagination in the Piano Works of Debussy,” The Pianist’s Craft. Edited by Richard Paul 

Anderson, 145-146. 

73 Hinson, Music for Piano; A Short History, 209. 
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octaves against broken chordal accompanimental figures in the right hand. This finale 

section of El Vito, marked fff, is very energetic and virtuosic with its thick chords and 

octave glissandi. As Infante himself wrote at the bottom of the page, the octave glissandi, 

which are extremely difficult, can be executed as one- note glissandi. It is essential to 

play the accompanimental broken chords in the right hand softer than the melody. The 

performer should also vary the dynamics and give direction to the sequences of thick 

repeated chords instead of just playing them as loudly as possible. As Timothy Shafer 

states, “Not all octaves are created equal!”
74

  The Subito p that is seven measures from 

the end should be carefully observed in order to maintain a proper style and sound. Shafer 

articulates what a performer has to search for in musical textures like the one in Example 

33.  

 Liszt always sets the octaves in a context where musical gesture is the motivating 

 force behind the passage. The performer’s responsibility is to overcome the 

 acrobatic issues to the degree that sound is paramount.
75

 

 

 

                                                             
74 Shafer, “Color and Gesture in the Piano Music of Franz Liszt.” The Pianist’s Craft. Edited by Richard Paul 

Anderson, 117. 

 

75 Ibid., 117. 
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Example 33: Finale, M. Infante, El Vito, Più animato. 

 

 

 Example 34 is another stereotypical use of octaves in a finale section. Infante took 

pains to indicate the direction of the melody in the left hand by using accents and staccato 

markings. However, starting from measure 172, the melody moves into the right hand.  

These octaves need to be executed differently.  Infante marked them bruyant et très 

lumineux (loud and very bright), so the performer should be concerned about conveying a 

lightness of color instead of a strong sense of direction or voicing. The melody will be 
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heard very clearly anyway because it is in the high register of the keyboard. Meanwhile, 

an interesting counter melody enters in the left hand. Unlike the right hand, it is marked 

martelé comme des trompettes (hammered like trumpets). The performer should project 

the tenor voice of the left hand prominently in order to contrast with the light octaves of 

the right hand.    
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Example 34: Octave passages, Gitanerías, M. Infante, mm. 168 – 178. 
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CONCLUSION 

 

 The turn of the 20th century saw the rise of musical nationalism. Composers 

became interested in musical traditions from lesser-known parts of the world. Cultural 

exchanges were facilitated in France through the Expositions Universelle, which exposed 

audiences to musical performances and exhibitions from India, China, Japan, Turkey, 

Spain, Portugal, Persia, Russia, New Zealand, Australia, Egypt, Algeria, Tunisia, and 

Morocco. Manuel Infante was a part of movement to create a nationalistic style that drew 

on the rich folk traditions of Spanish music. However, Infante has been overshadowed by 

other Spanish composers of the era such as Albéniz, De Falla, and Granados. 

 Manuel Infante’s music shows the influence of Spanish musical nationalism, 

French impressionism, and nineteenth-century Romanticism as well as a virtuosic 

approach to the piano. In his early years, Infante was inspired by his piano and 

composition teacher, Enrique Morera, whose musical style was very nationalistic. He was 

further encouraged by Pedrell and Olmeda to incorporate native musical idioms into his 

work. Infante stayed in Spain until the age of 26, building a musical style that shows the 

rich reflection of folk elements. However, he composed all of his piano music after he 

moved to Paris in 1909. This is why his piano works often reveal a French 

impressionistic quality. Infante’s piano style fully incorporates musical elements from 

Spain as well as his adopted country, France. 

 Meanwhile, we cannot ignore its romantic quality. Like many other composers of 

the era, Infante uses traditionally inspired tonal schemes and musical structures, and his 

pianism is inspired by Liszt. However, what makes his music different are the modal 
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quality of its vocal lines, its rhythmic inventiveness based on Spanish traditional dances, 

and its well-balanced mixture of Spanish and French musical idioms.  

 I have identified a distinctive compositional technique that Infante uses in his 

piano works that I call “spun-out counter melody.” In many places, he does not simply 

harmonize the melody with arpeggiated chords but instead creates a decorative texture 

which combines certain motives with chordal and passing tones. This figure is then 

combined in a contrapuntal manner with other melodic elements. This unique technique 

fulfills two goals: one is to harmonize the melody, and the other is to incorporate the 

cante jondo flavor of gypsy music into the accompanimental figure.  

 Infante has largely been overlooked by music historians. However, he has written 

many expressive works which address the educational goals of pianists and which are 

helpful in terms of advancing their technical and musical learning. In my opinion, the 

piano music of Infante deserves a much wider audience. Not only is it technically and 

musically challenging but it also contains a blend of Romantic and Impressionistic 

elements which could act as a bridge to more traditional Spanish piano repertoire. 
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APPENDIX 

List of Musical Compositions by Manuel Infante 

 Orchestra   

  Suites de Ballet (1922) 

  Chanson Gitanes pour Violon avec accompagnement de piano ou   

  d’orchestre (1922) 

  

 Suites for Two Pianos 

  Trois Danses Andalouses (1921);  

  I. Ritmo, II. Sentimiento, III. Gracia (El Vito) 

  Musique d’Espagne (1940);  

  I. Farruca, II. Montagnarde, III. Tirana et Seguedill 

 Solo Piano 

  Sevillana: Impressions de fêtes à Séville (1922) 

  El Vito (Gracia): Six variations sur un theme populaire et Danse   

  Andalouse (1922) 

  Gitanerías (1923) 

  Pochades Andalouses (Suite) (1925) 

   1. Danse Gitane 

   2. Guadalquivir: Étude pittoresque pour piano (1924) 

   3. Canto Flamenco 

   4. Aniers sur la Route de Séville 

   5. Tientos sur un Rythme Populaire 
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