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ABSTRACT 
This purpose of this thesis is to discuss how the tango orchestras of Osvaldo 

Pugliese (1905-1995) and Juan D’Arienzo (1900-1976) contributed to the 

development of a cosmopolitan community within Buenos Aires and its surrounding 

cities from 1949-1953.  Pugliese and D’Arienzo were both of Italian heritage and grew 

up in different cosmopolitan neighborhoods.  Additionally, both orchestras were 

comprised of ethnically, socioeconomically, and geographically diverse musicians, 

creating a cosmopolitan orchestra.  The cosmopolitanism established within the two 

groups assisted in the diffusion of cosmopolitanism through a total of nine hundred 

seventeen live performances, collectively.  Pugliese performed a total of four hundred 

forty times between 1949-1953 in twenty-four neighborhoods within Buenos Aires 

and twenty-three cities outside of the city.  D’Arienzo’s well-established orchestra 

performed a total of four hundred seventy-eight times, also between 1949-1953, in 

thirty-one neighborhoods within Buenos Aires and thirty-two cities outside of the city.  

The mutual acceptance and support from both the orchestras and the communities 

contributed to the development of a cosmopolitan society within Argentina. 

Based on printed advertisements of live tango music performances in the 

Buenos Aires newspaper, El Mundo, the creation of a soundscape map on 

Historypin.org documented the coverage and frequency of live performances from 

1949-1953, focusing on Pugliese and D’Arienzo’s orchestras.  This map, combined 

with data from the 1947 General Census of Argentina, allowed in the analysis of the 

orchestras’ spread of cosmopolitanism. 
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CHAPTER I 

 INTRODUCTION 

 The embrace, the stylized hold between two dancers, is one of the pillars of tango dance 

as it is the sole communication between the two performers.  The embrace is a sought-after 

balance between the two dancers so each can physically “speak” to each other.  In the embrace, 

both dancers move as co-equals, and neither are more important within this connection.  Just as 

the two dancers in tango embrace each other to create art, the neighborhoods and cities within 

and surrounding Buenos Aires embraced each other through cosmopolitanism (defined in this 

thesis as “reaching out across cultural differences through dialogue, aesthetic enjoyment, and 

respect; of living together with differences”) to create the art form known today as tango 

(Werbner 2008:2). 

 In this thesis, I demonstrate how the tango orchestras of Osvaldo Pugliese (1905-1995) 

and Juan D’Arienzo (1900-1976) were integral to the creation of cosmopolitan communities 

within Buenos Aires and the surrounding cities from 1949-1953.  Through the ethnic diversity of 

their orchestra members, the acceptance from the venues where they performed, and the musical 

innovations of their orchestra, these ethnically and demographically diverse orchestras brought 

the cosmopolitanism from the neighborhoods of Buenos Aires to the less diverse cities 

surrounding the nation’s capital.  Based on printed advertisements of live tango music 

performances in the Buenos Aires newspaper, El Mundo, the creation of a soundscape map on 

Historypin.org documented the performance history of the tango orchestras and demonstrated the 

diffusion of cosmopolitanism within neighborhoods, and in the surrounding cities of, Buenos 

Aires with a focus specifically on Pugliese and D’Arienzo.  This map, combined with data from 
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the 1947 Argentinian census, allowed for further analysis of the orchestras’ spread of 

cosmopolitanism. 

Though abundant academic and practitioner research on tango music and tango culture 

exists, the focus of this content has mostly been on the recorded output of the Golden Age 

orquesta típicas, and/or the cultural repercussions of the profitization of tourist-centered tango 

shows.  Literature regarding live performances of Golden Age orchestras is virtually nonexistent; 

one cannot simply disregard the societal and cosmopolitan impact of live performances within 

tango communities and the tango genre. 

 

Literature Review 

Tango Scholarship 
 In 2009, tango was “declared [the] cultural heritage of Buenos Aires in 1998 and 

intangible cultural heritage of humanity by the UNESCO” (Valiente 2014:i).  The history of 

tango has been misinterpreted for decades by the widespread misconception of tango’s origins in 

the brothels of Buenos Aires. This misconception was brought about by the “Europeans’ 

uncanny appetite for sensual and exotic forms of art during the early twentieth century when the 

dance arrived in Paris” (Viladrich 2013:35).  Though many scholars have depended on this 

perception of tango history in their publications (Collier, 1995:46), academics such as Horacio 

Ferrer, Kacey Link, and Kristin Wendland have been challenging tango’s misunderstood history 

through their research. Although scholars have collectively progressed past the sexualized 

version of tango history, many scholars still debate the actual origins of the genre.  
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In his book, The Golden Age of Tango, Ferrer recalls the criollo or creole culture1 history 

through the lens of the poetic tradition of tango.  He argues that in the late nineteenth century, 

carnivals that performed and traveled throughout South America carried with them the roots of 

tango (Ferrer 1996:31).  These carnivals would include an orchestra that helped disseminate the 

differing rhythmical treads that were popular throughout their touring locations.  However, this 

carnival based historical analysis has been challenged by the modern seminal book, Tracing 

Tanguero, coauthored by Kacey Link and Kristen Wendland (Link and Wendland 2016: 4).  

Their research presents the creation of tango as coming from the “alluvian society” of the Rio del 

Plata area.  The Argentine historian and scholar Jose Luis Romero coined this type of description 

on this community. A term borrowed from geology, an alluvian society is defined by Romero as, 

“a society created by the superimposition of different immigrates ‘sediments’ that successfully 

left their ‘particles’ behind and began to think of themselves as one community” (Romero 

1980:20).  Link and Wendland place the musical origins of tango on the dissemination of the 

milonga rhythm.  The milonga campera (country milonga), a generally slow style of milonga 

featuring a descending melodic line, and the milonga ciudadana (city milonga) which contrasted 

the milonga campera in that it was generally faster and was danced to, are recognized as the two 

most popular styles during the late 19th century (Link 2016:7). This milonga tradition evolved 

into the style of tango music that would define the genre over time (7).   

The musicological research that has been examined in tango has mainly focused on the 

origins of tango and the “canonized greats” of the Golden Age of tango. The Golden Age of 

tango was the time-period in which the overall popularity of tango in Buenos Aires was at its 

height.  Though scholars have presented different beginning dates (1930-1934), every scholar 

                                                 
1 A person of mixed ethnicities.  
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has set the end of the Golden Age of tango at 1955.  This definitive conclusion from scholars 

was brought upon by the start of Argentina’s Dirty War in 1955.  This domestic conflict reversed 

the progression and lineage of tango practitioners so severely that a generational gap can be seen 

in the genre today (Luker 2016:66). 

In her most well-known work, Antropologia del Tango: Los Protagonistas, Maria Azzi 

contextualizes the lives and accounts of tango dancers and musicians during the Golden Age of 

tango. Azzi utilizes methodologies from both musicology and ethnomusicology in her works, 

which has allowed it to remain as the foundation for most modern-day tango research.  Through 

extensive interviews from several informants from both Buenos Aires and Olavarria, Argentina, 

her works have presented the reader with a rare primary source perspective of participants from 

the Golden Age (Azzi 1991:1). Another important work by Azzi, is her co-authored article 

“Globalization and the Tango” in the 1999 The Yearbook of Traditional Music.  Chris Goertzen 

and Azzi present how the globalization of tango can be seen in the many different veins of tango 

such as dance, music, iconography, and culture (Azzi 1999:67). 

Michael Lavocah, and other tango scholars, have continued the musicological works of 

Azzi by centering their research on orchestras from the Golden Age of tango.  Lovocah’s series, 

Tango Stories and Tango Masters, centers around not only the artists of the Golden Age of tango 

but, more specifically, focuses on the recorded history of those participants (Lovocah 2014:6). 

This methodology, though informative and useful for this research, does not present the life and 

history of these musicians completely because it neglects the live performances of the musicians.   

Another author, Gabriel Valiente, provides further analysis on the history of recorded 

tangos in his publication, The Encyclopedia of Tango (Valiente 2014:i).  The title of Veliente’s 

book is a misnomer as the resource functions more as a discography that focuses on orquesta 
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típicas from the Golden Age of tango in Buenos Aires and Uruguay rather than an actual 

encyclopedia.  Valiente’s work is still relevant in the overall framework of musicological studies 

in tango because it presents the most up to date catalogue of practitioners during this time-period.   

Noting more recent research, tango scholars Morgan Luker and Jennie Gubner have 

examined the economic impact of tango in Buenos Aires during the early part of the twenty-first 

century. Their research, though focusing on the overarching concept of economic impact on 

tango, views the effect of economics from opposing angles.  Luker examines the “For-Profit” 

and government sponsored entities (Luker 2009:1) while Gubner focuses on the “Not-for-

Profit” and communal vain which consist of the many local community sponsored entities 

(Gubner 2014:1).  Together their research has presented a balanced scope on the effects of 

government funding of tango in the contrasting economic communities within Buenos Aires. 

Other research in tango has emerged within the last five years, however, this research has 

focused on the cultures and communities of tango practitioners in the United States and abroad 

(McManus 2011; Viladreth 2014).   

Theoretical Framework: Cosmopolitanism 

Though originally theorized within the “fields of political philosophy, sociology of 

globalization, and postcolonial cultural studies, cosmopolitanism has seen considerable 

contribution[s] from the fields of anthropology” and ethnomusicology in the last few decades 

(Werbner 2008:1).  Specifically, contributions to cosmopolitanism from ethnomusicology 

include discussions of, “twenty and twenty first century contexts marked by global networks of 

commerce and communications, post-colonial transformations, mass displacements, migrations, 

and diasporas” (Gooley 2013:524).  It is because of these ethnomusicological topics, the 

“weakening force of the nation-state in a globalized or globalizing world” and “the development 
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of [an] alternate, non-national identity” have “reanimated the concept of ‘world citizenship’” 

(524).  These ideas present ethnomusicologists with a variety of questions:   

Did formations and institutions submit passively to the nationalist 
ideology, or might they have remained cosmopolitan, evading 
national inflection? Might music have the capacity, perhaps an 
exceptional capacity, to shed national markers (525).  
 

At its core, “cosmopolitanism is about reaching out across cultural differences through 

dialogue, aesthetic enjoyment, and respect; of living together with difference” (Werbner 2018:2).   

This thesis aims to examine how tango orchestras contributed to the advancement of the 

philosophical idea of cosmopolitanism and the development of a cosmopolitan community 

within Buenos Aires and the surrounding cities from 1949-1953 through tango performances. 

Markers of cosmopolitanism are seen widely within Osvaldo Pugliese and D’Arienzo’s 

orchestras. These orchestras encompassed members that possessed diverse nationalities and 

belonged to disparate communities within their immediate neighborhoods.  By examining the 

contribution of these orchestra this thesis will show how the orchestras increased the spread of 

cosmopolitanism from the city of Buenos Aires to the surrounding communities through the 

shared aesthetic enjoyment of their performances.  This spreading of tango reflexes Thomas 

Turino’s understanding of cosmopolitanism which is understood as a, “local people deeply 

internalize foreign ideas and practices and make them their own; that is, foreign dispositions 

become deeply constitutive of local habitus” (Turino 2000:8).  Through the acceptance of diverse 

foreign musical ideas from a local diverse community, the community that is absorbing and 

creating tango reflexes the notions of cosmopolitanism that is defined by scholars like Thomas 

Turino, Pnina Werbner, and Dana Gooley.  
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Methodology 
Sound mapping, the documentation of actual moments in a soundscape, has been a 

growing field of study in recent years.  Scholars like Christina Zanfagna, Leonardo Cardoso, and 

web designer Max Stein have all produced major contributions to the advancement of sound 

mapping technology and its prospective uses in ethnomusicology.  Each of these scholars are 

creators and managers of sound maps in their respective area or field of study (Cardoso 2018; 

Zanfagna 2018; Stein 2018).   

Zanfagna manages the sound map for the San Francisco Bay Area.  This map is a 

continuous project that works in conjunction with the Center for Computer Research in Music 

and Acoustics at Stanford University.  The map functions as a sound catalogue for the San 

Francisco Bay area by documenting both the historical context and physical location of sonic 

events, as well as, collecting and cataloguing recorded sounds.  This digital collection allows 

Zanfagna to examine many different facets of information such as the migration of certain 

sounds and changes in sounds in a particular location over time.   

Using the sound mapping program available on Historypin.org,2 I reconstructed a 

historical interactive map of the performance history of the tango orchestras of Osvaldo Pugliese 

and Juan D’Arienzo which shows the amount and location of their performances over time, as 

documented in advertisements from the Buenos Aires newspaper, El Mundo.3  Historypin.org 

allowed me to virtually show the amount of performances at various venues across Buenos Aires 

                                                 
2 Historypin.org allows for the creation and manipulation of custom google maps.  What makes 
this program unique, when compared to other online mapping services, is the ability to add audio 
examples to the pinned locations you create on the map.  
3 The interactive performance map, “Orquesta Tipica Live Performances.” 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-58.081833/paging/1 
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and its surrounding cities from 1949-1953.  My Historypin.org map focused on the performance 

histories of Osvaldo Pugliese and D’Arienzo.   

El Mundo was concluded to be the most reliable and reputable primary source for 

collecting data on the frequency and location of live tango orchestra performances due to its 

large number of readers who subscribed to the periodical in the Buenos Aires areas at the time 

(Sivak, 2016:100); El Mundo was one of the longest-running publications in Buenos Aires.  

4 

Figure 1.1. Selection of tango advertisements in El Mundo, 1950. 

 

Figure 1.1 shows an example of advertisements in the periodical, El Mundo.  These 

advertisements provide several key pieces of information useful to cataloging such as the 

performer’s name, venue name, venue location, performance times; occasionally the 

advertisement presents attendance pricing data.   

During the Summer 2016, I traveled to Argentina and visited the archives of the 

Biblioteca de Congreso in Buenos Aires to collect photos from the periodical, El Mundo, 1949-

1953, as existing literature of data on live tango performances is virtually nonexistent.  I focused 

on any content related to music performances, musical instruments, radio time listings, and vinyl 

                                                 
4Various Advertisements, El Mundo, 13 April, 1949.  
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record sales.  This source type was important because few, if any, records of orchestral tango 

performances could be found in business legers or venue expense documents.  However, 

consistent advertisement documentation could be found within the daily periodical, El Mundo. 

This periodical not only presented printed documentation of live performances in the 

neighborhoods of Buenos Aires and its surrounding cities, but also displayed the financial and 

personal accreditation and support from the venue owners to the performing orchestras.  Because 

venue owners bought advertisements for the tango orchestra performances, one might infer that 

these venue owners were also endorsing the cosmopolitanism that was the orchestra.  

Additionally, El Mundo published orchestral performances scheduled to air on the El Mundo 1, 

the leading radio station in Buenos Aires.  The periodical’s radio schedule publication is the only 

public documentation of live-broadcasted tango performances from the time.  The collection of 

information through advertisements and radio schedules via El Mundo allowed me to 

geographically track the orchestral tango performances of Osvaldo Pugliese and Juan D’Arienzo, 

therefore also allowing me to show the spread of cosmopolitanism in the area during that time. 

To connect this catalogue of live performances created from the collection of 

advertisements in the El Mundo with information on demographic makeup, I used the 

demographic data collected by the 1947 General Census of Argentina.  This primary source 

provided numerical data needed to show the population diversity across differing demographic 

regions of the city and surrounding towns.  When combined with the data collected from the El 

Mundo, the effects of the tango orchestra’s contributions in creating a cosmopolitan community 

could be shown more clearly.  

 To narrow the scope of this thesis, I decided to focus on the orchestras of Osvaldo 

Pugliese and Juan D’Arienzo because I consider them to be the most cosmopolitan. Though both 
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men shared similarities such as their Italian heritage, diverse upbringing, and foundationally 

cosmopolitan orchestras, Pugliese and D’Arienzo were, and are, remembered and praised for 

their starkly different musical styles and political standings with the Argentinian governments; 

where Pugliese had an avante garde5 approach to tango music and publicly defied the 

government on multiple occasions, D’Arienzo took a more traditional approach to the music and 

was held in high regard by the government.  My selection of orchestras can be further 

categorized by contrasting the older, well-established orchestra of Juan D’Arienzo that focused 

on the danceability of their music, with the younger, newer orchestra of Osvaldo Pugliese, that, 

however still danceable, focused more on the musicality of his orchestra.  Simply stated, I 

thought it would be thought-provoking to investigate how these different personalities, both 

highly successful and influential orchestras of their time, both achieved and diffused 

cosmopolitanism within and around Buenos Aires between the years 1949-1953.   

  

                                                 
5 Osvaldo Pugliese’s musical style was known for its new extended techniques and styles such as 
La Yumba.  
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CHAPTER II 

 COSMOPOLITAN IN ITS ROOTS 

Etymology of Tango 
The foundation of cosmopolitanism is established upon the migration of ideas, and the 

community of those individuals who carry those ideas with them, to a co-inhabited community 

of diverse nationalities (Werbner 2008:2). Therefore, a direct connection can be made between 

the foundations of cosmopolitanism and the history of tango.  The etymology of the word tango 

describes the artistic venues of music, dance, and poetry within the genre. This multi-functioning 

usage allows for many speculations from which the word is derived.  For example, the word 

tango is present in many of the different cultural groups that contributed to the genre of tango, 

such as the African and Spanish influences. This dual presence within Spanish and African 

culture has presented challenges to many scholars on the true etymology of the word and only 

adds to the complexity of this field of study. 

Though historical Castilian Spanish uses the term tango a verb meaning, “to play an 

instrument,” no direct iteration of the word used to describe the genre of music (Bello 1985:12).  

Daniel Devoto provides a stanza from a late nineteenth century Spanish poem reading, “Tango 

vos el mi pander” (I play my tamborine)6 showing the use of the word tango in this context (13).  

The word tango was also used in the context of the tango andaluz in zarzuelas, a Spanish 

theatrical form that was brought to Argentina by touring theater troupes during the nineteenth 

century (Link 2016:9). Though the Spanish origin presents a creditable link to the word tango, 

research by scholars such as Vicenti Rossi, Simon Collier, and Carlos Vega have provided a 

                                                 
6 Arteche, Miguel. 1985. Carlos Gardel: Tango Que Me Hicieste Bien. Chile: Andres Bello. 
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stronger argument into the origins of the word by presenting historical evidence within a musical 

context from African origins instead.  

In some regional languages in the west coast of Africa, the word tango refers to the head 

of a drum (Ferrer 1998:27).  The earlier term tango was then hypothesized to have migrated into 

the African communities of Cuba during the colonial slave trade from the West coast of Africa 

and was documented to be used to describe a new dance style and rhythm (27). Though the use 

of the word tango to describe a dance and rhythm may have stayed the same, this migration of 

the word would continue through the trading routes along the Atlantic coast of South America. 

Evidence of this migration can be seen through the many different composers during the 

nineteenth century, including, both North America’s Louis Gottschalk’s piece Ojos Criollos, 

figure 2.1, 1859, and the Brazilian composer Ernesto Nazareth’s Brejeiro, 1893, who composed 

pieces that were either titled tango or showed a direct influence to the early stylistic 

characteristics of tango (Groppa 2010:14). 

7 

Figure 2.1. Excerpt of Louis Gottschalk’s Ojos Criollos 

                                                 
7 Source: Image from IMSLP website: 
http://conquest.imslp.info/files/imglnks/usimg/d/df/IMSLP378050-PMLP18719-Gottschalk_-
_37_Ojos_Criollos_-_William_Hall_-_4H_1860.pdf 
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Musical Roots of Tango 
Like the word tango, the music can be traced back to its roots in Cuban music. Mass 

migration for economic possibilities was seen in the population growth of Buenos Aires, which 

grew from roughly 180,000 in 1869 to 1.5 million in 1915 (Scobie 1974:260), as many Cubans 

relocated to Argentina, bringing their music with them.  The closest, and still present, relative is 

the Argentine milonga, which has roots from the Cuban habanera (Link 2016:7).  Milonga and 

habanera are terms that make reference to musical genres, and, moreover, to a rhythmic pattern.  

Illustrated in figure 2.2: “The habanera and milonga rhythmic pattern”, both are constituted by a 

ostinato pattern of a dotted eighth note beamed to a sixteenth note, proceeded by two beamed 

eighth-notes within a measure of a 2/4 time signature. 

 
Figure 2.2. The habanera and milonga’s rhythmic pattern. 

 

Though many slightly different versions of the milonga rhythm exist in tango history, for 

this historical summary, I will focus on the two most prominent iterations in tango, the milonga 

campera (country milonga) and the milonga ciudadana (city milonga).   

Despite being based on the same rhythmic structure, these two milongas were played and 

interpreted very differently.  The milonga campera was performed at a slower tempo and was 

often combined with a melody that descended in a minor key. This “country side” milonga was 

linked to the singsong tradition of the payada which was a sung tradition from the grasslands of 

Argentina, similar to the décima traditions from Cuba and Spain. The payada was an improvised 

singing duel that consisted of payadores alternating improvised stanzas while accompanied by 
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guitar (Link 2016:7).  In a contrast to the milonga campera, the milonga ciudadana consisted of 

a faster tempo and was designed to be danced to (8).  Over time these two styles would become 

infused in the Rio de Plata area8 in the late nineteenth century to form the style called tango 

criollo. 

Instrument Roles and Function  

The guitar, violin, bandoneon, and violin used in playing this early style of tango music 

were more inclined to be focused on their physical portability rather than their sound projection 

or overall volume.  These instruments included flute, guitar, violin, and bandoneon, which can be 

seen in figure 2.3.  The flute and violin functioned as purely melodic instruments while the guitar 

and bandoneon functioned as the accompaniment.  

9 

Figure 2.3. Vicente Greco, Typical Criollo Orchestra. 

 

                                                 
8 The area that surrounds the estuary of the Uruguay River. Major cities include Buenos Aires 
and Montevideo. 
9 Source: Image from Yatasto: http://www.yatasto.com/vicente-greco-le-decian-garrote-y-fue-
una-gloria-del-tango/ 
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The functions of these instruments within the ensemble were very different than how they 

are used today (Sierra 1985:4). During the early form of tango, the bandoneon’s function was 

that of a purely accompaniment due to its accessibility as the loudest and processing the lowest 

tessitura in the ensemble, however, today the bandoneon plays a more complete and a more 

balanced role in the modern orquesta típica with responsibilities designated to an overlap of both 

melodic and accompaniment roles. The guitar has also seen changes to its role similar to that of 

the bandoneon with both melodic and accompaniment usages overlapping through practice.  Yet 

unlike the bandoneon, the guitar has only maintained its place in tango canción, or sung tango, 

traditions and has fallen out of favor in the modern orquesta típica; it was replaced by the piano 

(Link 2016:26).  The flute has seen the most drastic transformation due to its replacement by a 

second violin during the 1910s.10  It has been only since the Tango Nuevo movement in the 

1970s that the flute has seen a reemergence in a minority of tango ensembles (Fain 2010:9).  The 

violin has seen the least change over time with its role staying constant throughout its tenure in 

tango’s historical practice and development (Link 2016:25). 

 Many of the previous developments did not happen over the course of a few years but 

instead took place during the first decade of the twentieth century.  Individuals can be associated 

to these developments. The replacement of the guitar and flute can be attributed to the aesthetic 

choices and recordings of Roberto Firpo11 12 During his recordings in the 1910s, Firpo added 

                                                 
10 Binda, Enrique. “Pre-Decarean Orchestra Innovators” Reflections about the Origins of Tango 
– Todotango.com. Accessed February 20, 2018. 
http://www.todotango.com/english/history/chronicle/250/Pre-Decarean-Orchestra-Innovators/ 
11 Roberto Firpo (1884-1969), pianist, composer, and orchestra leader during the Guardia Vieja 
(1895-1925) time period in tango. 
12 Binda, Enrique. “Pre-Decarean Orchestra Innovators” Reflections about the Origins of Tango 
– Todotango.com. Accessed February 20, 2018. 
http://www.todotango.com/english/history/chronicle/250/Pre-Decarean-Orchestra-Innovators/ 
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both the second violin and piano to his orchestra. These changes began the modulation of the 

small tango ensemble to become the early orquesta típica. These orchestras would begin 

performing in carnival balls since they now processed instruments that could project over a 

larger group of people.13  These developments of the orchestra formation would also allow for a 

more prominent and clearer sound quality in the late wax and early vinyl recordings. Figure 2.4 

shows these implementations being used by Roberto Firpo during a recording session for the 

record company Odeon in the 1910s.     

14 

Figure 2.4. 1910, Odeon recording studio in Buenos Aires. 

 

Firpo’s instrumentation changes would eventually become standard throughout the genre and, 

with the size of the dance halls expanding, so did the orchestras.  This expansion would 

eventually result in the formation of the modern orquesta típica that became the standard 

                                                 
13 Binda, Enrique. “Pre-Decarean Orchestra Innovators” Reflections about the Origins of Tango 
– Todotango.com. Accessed February 20, 2018. 
http://www.todotango.com/english/history/chronicle/250/Pre-Decarean-Orchestra-Innovators/ 
14 Source: Image from Todotango.com: 
http://www.todotango.com/english/artists/info/9/Roberto-Firpo 
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ensemble formation during the Golden Age of tango, such the orquesta típica of Francisco 

Canaro, seen below in Figure 2.5.15 

Changes in Sound 

 Though the standardization of the increase in instrument quantity of the orquesta típica 

had become much more established, the sound and function of the instrumental sections had still 

not been fully solidified. This segment of a transcription of the piece “Ella es Asi” by Edgardo 

Donato in 1938 (Figure 2.6) shows a representation of the function and arranging of the orquesta 

típica during the early age of the tango orchestra (Valiente 2014:327).  A typical  

 
Figure 2.5. Orquesta Típica Sinfónica Francisco Canaro 

 

orchestra would have a minimum of two bandoneons split between two parts.  These parts would 

usually be in unison, and in the case of the transcription in figure 2.6, in a counter melody line.  

                                                 
15 Clausi, Gabriel. “Biography of Francisco De Caro by Gabriel Clausi.” Reflections about the 
Origins of Tango – Todotango.com. Accessed March 10, 2018. 
http://www.todotango.com/english/artists/biography/770/Francisco-De-Caro/ 
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However, the harmonization of the melody would not be interpreted as simply a counter melody, 

but instead would be understood as the harmonized melody within the whole section, much like a 

jazz big band horn section would treat a harmonized section melody (Peralta 2016).  This 

orchestration would not necessarily focus on the individual parts, but rather an overarching 

intention, resulting in a section with a full, homogenous sound. In “Ella es Asi,” this stands true 

for the violin section.  Finally, the piano and bass become a rhythmic unit and foundational pulse 

to the piece, a technique that would come to be labeled as the “comping” section.  Generally, the 

bass would follow the rhythmic and melodic notation of the piano, adding the occasional 

deviation during a piano fill, or melodic connection between contrasting phrases or sections, as 

demonstrated in mm4 and mm5 in the transcription. 
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Figure 2.6. Transcription of “Ella es Asi” by Edgardo Donato in 1938. 
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 This segment of a transcription of the piece “Ella es Asi” demonstrates violin 1 and 

bandoneon 1 as the melody, violin 2 and bandoneon 2 as the counter melody, and piano and bass 

as the rhythmic accompaniment as (Figure 2.6) shows.  

 In comparison, the transcription of Angel D’Agostino’s “Mentira” from 1945 as (Figure 

2.7) demonstrates the continuation of the established instrument function with a slightly 

expanded voicing.  During the middle of the Golden Age, composers began to move past a single 

melodic line and a single counter melody to begin to explore three and four voice harmonies.  As 

seen “Mentira,” the violin section demonstrates this three-part harmony, comprised of the 

melody (Violin I), first harmony (Violin II), and second harmony (Violin III).  This orchestration 

would result in an extremely strong and full string sound, as multiple players would typically 

play each of the three violin parts.   

 The bass also began to develop independence from the piano. Unlike the doubling of the 

bass and piano in “Ella Es Asi,” “Mentira’s” bass line was much more independent with its own 

octave and musical line, as seen in mm2 and mm3.  Though the bass and piano share the same 

rhythmic structure, the bass deviates from the melodic line of the piano to fill out the chordal 

structure.   

 In addition to the pianist’s focus of comping, like in “Ella Es Asi”, “Mentira’s” piano 

line takes the responsibility of creating embellished soloistic connection material between 

phrases.  Measure four shows the piano connecting the phrases through fraseo embellishment.  

Fraseo is, “a rhythmic technique… that treats the melody in a flexible, elastic, and loose 

rhythmic manner relative to the beat, like the ‘swing’ in jazz” (Link 2016:32). The rhythmic 

notation used in the transcription is not precisely what would be performed but is the standard 

notation for a section in which fraseo is suggested.  
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Figure 2.7. Transcription of “Mentira” by Angel D’Agostino in 1945.   
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 In contrast to “Ella Es Asi,” the role of the bandoneons expand from an exclusively 

melodic line to a multifunctioning section.  Though the piano can usually be held responsible for 

the embellishment of connecting material, the bandoneons in “Mentira” acquire this role as 

well, as seen in measure eight.  With the use of sixteenth notes, the bandoneons assume the role 

of connector to accelerate the music rhythmically.  This rhythmic acceleration, used in many 

tangos as connection material or in variaciones, are generally the only moments in which 

sixteenth notes are present.  Kasey Link describes variaciones as, “the variations reiterate the 

main melody within the original phrase and harmonic framework, but embellished with running 

passagework, like sixteenth notes in 4/4” (Link 2016:3).  This rhythmic drive would generally 

indicate a style, character, or form change to both dancer and musician.  

Cosmopolitan Contributions Within Tango 

 Though many nationalities have contributed to the sounds and style of tango, then 

influences of Spanish, Italian, French, and African immigrants are noted for being some of the 

most influential.  The Italian influence could not be easily avoided, as Argentina was the second 

highest nation in the world receiving Italian immigrants between 1876-1900, after the United 

States. This immigrant influx resulted in a high immigrant population percentage in 1909 Buenos 

Aires as, “29.3% Italian, 17.1% Argentine, 0.4% Spanish, 0.4% French, 0.4% American, 0.1% 

Russian, and 41.5% Other” (Azzi 1996:438).  The high percentage of Italian immigrants resulted 

in the creation of slang used in Buenos Aires called el lunfardo.  Though this style of slang is not 

heavily used today Argentina, lunfardo is present in the lyrics of many of the most popular tango 

songs during the Golden Age of tango (Lara 1961:13).  In addition, Italians began to incorporate 

into the Argentinian communities though bandas musicles, or musical bands.  Many Italian mid-
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pampas16 towns founded community bandas musicles that performed early tangos, a few 

eventually becoming the first bands to record tango on wax cylinders produced in Argentina for 

listeners (Azzi 1996:440).  The pedagogy of tango instrumental technique can also be traced to 

these same Italian banda musicians.  Banda conductors were noted to be some of the first 

teachers and composers of tango music in Argentina, as seen in the career of the legendary Tano 

Genaro, born Genaro Esposito.  Genaro was born and raised in La Boca, a neighborhood home to 

the majority of the working class in Buenos Aires, by Italian immigrant parents.  Genaro not only 

taught and directed a trio that performed in the Café del Sur (ca. 1898), but has been credited to 

have the first tango recording with bandoneon (Collier 1995:61).  It was through his tutelage that 

many Italian musicians would also take on the role of transcriber for their own tango ensembles.  

Though a majority of musicians played by ear, a transcriber’s skills allowed many of the 

ensembles to make a profit through published transcriptions of their pieces.  In turn, the 

purchasing of transcribed sheet music contributed to the rise of tango popularity, especially in 

the upper-class society (Azzi 1996:447).  

 French immigrants also influenced the history and style of tango. Due to the high travel 

exchange between Buenos Aires and France, the popularity of the tango dance began to boom in 

Paris in the 1910s.  Paris, perceived as the cultural capital of the world, brought international 

attention to tango.  With the rise of its popularity, the travel of tango musicians and dancers 

between Buenos Aires and Paris increased and, as a result, new songs and pieces from Paris were 

added to the standard Golden Age repertoire, such as the piece “Comme Il Faut.”  Tango 

                                                 
16 The Pampas are vast plains located in central Argentina.  
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became the first Argentinian international sensation through its music and dance (Boned 2018)17.  

In addition, famous musicians of French descent listened to tango like Carlos Gardel and 

Eduardo Arolas.  These men were arguably two of the most famous and influential tango 

composers and performers of all time.  Many scholars have argued that Gardel, through tango 

canción, and Arolas, through his instrumental works, created the foundation from which the 

modern tango was built upon.18 

 Though the African population in Argentina drastically dropped from 34% in 1810 to a 

shocking 2% in 1887 (Thompson 2005:7), the African influence in tango cannot be overlooked 

as the African influence can be connected to the musical side of the genre and the dance itself 

(Molas 2001:3).  Musically, an African influence can be traced back to the African sailors who 

brought Cuban rhythms, such as the habanera and milonga, to Montevideo, the capital of 

Uruguay, which eventually migrated across the Rios del Plata to its sister city, Buenos Aires.  

These Cuban-insipired rhythms could be heard in many of the performing marching bands in 

Montevideo, like Pobres Negors Cubanos, 189819 and Esclavos de La Habana, 190820 

(Chirimini 1992:7).   

 Before its transformation in Paris, tango dance can be traced from the African population 

from both Montevideo and Buenos Aires.  In both cities where African social clubs were present, 

Candombe-style dance, “an Afro-Argentine/ Afro-Uruguayan dance that dates back to the 

                                                 
17 Boned, Victor. “French in Tango” 
http://www.todotango.com/english/history/chronicle/469/French-in-tango:-Introduction/. 
Accessed March 10, 2018 
18 Blaya, Ricardo. “Reflections About the Origins of Tango.” Reflections about the Origins of 
Tango – Todotango.com. Accessed February 20, 2018. 
http://www.todotango.com/english/history/chronicle/103/Reflections-about-the-origins-of-tango/ 
19 trans. Poor Black Cubans 
20 trans. Slaves from Havana 
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colonial era” and “noteworthy precursor to tango dance” was predominantly performed at these 

venues (Link 2016:8).  With the influence of its surroundings, the Candombe-style dance 

transformed into the quick paced and rhythmically driven milonga ciudadana, or city milonga 

(8).  Paralleling the milonga ciudadana metamorphosis, the payadora tradition of an improvised 

singing duel also began to emerge within the same geographic regions as a slower paced and 

melodic-driven milonga campera, or country milonga (7).  As both milonga ciudadana and 

milonga campera grew in popularity, the participants in the milonga ciudadana began to 

perform, as both dancer and singer, in the payadoras.  This resulted in some of the first and most 

famous African dueling composers (payadores) like Gabino Ezeiza, who wrote more than five 

hundred songs (Thompson 2005:9).  In turn, these performers also influenced the payadora 

performances; this mix of influences melded together to influence the style and sound of the 

early tangos of the twentieth century.   
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CHAPTER III 

THE COSMOPOLITAN ORCHESTRA OF OSVALDO PUGLIESE 

Cosmopolitan from Birth 

 Cosmopolitanism, “is about reaching out across cultural differences through dialogue, 

aesthetic enjoyment, and respect; of living together with difference” (Werbner 2008:2).  Though 

commonly examined within a larger scope, cosmopolitanism can manifest within individuals, 

such as in the life and musical career of Osvaldo Pugliese.  In this chapter, I will examine 

Pugliese’s early life, career, and how the culmination of cosmopolitan members of his orchestra 

acted as a vehicle for cosmopolitanism throughout Buenos Aires via their live performances. 

 Pugliese was born in San Bernardo (or what is known today as the neighborhood Villa 

Crespo) to Italian immigrants, Don Adolfo Pugliese and Aurelia Terragno (Figure 3.1).  Though 

this area was geographically further from the ports of the city, Villa Crespo was known as the 

Jewish community of Buenos Aires, as it held the highest number of immigrant settlers from 

Poland, Russia, and other Slavic countries. (Feierstien 2006:157).  According to the 1914 

Argentine census taken during Pugliese’s childhood, the immigrant population of District 15, 

which was the home district of Villa Crespo, documented a population of 80,169 immigrants 

which made up 22.8% of the total population of the district (Instituto Nacional de Estadistica y 

Censos Argentina 1998).  This mixing of cultural groups created a thriving economy and a 

community that, after Spanish, spoke Yiddish for many typical daily conversations (157).   

The building of a cosmopolitan society in Villa Crespo did not stop at its diversity of 

individuals but also presented itself in the diversity of teachers in his education that were 

available to the young Pugliese.  Under the tutelage of his father, also a trained musician, 

Pugliese began his studies on piano at the Conservatorio Odeon which was in the economic 
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center of Villa Crespo, Ave. Corrientes.  This conservatory functioned as an educational branch 

for Odeon, a recording 

21 

Figure 3.1. View of the neighborhood of Villa Crespo 

 

company based out of Germany, which began its corporative branching in Argentina around 

1904.22 This conservatory was staffed with faculty members from Russia, such as Isaac 

Tenensoff, and from Italy, such as Pedro Rubione and Vicente Scaramuzza (Link 2016:177).  

This diverse faculty from the conservatory based out of Berlin, Germany further articulates the 

cosmopolitan upbringing that Pugliese was immersed within.  

                                                 
21Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
22 Vernon, Paul, “Odeon Records: The ‘Ethnic’ Output.” Mustrad.org, 1997. Accessed March 12, 
2018. http://www.mustrad.org.uk/articles/odeon.htm 
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 Ethnic and gender diversity was also present at the start of Pugliese’s career as a 

professional musician. The Sextet of Bernardo, one of the first groups Pugliese belonged to in 

1921, was ran by one of the first documented female bandoneon players, Paquita Bernardo (177).  

Pugliese’s short career under Bernardo shows his acceptance of both diversity within ethnicity, 

and more uniquely his acceptance of gender diversity. This group would eventually disband, 

leading him to his next quartet directed by the bandoneon player Enrique Pollet.  Pollet was the 

son of French immigrants which perpetuated his nickname in tango, El Francesito, or Little 

French Guy.  This mixing of cultures would continue on in his own orchestra that was created in 

1939, in which Pugliese began recording with the German-based record company Odeon.   

 During this time, Pugliese also began his first notions of political activism by joining the 

Partido Comunista Argentina, or The Communist Party of Argentina.   This action was inspired 

by the revolt of Francisco Franco against the Republic of Spain, marking the start of the Spanish 

Civil War. (Lozza, Osvaldo Pugliese al Colon, 1985:59).  This political ideology gives further 

notion of cosmopolitanism because this activism manifested itself in the creation of Pugliese’s 

organization of Buenos Aires’s first musician and artist union in 1936, Sociedad de Musicos y 

Artistas (Link 2016:179).  The creation of this union shows Pugliese’s acceptance of foreign 

ideologies.  This union links Pugliese and the musicians that worked within the union to the 

cosmopolitan ideals of Russian born philosopher Karl Marx through the upbringing and efforts 

of Pugliese.   

This philosophy of communist thought would not only result in the creation of a union 

but also the daily management of his orchestra.  The management of his orchestra functioned like 

a cooperative, members of Pugliese’s orchestra were compensated according to a systematical 
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rating system that was organized around each member’s contribution (Del Priore, Osvaldo 

Pugliese, 1985:47).   

 

Cosmopolitan Orchestra: 1949-1954 
The scope of this study of cosmopolitanism within Pugliese’s orchestra began with his 

1949-1950 orchestra.  This orchestra consisted of the following musicians: Osvaldo Ruggiero 

(bandoneon), Jorge Caldara (bandoneon), Esteban Gilardi Bandoneon), Oscar Castagniaro, 

Osvaldo Pugliese (piano), Enrique Camerano (violin), Oscar Herrero (violin), Emilo Balcarce 

(violin), Julio Carrasco (violin), Aniceto Rossi (contrabajo), Alberto Moran (singer), and Jorge 

Vidal (singer).   

By showing the ethnographical, socioeconomical, and demographical differences of the 

neighborhoods from which the orchestra members live and worked within, one can start to 

construct a framework that demonstrates the acceptance and cosmopolitan nature of the 

orchestra. Osvaldo Pugliese epitomizes the cosmopolitan spirit of Buenos Aires during his adult 

life from 1949-1953. Gathering physical housing data from a Brazilian Travel visa, seen in figure 

3.2 (Rio de Janeiro, Brazil, Immigration Cards, 1900-1965) I am able to identify the 

neighborhood in which he lived and worked.  



 
Texas Tech University, Charles Olivier, August 2018 

29 

23 

Figure 3.2. Scan of Osvaldo Pugliese’s Brazilian Travel Visa. 

 

Pugliese lived on Acevedo 220 in Villa Crespo (Figure 3.3).  According to the 1947 

National census of Argentina, Villa Crespo had the highest immigrant population out of all the 

districts within Buenos Aires.  District 15, officially named San Bernardo but called Villa Crespo 

locally, had over 142,307 documented immigrants compared to the total population of 350,475.  

This immigrant population during 1947 made up 40.6% of the total population of the 

neighborhood. (Instituto Nacional de Estadistica y Censos Argentina 1998). The high immigrant 

population created an environment of cosmopolitanism in which Pugliese would bring to his 

orchestra.   

                                                 
23 Source: Ancestry.com. Rio de Janeiro, Brazil, Immigration Cards, 1900-1965 [database on-
line]. Lehi, UT, USA: Ancestry.com Operations, Inc., 2016. Accessed December 20, 2017.  
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Figure 3.3. Pugliese’s Home Address. 

 

 Another member from Pugliese’s orchestra who resided in District 15 was bandoneonista 

Jorge Caldara.25  Caldara, like Pugliese, was born to first generation Italian immigrants. 

However, Caldara was from the same district he was not considered to be from Villa Crespo but 

instead the neighboring community of La Paternal at 2219 Paramaribo Street26 (Figure 3.4).  

Though this was considered a separate neighborhood, the presence of Eastern European 

immigrants was still highly present in the community.  An example of this can be seen in the 

local, Asociación Cultural y Deportiva Sholem Aleijem built in 1923 (Figure 3.5).  Because 

                                                 
24 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
25 Palacio, Jorge. “Biography of Jorge Caldara by Jorge Palacio.” Reflections about the Origins 
of Tango – Todotango.com. Accessed February 15, 2018. 
http://www.todotango.com/english/artists/biography/10/Jorge-Caldara/ 
26 Paramaribo Street is now labeled as Fragata Presidente Sarmiento.  
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Caldara’s residence and the location of the Asociación Cultural y Deportiva Sholem Aleijem 

were located on the same block, one can infer that this organization and its cultural influence was 

prevalent, and possibly influential, in Caldara’s adult life.  

27 

Figure 3.4. Jorge Caldara’s Home Address in 1949. 

 

Though physical addresses were unavailable for the remainder of Pugliese’s bandoneon 

section, a biography by Abel Palermo did allude that the bandoneon player, Oscar Castagniaro, 

hailed from the neighborhood called San Telmo, named after Saint Pedro Gonzáles Telmo, the 

                                                 
27 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
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28 

Figure 3.5. Location of Asociación Cultural y Deportiva Sholem Aleijem. 

 

patron saint of sailors.  San Telmo, Figure 3.6, has one of the most extensive histories of Buenos 

Aires as it was one of the first established neighborhoods of the city (Romero 2002:4).  San 

Telmo was once home to many of the wealthiest families in Buenos Aires, however, the Yellow 

Fever epidemic of 1871 resulted in many of the families moving away from the heavily 

populated areas of Buenos Aires and into the surrounding suburbs.  This resulted in multiple low 

socioeconomic immigrant families renting rooms within large houses. Though the immigrant 

population was lower this neighborhood still contained an immigrant population of 24,203 

individuals.  Many of the families that lived in the neighborhood post epidemic were sons and 

daughters of first generation Spanish/Italian immigrants and were therefore considered 

                                                 
28 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
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Argentinian; this resulted in a lower percentage of immigrants than most neighborhoods at 

35.1% (Instituto Nacional de Estadistica y Censos Argentina 1998). 

29 

Figure 3.6. Neighborhood of San Telmo 

 

 Pugliese’s acceptance of Spanish and Italian heritage within his violin section displays 

the early signs of his orchestra’s cosmopolitan nature.  Enrique Camerano, first violinist and one 

of Pugliese’s most trusted and influential partners, was with the orchestra for over nineteen years 

and was credited with helping to create the unique style of the yumba.30 31  Camerano was a first-

generation immigrant from Italy and was known for his gypsy life style.  This behavior and 

unique ideology lead to his nickname of El Gitano, meaning gypsy, which was given to him 

                                                 
29 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
30 The Yumba is and extended technique performed on various instruments that creates and 
anticipatory drag that leads to the strong beat (Link 2016, 120). 
31 Volpe, Hernan. “Biography of Enrique Camerano by Hernan Volpe.” Reflections about the 
Origins of Tango – Todotango.com. Accessed March 7, 2018. 
http://www.todotango.com/english/artists/biography/1606/Enrique-Camerano/ 
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during his tenure with Pugliese’s orchestra.32  The acceptance of being a first generation 

immigrate and possessing and alternative ideology within Pugliese’s orchestra exposes another 

example of the building blocks of cosmopolitanism.  

 A different neighborhood of Buenos Aires is represented by Oscar Herrero, who was of 

Spanish descent.  Herrero lived in Palermo, figure 3.7, which, according to the 1947 census, had 

an immigrant population of 63,334, or 30% of the total population of District 18 and 19 (Instituto 

Nacional de Estadistica y Censos Argentina 1998). Palermo’s demographics were different than 

in most of the city in that this neighborhood contained a specifically high number of Spanish and 

German immigrants, therefore both German-based schools and hospitals were seen in this area 

(Bryce 2018:53).  

33 

Figure 3.7. Neighborhood of Palermo 

                                                 
32 Volpe, Hernan. “Biography of Enrique Camerano by Hernan Volpe.” Reflections about the 
Origins of Tango – Todotango.com. Accessed March 7, 2018. 
http://www.todotango.com/english/artists/biography/1606/Enrique-Camerano/ 
33Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
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 Buenos Aires’ cosmopolitan community can be argued against due to common 

misunderstanding of historical ethnic isolation like that documented in early New York City in 

the contained clusters of specific ethnic groups such as China Town and Little Italy.  However, 

based from the research of Benjamin Bryce,  

Compared to U.S. cities in the same period, there was far less ethnic clustering in 
specific areas of Buenos Aires. The neighborhood of La Boca attracted Italian 
immigrants, Belgrano Germans, and Once Jews, but Italians, Germans, and Jews 
as well as any other group of immigrants could be found in neighborhoods across 
the city. Buenos Aires did not have a Little Italy nor a Little Germany in the same 
way that New York did (Bryce, 2018:161). 
 

Byrce’s observation further justifies the building of a cosmopolitan society by showing the 

mixing of ethnic groups through communal living situations.   

 Another member of Pugliese’s orchestra was the violinist Emilio Balcare, also of Spanish 

descent, who resided in Caballito, Figure 3.8.  Caballito, once the destination for many high 

socioeconomic households that relocated from San Telmo during the 1871 Yellow Fever 

epidemic, used to be located geographically the outskirts of Buenos Aires.  Caballito 

encompassed both District 6 and 7 in the 1947 census and contained roughly 57,277 documented 

immigrants, or 36.4% of the total population (Instituto Nacional de Estadistica y Censos 

Argentina 1998).  The demographics in Cabillito had specific ethnic groups represented through 

various social clubs and organizations.  Caballito was home to both an Italian and a Portuguese 

social club which held activities and social functions, such as dances, within the community in 

addition to the English district containing British immigrants who built British-style housing. 

Within the neighborhood of Caballito was the Virgen de Caacupé, a Catholic church directed 

and organized by a group of Irish nuns that immigrated to Buenos Aires in 1906. The Irish nuns 

were a unique ethnic group in that they had not been represented widely in the other 

neighborhoods and immigrated to Buenos Aires solely to spread their Catholic faith. During the 
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time in which Emilio Balcare would have been living in Caballito, the Virgen de Caacupé church 

was being expropriated into the Catholic Dioces of Buenos Aires for citizens of the community 

to attend public masses.  This would have encouraged and allowed more interaction with the 

Catholic Irish nuns that were still residing on the property and the surrounding community.   

34 

Figure 3.8. Neighborhood of Caballito 

 

 Bassist Aniceto Rossi was one of the founding members of Pugliese’s orchestra and 

performed with Pugliese for the majority of his career, thus heavily influencing the sound of the 

orchestra (Vliente 2014:598).  Rossi, like many of his orchestral colleagues, came from a first-

generation Italian family.  However, Rossi’s childhood and adult residence was in the out-lying 

community of Sarandi (Figure 3.9).  Sarandi was once a part of the city Avellaneda according to 

the 1947 census (Instituto Nacional de Estadistica y Censos Argentina 1998).  Avellaneda was 

                                                 
34 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
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one of the largest cities in Argentina after Buenos Aires due to its massive sea ports that brought 

in thriving economic activity.  Avellaneda also had a significant population of immigrants at 

38.2% of the total population according to the 1947 census (1998).  Avellaneda contained an 

extremely high population of East European Slovenes from Prekmurje and, because this 

immigrant population was so high, the city was able to form the Slovenska Krajina Society, 

established in 1940, in Avellaneda. Similar to many of the organizations throughout Buenos 

Aires, this social organization hosted and organized cultural festivals and sporting events 

throughout the year. (Banko 2003:156).  

The ethnic makeup of the majority of Pugliese’s orchestra was mainly of European 

heritage, with the exception of Julio Carrasco who was an immigrant from the neighboring  

35 

Figure 3.9. City of Sarandi 

                                                 
35 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
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country of Uruguay.  Though the origin of tango commonly misinterpreted as solely being born 

in Buenos Aires, it is less known that Uruguay played an almost equal role in developing the 

foundation of the genre (Link 2018: 8).  As the genre evolved and sub-styles began to emerge the 

Uruguayan tango began to display some differences from the tango in Buenos Aires; with a 

higher population of citizens with African descent, the Uruguayan tango adopted characteristics 

influenced from the African diaspora within Uruguay (9).   

 The cosmopolitan ideology of acceptance of differing nationalities was further enhanced 

within Pugliese’s orchestra by the creation of his singers’ stage names.  Within tango, many 

singers presented themselves as having a more diverse, or European, origin than their true 

genealogy, as seen in the tenor Alberto Morán, born Remo Andrea Domencico Recagno.36  

Morán was an Italian immigrant who spent the majority of his career singing in Pugliese’s 

orchestra.  Though Morán migrated to Argentina at age four and had spent a significant portion 

of his life in the country, the stage name presented to his listeners indicated a different 

nationality than his birth name.  This demonstrates the fluidity and acceptance of perceived 

nationality within the tango community.   

 In 1953, Pugliese added another singer named Juan Carlos Cobos to his ever-growing 

cosmopolitan tango orchestra. Cobos, like Morán, did not go by his birth name Lorenzo Joaquín 

Pires, but instead adopted a pseudonym presenting a very different lineage to his audience 

(Figure 3.10).  Though Cobos’s stage name derived from the more local, Latin American origins 

his birth name was originally of French influence.  Specifically, Cobos’s birth name can be 

                                                 
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
36 Pinson, Nestor. “Biography of Alberto Moran by Nestor Pinson.” Reflections about the 
Origins of Tango – Todotango.com. Accessed February 26, 2018 
http://www.todotango.com/english/artists/biography/160/Alberto-Moran/ 
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traced to French immigrants who came to Brazil.  Based on his Brazilian travel visas (Figure 

3.10), Cobos lived on Rua 55 No. 318 Eva Peron, located in the neighborhood of La Boca.  La 

Boca, one of the oldest neighborhoods in Buenos Aires, was historically populated by Italian 

immigrants from Genoese, some of the first immigrants to Buenos Aires; at its peak, Italian 

immigrants from Genoese represented almost half of La Boca’s population.  

37 

Figure 3.10. Brazilian Travel Visa, Juan Carlos Cobos. 

 

Cobos’s lifestyle and stage name demonstrated that his perceived nationality was fluid with the 

tango populous, and Cobos’s family migration and multi-layering of identities- from French 

origins, then to a Brazilian heritage, and finally settling in Argentina- solidified Cobos as one of 

the most cosmopolitan additions to Pugliese’s orchestra.  

                                                 
37 Source: Ancestry.com. Rio de Janeiro, Brazil, Immigration Cards, 1900-1965 [database on-
line]. Lehi, UT, USA: Ancestry.com Operations, Inc., 2016. Accessed December 20, 2017. 
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 In 1954, Pugliese added yet another singer named Carlos Pellegrini, more commonly 

known as his pseudonym, Jorge Maciel.  Marciel’s stage name was common in Argentina, yet 

the name was originally from Portugal.  Like other members of Pugliese’s orchestra, Maciel’s 

birth name was from Italy.  What does make Marciel unique is his neighborhood in which he 

grew up in and lived during his adult life, La Boca.  Though the history and demographics of La 

Boca were centered around Italian immigrant populations during the turn of the twentieth 

century, La Boca during the time of Marciel’s childhood and later adult life had morphed into a 

neighborhood that attracted the newest wave of tenants, native rural Argentines, looking for 

work in Buenos Aires.  These migrants were called “Cabecitas Negras”, by the Euro-Argentine 

middle-class (Guano 2003:357).   

 The final addition to Pugliese orchestra in 1964 was the Brazilian singer Miguel 

Monteros from the neighborhood Colegiales (Figure 3.11). Though many of his tango colleagues  

38 

Figure 3.11. Brazilian Travel Visa, Miguel Angel Monteros 

                                                 
38 Source: Ancestry.com. Rio de Janeiro, Brazil, Immigration Cards, 1900-1965 [database on-
line]. Lehi, UT, USA: Ancestry.com Operations, Inc., 2016. Accessed December 20, 2017. 
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developed a stage name, Monteros, according to scholar Alberto Principe, performed under his 

birth name to honor his father who had passed away at the start of his career.39  

Monteros resided at Delgado 1445 Colegiales (Figure 3.12), which was the neighborhood 

of a well-known public college, El Colegio Nacional de Buenos Aires, that heavily influenced 

the neighborhood through the students and professors that were in residence there. During the 

1940s-1950s, the college attracted many diverse student populations including students from 

Argentina, Spain, Italy, France, and Russia. Montero, like the majority of students who attended 

the university, was of Spanish heritage but was born Argentinian.   

40 

Figure 3.12. Residence of Miguel Monteros on June 2nd, 1950 

                                                 
39 Alberto, Principe. “Biography of Miguel Montero by Principe Alberto.” Reflections about the 
Origins of Tango – Todotango.com. Accessed February 10, 2018. 
http://www.todotango.com/english/artists/biography/696/Miguel-Montero/ 
40 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
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Spreading Cosmopolitanism: 1949 

 Osvaldo Pugliese’s orchestra was comprised of individuals with unique heritages and 

geographical influences, creating a sense of acceptance, which fueled the ideology of a 

cosmopolitan orchestra.  However, the combination of these individual practitioners performing 

tango also acted as a vehicle to spread cosmopolitanism within the tango community of Buenos 

Aires by live and broadcasted performances. The cosmopolitan makeup of the orchestra and its 

expansive performances at a variety of venues throughout Argentina, including Buenos Aires 

itself, further the argument of Pugliese’s tango orchestra acting as a vehicle for cosmopolitanism.   

The advertisement space, seen quite often within the periodical El Mundo, gave 

credibility to orchestras within the communities and cities from which they would be performing.  

In addition, the venue owners’ financial decision to fund and host orchestras altogether may also 

demonstrate validity to the genre and Pugliese’s diverse cosmopolitan orchestra.     

41 

Figure 3.13. Advertisement of Pugliese’s orchestra for Sporting Social Club 

 

 With one hundred and fifty-one available advertised performances within in the 

newspaper El Mundo in 1949 alone, one can trace Pugliese’s orchestra performances to many 

cities including Buenos Aires, Avellaneda, Cuidadela, and Temperley (Figure 3.14).  These cities 

                                                 
41Sporting Social Club, El Mundo, p. 5, 19 March, 1949. 
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comprised variety of individuals of diverse ethnic and cultural backgrounds. The city of 

Cuidadela, according to the 1947 census, contained an immigrant population of 22.8% and 

would have been mostly an Argentine population during the time of Pugliese’s 1949 

performances, though historically the city was populated by Italian immigrants. Temperley 

boasted a higher percentage of immigrants at 32.6% however, Temperley contained a notable 

number of Italian and Polish middle-class residents; many industries in the area allowed for 

upward financial mobility.  

Within the Autonomous City of Buenos Aires, Pugliese’s orchestra played in the 

following neighborhoods: Núñez, Belgrano, Colegiales, Palermo, Villa Urquiza, Villa del 

Parque, Villa Crespo, San Telmo, La Boca, Barracas, and Caballito. Within District 15, Pugliese 

performed in the neighborhoods of Villa del Parque and his home neighborhood of Villa Crespo 

which contained one of the highest immigrant population at 40.6%.  The District 16 

neighborhoods of Núñez, Belgrano, and Villa Urquiza had an immigrant community percentage 

of 35.2%, according to the 1947 census (Instituto Nacional de Estadistica y Censos Argentina, 

1998).  While Colegiales in District 17 neighborhood listed in the 1947 Census with an overall 

immigrant percentage of 32.2%. San Telmo in district 12 contained an immigrant population of 

35.1%, and it’s adjoined neighbor the neighborhood of La Boca contained an immigrant 

population of 35.6%.  Finally, the last neighborhood in which Pugliese performed this year was 

Barracas which, in district 3, contained an immigrant population of 35.7% (Instituto Nacional de 

Estadistica y Censos Argentina, 1998).  All of these differing neighborhoods with differing 

ethnic communities were participating in the spread of cosmopolitanism by hiring and inviting 

the cosmopolitan orchestra of Osvaldo Pugliese into their communities.  
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42 

Figure 3.14. Pugliese performances in1949 from advertisements in El Mundo. 

 

Notably, Pugliese’s orchestra also performed at the El Mundo radio station, located on 555 

Maipu (Figure 3.15).  According to the published newspaper, El Mundo, Pugliese’s orchestra 

performed a live, in-studio broadcast, unless otherwise noted within the advertisement, forty-one 

times in the El Mundo radio station in 1949 (Figure 3.16).  The El Mundo radio station was 

known throughout Buenos Aires and the surrounding communities not only because of its 

broadcasting range, but its sponsorship by the government of Argentina.  This median of 

                                                 
42 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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performance allowed Pugliese’s Cosmopolitan orchestra to present themselves to listeners 

throughout the broadcasting area without physically being present within the community.   

43 

Figure 3.15. Pugliese performances in 1949 focused in Buenos Aires neighborhoods. 

 

Spreading Cosmopolitanism: 1950 

 Pugliese’s 1950 orchestral performances within the Autonomous City of Buenos Aires 

can be seen in figure 3.17, yet the geographical range of their performances had expanded even 

further from the Buenos Aires area to the southern cities of Berazategui, Quilmes, and to the 

northern city of Boulogne. During this time Berazategui and Quilmes were combined together in 

the 1947 census and had a collective total of 33.5% of its population being immigrants.  This 

                                                 
43 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 



 
Texas Tech University, Charles Olivier, August 2018 

46 

trend of a lower immigrant population and the community containing a population of Argentine 

families would continue in Boulogne, however in Boulogne it was even lower at 27.8%.   

44 

Figure 3.16. Pugliese’s orchestra as advertised on the El Mundo radio schedule. 

 

Though the demographics of these surrounding cities varied dramatically from the cosmopolitan 

neighborhoods on Buenos Aires, the lower population of immigrant representation promotes the 

argument of Pugliese’s orchestra acting as a cosmopolitanism ambassador between the 

cosmopolitan orchestra and the invested community, by bridging the gap of diversity from highly 

populated immigrant neighborhoods to the lower immigrant population cities.  

Within Buenos Aires, Pugliese’s orchestra continued to spread to neighborhoods that 

were not advertised in the previous year (Figure 3.18).  The additional neighborhoods that were 

performed in are the following:  Recoleta, Villa Santa Rita, and Boedo.   

                                                 
44 LR 1 Radio El Mundo, El Mundo, p. 3, 27 February, 1949. 
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Recoleta, another site for the relocation of high socioeconomic families during the late 

nineteenth century Yellow Fever epidemic, encompassed a demographic of well-established 

Argentine families that had resided in the area for some time (Lagleyze, 1990:13).  During the 

1947  

45 

Figure 3.17. Pugliese’s orchestra performance in 1950 from advertisements in the newspaper El 
Mundo. 

 

census the immigrant population of Recoleta was among the lowest in Buenos Aires at 25.3% 

(Instituto Nacional de Estadistica y Censos Argentina, 1998).  Though the members of the 

orchestra came from a more diverse group neighborhoods of the city, these performances 

                                                 
45 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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brought cosmopolitan experiences and ideas that the affluent local residents would not usually 

experience within their neighborhood regularly.   

 During 1950, Pugliese’s orchestra also travelled to, and performed in, Villa Santa-Rita, a  

major location for many production factories that lead to many new immigrants, mainly Italians 

and Spanish, migrating to this neighborhood for the chance of finding work.46  This migration of 

immigrants resulted in the highest immigrant population represented in the 1947 census (40.6%) 

(Instituto Nacional de Estadistica y Censos Argentina 1998).  Pugliese’s performances in the 

demographically diverse and cosmopolitan Villa Santa Rita demonstrated acceptance from both 

native Argentinian residents and the new immigrants to the neighborhood who were there 

looking for work.  The consumption of Pugliese’s orchestra by both native Argentineans and the 

newly arrived immigrant communities presents the perfect example of  

                                                 
46 Cutolo, Vicente Osvaldo, Villa General Mitre en Historia de los Barrios de Buenos Aires. 
Gobierno de la Ciudad de Buenos Aires, Buenos Aires, 1998. Accessed March 12. 
http://www.buenosaires.gob.ar/laciudad/barrios/villa-general-mitre  
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47 

Figure 3.18. Pugliese’s orchestra performances in 1950 from advertisements in the newspaper El 
Mundo. 

 

Pnina Webner’s definition of cosmopolitanism that states, “at its most basic cosmopolitanism is 

about reaching out across cultural differences through dialogue, aesthetic enjoyment, and 

respect; of living together with differences” (Webner 2008:2).  Pugliese’s orchestra is providing 

the median in which the two different communities are reaching across to obtain an aesthetic 

enjoyment. 

 Boedo, a neighborhood well-known for attracting the youth of the city, was yet another 

location of Pugliese’s 1950 orchestral performances, according to the newspaper El Mundo. With 

                                                 
47 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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an immigrant population of 35.8% Boedo was also in the median when compared to the other 

neighborhoods of Buenos Aires (Instituto Nacional de Estadistica y Censos Argentina 1998).  

Historically, younger generations have moved to Boedo and implemented their cultural trends of 

their time.48  The inclusion of performances for diverse age groups, alongside his acceptance and 

performances to diverse communities like Boedo, demonstrate Pugliese’s acceptance of the 

transcending influence of tango music across generations.   

Spreading Cosmopolitanism: 1951 

 According to the El Mundo newspaper findings of 1951, Pugliese greatly expanded the 

geographical locations in which his orchestra performed, in addition to the previous 

neighborhoods and cities, to milongas located in the following cities: Beccar, Tigre, Don 

Torcuato, Caseros, Villa Madero, Villa Fiorito, Valentin Alsina, Lanus Oeste, and Gerli (Figure 

3.19).  Many of these cities were not individually listed in the 1947 cenus due to the city’s small 

populations, but instead, these population numbers were listed under a larger, neighboring city.  

An example of this is the city named Don Torcuato.  Don Torcuato neighbors the city of Tigre, 

the biggest city in the region.  In the 1947 census Tigre contained an immigrant population of 

26.8% which was equivalent to the lowest immigrant population present in the neighborhoods of 

Buenos Aires (Instituto Nacional de Estadistica y Censos Argentina 1998). 

 Béccar, or San Isidro as it was listed in the 1947 census, was yet another new city in 

which Pugliese’s orchestra performed.  During this time Béccar contained an immigrant 

population of 27.8% which again was significantly lower than the immigrant population of the 

neighborhoods of Buenos Aires (1998).  Villa Martinez, or Caseros as it was recorded in the 

                                                 
48 Lomba Anibal, Boedo un Barrio con Historias. Gobierno de la Ciudad de Buenos Aires, 
Buenos Aires, 2006. Accessed March 10. 
http://www.buenosaires.gob.ar/areas/cultura/cpphc/archivos/libros/boedo.pdf  
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1947 census, contained the lowest immigrant population of all the performance venues thus far at 

22.8%.  Pugliese’s performances in the regional cities representing a lower influence of 

immigrant communities, such as Don Torcuato, Tigre, Béccar, San Isidro, Villa Martinez, and 

Caseros, helped to spread both the music of tango and cosmopolitan aesthetic of Pugliese’s 

orchestra to cities of lower diversity.  In doing so, Pugliese’s orchestra continued to solidify their 

acceptance and longevity from the cities and communities surrounding Buenos Aires. 

 The cities south of Buenos Aires that Pugliese’s orchestra traveled to perform in all 

contained a high percentage of immigrants that more closely reflected the percentages of 

immigrants found within the city of Buenos Aires.  The cities of Villa Madero and Villa Fiorito 

were listed collectively under Lomas de Zanora in the 1947 census.  Lomas de Zanora was listed 

with an immigrant percentage of 32.6% which was slightly under the median of the 

neighborhoods of Buenos Aires.  The immigrant population in Lomas de Zanora reflected 

Pugliese’s own neighborhood, Villa Crespo, as a majority of Jews immigrants from Poland and 

Russia also resided in this area.  This immigrant population was so influential and paramount 

that the local government enacted a local holiday called Fiesta de Inmigrante, or The 

Immigrant’s Festival, which celebrated community diversity (Municipio Lomas de Zanoria, 

2016).  Another group of cities, Valentin Alsina, Lanus Oeste, and Gerli, were listed together in 

the 1947 census under the town Lanus, south of Buenos Aires.  Like Lomas de Zanora, Lanus 

contained a higher immigrant population than some of the neighborhoods within Buenos Aires at 

39.4%.  The communities’ acceptance of Pugliese’s orchestra demonstrates the investment of 

immigrant communities thus completing the balance of both communities enjoying a shared 

aesthetic experience. 
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49 

Figure 3.19. Pugliese’s orchestra performance in 1951 from advertisements in the newspaper El 
Mundo. 
 Within Buenos Aires, Pugliese continued to indirectly spread the influence of his diverse 

cosmopolitan orchestra by performing in the new neighborhoods of: Parque Avellaneda, 

Versalles, Mataderos, and Villa Lugano in District 1, Nueva Pompeya and Parque Patricious in 

District 2, Monserrat in District 13, and Agronomia in District 15 (Figure 3.20).   

 With an immigrant population of 37.2%, District 1 was very similar to the rest of Buenos 

Aires when it comes to the population of immigrant families.  During this time, the 

                                                 
49 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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neighborhood of Mataderos contained the country’s largest collection of slaughter houses that 

brought immigrant workers from Eastern Europe to work as factory hands as well as the 

Argentinian gauchos from the centrals plains of Argentina to bring their cattle for slaughter 

(Aboy, 2005: 26).  These cattle workers were mainly from the Andean indigenous community in 

the Atacoma region (Soriano, 1987).  Yet, the mingling of factory and cattle hands was not the 

only one of its kind. Historian Rosa Aboy compared Mataderos to the culture and communities 

within Chicago, comparing the blend of immigrant factory work with the cattle industry of the 

plains.  The incorporation of these two groups within Pugliese’s audience marks the first time, 

within the scope this study, of an immigrant group and a truly indigenous local Andean 

community accepting Pugliese’s tango performances.  One may argue that this well-rounded 

acceptance furthers the evidence of Pugliese’s orchestra acting as a vehicle for cosmopolitanism. 

 Though less than district 1 but higher than the median average, District 2 which included 

the cities of Nueva Pompeya and Parque Patricious, contained an 36.8% of immigrant residents.  

This district was very similar to the other southern districts like La Boca, which housed an older 

section of the city that contained more Argentine families. 
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50 

Figure 3.20. Pugliese’s orchestra performances in 1951 from advertisements in the newspaper El 
Mundo. 

 

Finally, Pugliese performed in Agronomia in District 15.  In the 1947 census district 15 

contained the high immigrant population at 40.6%.  Much like Pugliese’s neighborhood of Villa 

Crespo, the neighborhood of Agronomia housed an immigrant population of predominantly 

Spanish, Italian, Polish, Yugoslavian, and Israeli peoples; Agronomia was grouped in the same 

census district as Villa Crespo (Instituto Nacional de Estadistica y Censos Argentina 1998). 

                                                 
50 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Spreading Cosmopolitanism: 1952 

 In 1952, Pugliese’s orchestral performances expanded to the neighborhoods of San 

Nicolas, an older, central part of Buenos Aires, and Velez Sarsfield, which was a city to the west 

side of Buenos Aires (Figure 3.21). 

51 

Figure 3.21. Pugliese’s orchestra performances in 1952 from advertisements in the newspaper El 
Mundo. 

 

 San Nicolas was in District 14, according to the 1947 census.  During this time period 

San Nicolas had a collective immigrant population of 25,673 which was 30.7% of the total 

                                                 
51 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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overall population (Instituto Nacional de Estadistica y Censos Argentina 1998).  In 1952, the 

neighborhood of San Nicolas was considered the neighborhood on the rise within Buenos Aires, 

as it was home to many government buildings and major theaters, like the historically, 

architecturally, and acoustically infamous Teatro Colon.  This lead to affluent communities 

pledging support to a cosmopolitan art form within their own neighborhood. Pugliese is 

documented to have performed in the Teatro Colon. In addition, the neighborhood of Velez 

Sarfield, containing a 37.2% immigrant population, contained a mixture of immigrants and 

indigenous residents (Soriano, 1987: 152).  Pugliese’s orchestra not only sought to perform 

within ethnically cosmopolitan communities but also in communities with differing 

socioeconomic situations as well.  The orchestra’s acceptance of these diverse crowds, and the 

audience’s acceptance of the disparate orchestra, demonstrates the growing cosmopolitan 

community.  

 The next neighborhood of Velez Sarfield was counted within District 1.  District 1 

contained an immigrant population of 37.2%, which was average for Buenos Aires.  This was the 

same district as Mataderos, Versalles, and Parque Avellaneda, and just like the other 

neighborhoods in District 1 Velez Sarfield contained a mix of both immigrants and indigenous 

residents (Soriano, 1987:152). 

 Outside of Buenos Aires’ city limits Pugliese’s orchestral performances expanded to the 

cities of San Fernando, San Miguel, San Andres, Ciudadela, and Villa Sarmiento (Figure 3.22).  

Two cities to the west of Buenos Aires, Ciudadela and Villa Sarmiento, collectively had an 

immigrant population of 26.7% of the total population, which is 10% lower than the average 

immigrant population in Buenos Aires.  In addition, San Andres, listed under General San Martin 

in the 1947 census, and San Miguel, listed under the census as General Sarmiento, were two 
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other cities west of Buenos Aires that Pugliese’s orchestra traveled to perform.  San Andres, a 

comparable immigrant percentage to Buenos Aires of 33.4%, and San Miguel, maintaining a low 

average of immigrant population at 25.3%, were both on a lower percentage spectrum of 

immigrant populations (Instituto Nacional de Estadistica y Censos Argentina 1998).  Last, 

Pugliese’s orchestra traveled to perform in San Fernando, a city northwest of Buenos Aires.  

Consistent with the other towns bordering Buenos Aires in the area, San Fernando also had a 

below average immigrant population of 26.6%, as compared to the neighborhoods within Buenos 

Aires. (1998).  Pugliese’s many accepted performances within these many cities continued to 

bring diverse ideals and experiences through his diverse orchestra to a region significantly less 

diverse.  In addition, evidence suggests that the people of this area were open to the 

cosmopolitanism being introduced to their area.  During the time of the 1947 census, Ciudadela 

and Villa Sarmiento were counted as the same city with a collective population total of 87,385 

and an immigrant population of 23,360, creating an immigrant population of 26.7% of the city’s 

total population (1998).  This percentage is 10% lower than the average immigrant population of 

Buenos Aires.  San Andres, or General San Martin as it was labeled in the 1947 census, 

contained an immigrant population of 33.4% which was closer to the average immigrant 

population size which was in Argentina (1998). 

 Also, like San Andres, the city of San Miguel was listed and counted under the bulk 

population of General Sarmiento.  During this time period General Sarmiento had a collective 

total of 39,329 and an immigrant population of 9,958 which gave it a collective immigrant 

population of 25.3% (1998).  This population was under average when compared to Buenos 

Aires.  The San Andres performances show another example of the cosmopolitanism that was 
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within Pugliese orchestra being accepted by towns and neighborhoods that did not experience the 

level of cosmopolitanism that was in the tango orchestra.  

52 

Figure 3.22. Pugliese’s orchestra performances in 1952 from advertisements in the newspaper El 
Mundo. 

 

Spreading Cosmopolitanism: 1953 

In the final year within the scope of this thesis, Pugliese’s orchestra traveled to perform in 

the cities of Villa Maipu and Castelar, both west of Buenos Aires.  Both Villa Maipu (33.4% 

immigrant population) and Castelar (26.7% immigrant population), further maintaining the trend 

of its neighboring cities, both displayed immigrant population percentages either comparable to 

                                                 
52 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Buenos Aires or below average when compared to Buenos Aires (1998).  Yet again, Pugliese’s 

cosmopolitan ideals and philosophies were brought to cities with a lower exposure to 

cosmopolitan diversity and, importantly, the locals of these cities were accepting of the 

cosmopolitanism that was Pugliese’s tango orchestra.      

Conclusion  

 Benjamin Bryce’s research on immigrant communities in Buenos Aires states that unlike 

many of the United States cities, Buenos Aires’ immigrant population did not collect into one 

particular neighborhood, like Little Italy, but instead spread throughout the whole city (Bryce 

2018:161).  One may argue that this phenomenon directly affected Pugliese, his orchestra, and 

the many audiences that were a part of Pugliese’s performances by allowing neighborhoods to 

have a more diverse representation throughout the whole city..  

Through his internationally-based education at the Odeon conservatory, the cultural 

influence of his childhood neighborhood with the high population of Eastern European and 

Jewish immigrants, and the openness to diverse gender influence in his early career with 

bandoneonista Paquita Bernardo, Pugliese’s life and career embodied many variants of 

cosmopolitanism in which the majority of his orchestra would embrace and follow.  These 

orchestral members, heavily diverse in their own right, hailed from various socioeconomic 

backgrounds within diverse family histories, ranging from local Argentinians to Brazilian, 

Uruguayan, German, Italian, French, and Eastern European immigrants. This diverse group of 

performers created a truly cosmopolitan orchestra in their ability to perform with each other, 

despite their cultural, ideological, and social differences.     

Within Buenos Aires, Pugliese’s orchestra performed in many neighborhoods with 

varying percentages of immigrant influence, yet his outreach to the city was not limited to his 
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physical presence in a location.  Because of his many orchestral performances on El Mundo 1, 

the local radio station, Pugliese’s broadcasts had the potential to reach all of households within 

Buenos Aires and its broadcasting region. 

In addition, Pugliese and his orchestra were able to collaborate with cities outside of the 

cosmopolitan Buenos Aires into areas with a less diverse, or less cosmopolitan, population.  

These communities and event organizers invested deeply in Pugliese and his orchestra through 

the purchase of advertisement space in the local periodical El Mundo and by hiring the orchestra 

for live performances.  Despite the varying percentages of immigrant populations in these cities, 

evidence shows the local groups within the cities accepted the performances of the diverse 

orchestra thus helping to create a cosmopolitan community. 

Webner states that “at its most basic, cosmopolitanism is about reaching out across 

cultural differences through dialogue, aesthetic enjoyment, and respect; of living together with 

differences” (2008, 2).  Pugliese, his orchestra, and the audiences for whom he performed all 

displayed and embraced a cosmopolitan disposition through the consumption of tango.     
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CHAPTER IV  

THE COSMOPOLITAN ORCHESTRA OF JUAN D’ARIENZO 

A Cosmopolitan Upbringing  
 Cosmopolitanism, “is about reaching out across cultural differences through dialogue, 

aesthetic enjoyment, and respect; of living together with difference” (Werbner 2008:2).  Though 

commonly examined within a larger scope, cosmopolitanism can manifest within individuals, 

such as in the life and musical career of Juan D’Arienzo.  In this chapter, I will examine 

D’Arienzo’s early life, career, and how the culmination of cosmopolitan members of his 

orchestra acted as a vehicle for cosmopolitanism throughout Buenos Aires via their live 

performances. 

Born on December 14, 1900, Juan D’Arienzo, notable composer, arranger, and musician, 

witnessed and participated in tango from its early years through the Golden Age’s evolution of 

tango.  D’Arienzo lived within this tango transformation, which drew influences from different 

ethnic groups that were adding to the genre’s early sounds and traditions (Link 2017:196), thus 

influencing his own perspective on the music. 

Like many of the other children in Juan D’Arienzo’s home neighborhood of Balvanera, 

D’Arienzo was the son of first generation Italian immigrants.  He began performing tango as a 

young boy, like many young men at that time, in the local musical theater. 

During his childhood, Balvanera began to transform from an outer neighborhood of 

Buenos Aires (Figure 4.1) to a connective autonomous center of the urban life of Buenos Aires.53 

                                                 
53 Denis, Marcela. “Los Peruanos y los Cambios Migratorios en un Barrio de la Abasto.” Museo 
de Roca, 2012. Accessed March 10, 2018. 
https://web.archive.org/web/20121002213010/http://www.museoroca.gov.ar/articulosytrabajos/i
nmigracionhistoriaarte/peruanosw-voces.pdf 



 
Texas Tech University, Charles Olivier, August 2018 

62 

54 

Figure 4.1. Balvanera, Corrientes and Pueyrredon in 1900. 

 

This transition from suburban life to urban life was fueled by a surge of immigrants of Italian, 

Russian, and Jewish nationalities,55 creating a diverse neighborhood that influenced D’Arienzo’s 

youth and professional life. From an early part of his career, D’Arienzo collaborated with artists 

of varying backgrounds, such as the dancers “El Mocho”, born David Undarz, and “La 

Portuguesa”, born Amelia Undarz, both from Argentina but of Portuguese decent.56  In addition, 

it is noted that D’Arienzo performed with the popular Frederickson Jazz Band early in his 

career.57  Though these collaborative performances with peoples of diverse backgrounds 

demonstrate D’Arienzo’s foriegn ideals in which he was learning and growing within, they also 

foreshadow the cosmopolitan musical environment that would accompany D’Arienzo in the 

creation of his famous orchesta típica.  

                                                 
54 Source: Todo Argentina, Balvanera: http://www.todo-
argentina.net/Geografia/Barrios/Balvanera/historia.htm 
55 Denis, Marcela. “Los Peruanos y los Cambios Migratorios en un Barrio de la Abasto.” Museo 
de Roca, 2012. Accessed March 10, 2018. 
https://web.archive.org/web/20121002213010/http://www.museoroca.gov.ar/articulosytrabajos/i
nmigracionhistoriaarte/peruanosw-voces.pdf 
56 Gobello, Jose. “Biography Juan D’Arienzo by Jose Gobello.” Reflections about the History of 
Tango – Todotango.com. Accessed April 10, 2018. 
http://www.todotango.com/english/artists/biography/32/Juan-DArienzo/ 
57 Gobello, Jose. “Biography Juan D’Arienzo by Jose Gobello.” Reflections about the History of 
Tango – Todotango.com. Accessed April 10, 2018. 
http://www.todotango.com/english/artists/biography/32/Juan-DArienzo/ 



 
Texas Tech University, Charles Olivier, August 2018 

63 

The Making of a Cosmopolitan Orchestra: 1949-1950 

D’Arienzo’s orchestra was comprised of musicians who brought much diversity, both in 

differing nationalities and in socioeconomic statuses, to his orchestra. There were many members 

that contributed directly to the cosmopolitanism within D’Arienzo’s 1949-1950 orchestra. 

 D’Arienzo’s orchestra was made up of six bandoneonistas, Eladio Blanco, Alberto San 

Miguel, Héctor Varela, Luis Pinotti, José Pilato, and Salvador Alonso; four violinists, Cayetano 

Puglisi, Blas Pensato, Jaime Ferrer, and Clemente Arnaiz; pianist Fulvio Salamanca; and bassist 

Olindo Sinibaldi (Valiente 2014:217).  In addition, tenors Alberto Reynal, Carlos Casares, 

Héctor Mauré, and Juan Carlos Lamas, and baritones Alberto Echagüe and Armando Laborde 

sang with the orchestra (217).  In this section, musicians Alberto San Miguel, Fulvio Salamanca, 

Clemente Arnaiz, Héctor Mauré, Armando Laborde, and Juan Carlos Lamas will be examined 

for their cosmopolitan contributions to the orchestra. 

Cosmopolitanism can be seen through the makeup of the orchestra, beginning with 

bandoneonista Alberto San Miguel.  Though his nationality was very similar to many other 

Argentine families with a Spanish background, his living situation was quite noteworthy.  San 

Miguel was a resident in one of the most infamous housing complexes, Salta 321, located in the 

neighborhood of Montserrat which was known as containing the highest percentage of residents 

with African ancestry beginning in the early twentieth century (Museo Casa Carlos Gardel 

2011).  At the time of San Miguel’s residency, the complex housed over seventeen tango 

musicians within it.58  Amongst the many tango musicians living in Salta 321, one musician that 

                                                 
58 Amendola, Robertos. “Pension la Alegria on Salta Street.” Reflections about the History of 
Tango – todotango.com. Accessed February 14, 2018. 
http://www.todotango.com/english/history/chronicle/482/Pension-La-Alegria-on-Salta-Street/ 
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San Miguel lived with was Armando Pontier, an Argentine musician of French descent.59  In 

addition, another tango musician resident was bandoneon player Federico Scorticari who was 

Uruguayan born, of Italian descent, and a member of Carlos Di Sarli’s orchesta tipica.  Scorticari 

himself was working alongside a cosmopolitan orchestra with members from Turkey, Italy, 

Brazil, Poland, and Germany (Valentie 2014:307).  One can infer that this cohabitation of the 

various tango musician minds within an illustrious cosmopolitan neighborhood would not only 

result in an exchange of ideas, beliefs, and experiences, but would also encourage a 

cosmopolitan culture of acceptance within San Miguel that could, and would, be encompassed 

within D’Arienzo’s orchestra.  

 Fulvio Salamanca, D’Arienzo’s pianist, hailed from the small town of Las Varillas in the 

state of Córdoba, populated by a variety of European immigrants from Italy, Spain, Germany, 

Switzerland, Syria, and Lebanon (Figure 4.2).  Yet, as influential as the many diverse peoples of 

Córdoba might have been toward him, the Central Argentine influences throughout his youth set 

Salamanca apart from the other musicians, as they had grown up in the large city of Buenos 

Aires.60  These Central Argentine influences centered around the Argentine gaucho traditions 

and culture, or the skilled, strong, and rugged cowboys of rural Argentina.  In addition, gauchos 

were influenced by both European immigrants who migrated to the area and indigenous settlers 

from the Andes (Rujinsky 1991:6).  I believe that Salamanca could have brought and shared 

                                                 
59 Amendola, Robertos. “Pension la Alegria on Salta Street.” Reflections about the History of 
Tango – todotango.com. Accessed February 14, 2018. 
http://www.todotango.com/english/history/chronicle/482/Pension-La-Alegria-on-Salta-Street/ 
60 Blaya, Ricardo. “Biography of Fulvio Salamance by Ricardo Blaya.” Reflections about the 
History of Tango – Todotango.com. Accessed February 11, 2018. 
http://www.todotango.com/english/artists/biography/769/Fulvio-Salamanca/ 
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many of the gaucho-inspired traditions, ethics, and ideals with him into D’Arienzo’s group, 

strengthening the argument of a truly cosmopolitan orchestra.   

61 

Figure 4.2. Las Varillas, Cordoba. 

 

 Clemente Arnaiz, an Argentinian violinist with Spanish ancestry in D’Arienzo’s 

orchestra tipica, was from the town of Coronel Suarez.  According to the 1947 Argentine census, 

the immigrant population of this town was 29.1%, which was lower than the average in Buenos 

Aires (Instituto Nacional de Estadistica y Censos Argentina 1998).  The Volgar Germans were 

ethnic Germans that colonized the area of the Volgar River in Southeast European Russia and 

were the primary immigrant population in coronel Suarez (Koch 2010:221).  Arnaiz’s 

cohabitation to these German immigrants displays a cosmopolitan mindset of acceptance of a 

diverse people.  This welcoming mindset of various groups of people, a pillar of 

                                                 
61 Source: Image from Google Maps: 
https://www.google.com/maps/place/Villa+Crespo,+Buenos+Aires,+Argentina/data=!4m2!3m1!
1s0x95bcca0c687ee0b7:0x879b67a1fd77fb98?sa=X&ved=0ahUKEwiE2uzhiNfbAhUO-
6wKHRYXBTYQ8gEIqwEwDw 
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cosmopolitanism (Werbner 2008:2), was brought into D’Arienzo’s orchestra, demonstrated by 

his openness of collaborating with people unlike himself within the orchestra.  

 Two additional members with cosmopolitan views within Juan D’Arienzo’s orchestra 

were the singers Héctor Mauré, born Vincent Jose Falivene, and Armando Laborde, born Jose 

Atilio Dattoli.62  Both Mauré and Laborde were from Palermo, a neighborhood in the northeast 

of Buenos Aires.  During this time, Palermo contained an immigrant population of 34.7%, 

composed mainly of Spanish and German immigrants (Bryce 2018:53).  Furthermore, though 

both singers were born in Argentina, Mauré and Laborde’s stage names present the audience 

with a French ancestry rather than their Italian birth names.  These name changes and the fluidity 

of their perceived nationalities show the singers’ acceptance of a cosmopolitan and multinational 

identity amongst the tango community and in D’Arienzo’s orchestra.   

 Finally, singer Juan Carlos Lamas was a prominent performer in D’Arienzo’s orchestra. 

Lamas was Argentinian whose family lineage can be traced to Spanish origins.63  He was from 

the town Rosario, northwest of Buenos Aires a part of the Santa Fe Province (Figure 4.2) 

(Instituto Nacional de Estadistica y Censos Argentina 1998).  According to the 1947 census, 

Rosario contained an immigrant percentage of 22.4%, which was lower than the average 

immigrant percentage in Buenos Aires (1998).  This town contained a high number of Italian 

immigrants in addition to a higher percentage of immigrants from other South American 

countries, such as Paraguay, Peru, Bolivia, Brazil, and Uruguay (1998). This influence from 

                                                 
62 Pinson, Nestor. “Biography of Hector Maure by Nestor Pinson.” Reflections about the History 
of Tango – Todotango.com. Accessed March 12, 2018. 
http://www.todotango.com/english/artists/biography/662/Hector-Maure/ 
63 Pinson, Nestor. “Biography of Juan Carlos Lamas by Nestor Pinson.” Reflections about the 
History of Tango – Todotango.com. Accessed February 10, 2018. 
http://www.todotango.com/english/artists/biography/1445/Juan-Carlos-Lamas/ 
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other South American countries was unique to Lamas, as he was one of the few musicians in 

D’Arienzo’s orchestra that had lived outside of Buenos Aires.64  Through his interaction with 

these many immigrants from his area, it can be argued that Lamas exhibited a cosmopolitan like 

acceptance from youth.  In addition, Lamas, unlike many of his other colleagues, did not change 

his name for the stage, thus indicating a personal acceptance of his own heritage amongst the 

diverse performers surrounding him.  

65 

Figure 4.3. City of Rosario in the Santa Fe Province. 

 

Making a Cosmopolitan Orchestra: 1950-1953 

 From 1950-1953, D’Arienzo’s maintained and well-established orchestra consisted of 

four bandoneonistas, Enrique Alessio, Carlos Lazzari, Felipe Riccardi, Aldo Junnissi; four 

violinists, Cayetano Puglisi, Blas Pensato, Jaime Ferrer, and Clemente Arnaiz; pianist Fulvio 

                                                 
64 Pinson, Nestor. “Biography of Juan Carlos Lamas by Nestor Pinson.” Reflections about the 
History of Tango – Todotango.com. Accessed February 10, 2018. 
http://www.todotango.com/english/artists/biography/1445/Juan-Carlos-Lamas/ 
65Source: Image from Google Maps, 
https://www.google.com/maps/place/Rosario,+Santa+Fe+Province,+Argentina/@-32.9522839,-
62.9393709,7z/data=!4m5!3m4!1s0x95b6539335d7d75b:0xec4086e90258a557!8m2!3d-
32.9442426!4d-60.6505388 



 
Texas Tech University, Charles Olivier, August 2018 

68 

Salamanca; and bassist Victorio Virgillito (Valiente 2014:217).  In addition, tenors Roberto 

Lemos, baritones Alberto Echagüe and Armando Laborde, and soprano Libertad Lamarque sang 

with the orchestra (Valiente 2014:217).  This section focuses on, musicians Enrique Alessio, 

Carlos Lazzari, and Libertad Lamarque will be examined for their cosmopolitan contributions to 

the orchestra. 

 Bandoneonista Enrique Alessio was from Villa Crespo, which contained one of the 

highest Polish, Russian, and Slavic immigrant populations at 40.6% according to the 1947 census 

(Instituto Nacional de Estadistica y Censos Argentina 1998).  In addition, so many of these 

immigrants were of Jewish heritage that Yiddish was the most commonly spoken language with 

in the neighborhood after Spanish (Feierstain 2006:157).  According to available documents, 

Alessio was the only member in the orchestra from Villa Crespo at this time, thus contributing 

his diverse ideas influenced through his cosmopolitan neighborhood and adding a new layer of 

cosmopolitanism to the orchestra of Juan D’Arienzo.   

 Carlos Lazzari, a bandoneonista from the outer neighborhood of Villa Pueyrredon, 

specifically 3157 Franco, was added to Juan D’Arienzo’s orquestra tipica (Figure 4.4).66  

According to the 1947 census, Villa Pueyrredon was listed under District 16, the north outer 

neighborhoods, and contained an immigrant population of 35.2% (Instituto Nacional de 

Estadistica y Censos Argentina 1998).  Though Lazzari was the son of both Argentine parents, 

Lazzari was the son of a well-known merchant within Villa Pueyrredon and belonged to the 

                                                 
66 Volpe, Hernan. “Biography on Carlos Lazzari by Hernan Volpe.” Reflections about the 
History of Tango – Todotango.com. Accessed February 19, 2018. 
http://www.todotango.com/english/artists/biography/1533/Carlos-Lazzari/ 
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upper-middle class.67  Though this higher socioeconomic status was less common amongst 

D’Arienzo’s orchestra members, the addition of Lazzari to the group would display not only the 

orchestra’s cosmopolitan like acceptance regarding musicians with ethnically diverse 

backgrounds, but also the orchestra’s cosmopolitanism regarding members with varying 

socioeconomic situations.  The ethnically diverse collaboration amongst these musicians exhibits 

a true cosmopolitan orchestra.  

68 

Figure 4.4. Neighborhood home of Carlos Lazzari in Villa Pueyrredon, Buenos Aires. 

 

                                                 
67 Volpe, Hernan. “Biography on Carlos Lazzari by Hernan Volpe.” Reflections about the 
History of Tango – Todotango.com. Accessed February 19, 2018. 
http://www.todotango.com/english/artists/biography/1533/Carlos-Lazzari/ 
68 Source: Image from Google Maps, 
https://www.google.com/maps/place/Rosario,+Santa+Fe+Province,+Argentina/@-32.9522839,-
62.9393709,7z/data=!4m5!3m4!1s0x95b6539335d7d75b:0xec4086e90258a557!8m2!3d-
32.9442426!4d-60.6505388 
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 Finally, female singer Libertad Lamarque lived in the south-central neighborhood of 

Flores in Buenos Aires at the address Directorio 1984, according to her Brazilian travel visa from 

1944 (Figure 4.5).  At this time, Flores maintained an immigrant percentage of 32.9%, which 

contained French, Armenian, and Jewish families from Damascus and Aleppo (Instituto 

Nacional de Estadistica y Censos Argentina 1998).  In fact, Lamarque herself was of French 

heritage and was the daughter of first generation immigrant parents.69  Lamarque’s gender and 

ethnic contributions to D’Arienzo’s orchestra created an overarching sense of cosmopolitanism 

to the group.  Not only did Lamarque bring her ideologies and cultural influences from her own 

heritage and the cultures from her neighborhood to the orchestra, but she offered her unique 

feminine perspective to the overwhelmingly male dominated genre and group.  In turn, 

D’Arienzo’s orchestra displayed cosmopolitan behaviors through the acceptance, and 

celebration, of this female French singer.   

                                                 
69 Pinson, Nestor. “Biography of Libertad Lamarque by Nestor Pinson.” Reflections about the 
History of Tango – Todotango.com. Accessed March 26, 2018. 
http://www.todotango.com/english/artists/biography/153/Libertad-Lamarque/ 
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70 

Figure 4.5. Libertad Lamarque’s Brazilian Travel Visa from March 11, 1944. 

 

Spreading Cosmopolitanism: 1949 

 The collection of cosmopolitan individuals in Juan D’Arienzo’s orchestra may have 

accumulated diverse ideas and diverse individuals to create a cosmopolitan orchestra, yet it’s 

effects on the cosmopolitanism of Buenos Aires and its surrounding areas would not come to 

fruition without the public performances of the orchestra.  In contrast to Osvaldo Pugliese’s 

orchestra, D’Arienzo’s orchestra was already well-established and was performing throughout 

most of the outlying cities and neighborhoods of Buenos Aires in 1949.  Though few, if any, 

records of orchestral tango performances can be found in business legers or venue expense 

documents, consistent advertisement documentation can be found within the daily periodical El 

                                                 
70 Source: Ancestry.com. Rio de Janeiro, Brazil, Immigration Cards, 1900-1965 [database on-
line]. Lehi, UT, USA: Ancestry.com Operations, Inc., 2016. Accessed December 20, 2017.  
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Mundo. This periodical not only presents printed documentation of the live performances in the 

neighborhoods of Buenos Aires and its surrounding cities, but also displays financial and 

personal endorsement and support to the performing orchestra by the venue owners.  Because 

venue owners bought advertisements for the tango orchestra performances, one might infer that 

these venue owners, either aware or unaware, were also accepting of the cosmopolitanism that 

was the orchestra.  Additionally, El Mundo published orchestral performances scheduled to air 

on the El Mundo 1, the leading radio station in Buenos Aires. 

 Within Buenos Aires, D’Arienzo’s orchestra performed in Belgrano, Nunez, Villa 

Pueyrredon, Villa Urquiza, Agronomia, Villa Crespo, Caballito, Monserrat, San Telmo, San 

Nicolas, Palermo, Floresta, Varela, Flores, Liniers, Mataderos, Parque Avellaneda, Boedo, 

Nueva Pompeya, Parque Patricios, and Barracas in 1949 (Figure 4.6). 

 The neighborhoods of Belgrano, Nunez, Villa Pueyrredon, and Villa Urquiza were all 

listed under District 16 in the 1947 Argentine census and contained an immigrant percentage of 

35.2% (Instituto Nacional de Estadistica y Censos Argentina 1998).  Belgrano is listed to contain 

one of the most prevalent German immigrant ethnic groups, yet research by Benjamin Bryce also 

alludes to evidence showing that all communities contained traces of differing ethnic groups 

throughout the whole city.  Bryce states that unlike the United States, ethnic groups did not 

participate in self-isolation and instead lived all throughout the different neighborhoods (Bryce 

2018:161).  Despite Bryce’s observations of immigrant residential habits, the performances 
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Figure 4.6. D’Arienzo’s orchestra performances in 1949 from advertisements in the newspaper 
El Mundo. 
 

in Belgrano still displayed community promotion, participation, and support of the orchestra 

further showing how it had become cosmopolitan.  

 The neighborhood of Villa Pueyrredon, mentioned in the background of the bandoneon 

player Carlos Lazzari, displays the acceptance of D’Arienzo’s orchestra by middle-class 

                                                 
71 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Argentinians as well as middle-class Argentinians being accepted within D’Arienzo’s orchestra. 

This example of co-acceptance would continue in District 15, which contained Agronomia and 

Villa Crespo, the neighborhood of bandoneonista Enrique Alessio.  D’Arienzo’s performances in 

these communities continued to spread the orchestras cosmopolitan like acceptance across ethnic 

and socioeconomic boundaries, and modeled tango’s popularity across diverse populations.   

District 14 neighborhoods such as San Nicolas and Monserrat, were inhabited by 

shockingly opposing communities.  Despite their differences, San Nicolas, generally aristocratic, 

and Monserrat, generally a low socioeconomic community, both participated in the musical 

consumption of D’Arienzo’s cosmopolitan orchestra.  Though these two communities were 

clearly economically diverse, D’Arienzo’s orchestra continued to advance cosmopolitanism by 

collaborating with, and performing for, communities of both high and low financial positions. 

Finally, D’Arienzo’s performances in District 1, within the neighborhoods of Liniers, 

Mataderos, and Parque Avellaneda, also spread cosmopolitanism.  This acceptance is particularly 

noteworthy because of the link between the immigrant communities within Buenos Aires and the 

Indigenous Argentine communities to create a cosmopolitan community.  Though District 1 held 

a documented immigrant population of 37.2%, close to the average of Buenos Aires, Liniers, 

Mataderos, and Parque Avellaneda were unique for its Andean indigenous communities that 

worked in the varied cattle industries (Soriano 1987:152).  The performances within these 

District 1 neighborhoods shows the absorption and acceptance of D’Arienzo’s diverse orchestra 

by the indigenous communities within Buenos Aires.  

 In 1949, D’Arienzo also performed in the following towns outside of the Buenos Aires 

city limits: Ramos Mejia, Villa Sarmiento, Florida, Villa Ballester, Beccat, Tigre, Boulogne, San 
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Martin, Castelar, Avellaneda, Sarandi, Villa Dominico, Lanus Este, Remedios de Escalada, 

Quilnes, and Temperley (Figure 4.7). 

 First, Villa Ballester and San Martin, listed under the 1947 census as General San Martin, 

contained an immigrant population of 33.4%, a comparable percentage to that of Buenos Aires 

(Instituto Nacional de Estadistica y Censos Argentina 1998).  The performances in Villa 

Ballester and San Martin brought the cosmopolitanism of Buenos Aires and of D’Arienzo’s 

orchestra to the more rural parts of the surrounding area.  Though his orchestra was not 

intentionally presenting itself as a advocate for cosmopolitanism, its members’ diverse 

backgrounds, and singers’ fluid nationalities, would present itself as thus.  

 The cities of Avellaneda, Sarandi, and Villa Dominico also presented a setting for the 

spread of cosmopolitanism.  These three cities, according to the 1947 census, were grouped 

together under the city Avellaneda and contained an immigrant population of 38.2%, surprisingly 

exceeding many of the neighborhoods within Buenos Aires itself (Instituto Nacional de 

Estadistica y Censos Argentina 1998).  The collective city of Avellaneda contained a high 

number of immigrants from Eastern Europe, specifically Slovenes from Prekmurje (1998).  As a 

result of the highly influential immigrant population to the community, the largest social 

organization of Slovenes was created in Avellaneda (Banko 2003:156).  Similar to the collective 

city of Avellaneda, the cities of Lanus Este and Remedios de Escalada also contained a high 

immigrant population of 39.4% (Instituto Nacional de Estadistica y Censos Argentina 1998).  

The acceptance of D’Arienzo’s cosmopolitan orchestra by other cosmopolitan communities 

outside of Buenos Aires was a significant feat for the orchestra.  

 Though Quilmes, Florida, and Temperley were in different geographical locations outside 

of Buenos Aires, the percentage of immigrant peoples in the areas are quite similar.  Quilmes,  
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Figure 4.7. D’Arienzo’s orchestra performances in 1949 from advertisements in the newspaper 
El Mundo. 
 

containing the highest immigrant population of the three cities at 33.5%, is nearly comparable to 

percentages found within Buenos Aires. Florida, listed under Vicente Lopez, followed Quilmes 

at a 33.3% immigrant population (1998). Finally, Temperley’s immigrant population rested at 

32.6% with a heavy population of Italian and Polish immigrants (1998).  Each of these cities 

contained prevalent immigrant communities that welcomed D’Arienzo’s orchestra.  

                                                 
72 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Additionally, D’Arienzo’s performances show his orchestra appealing to diverse communities 

showing an accepted aesthetic enjoyment of tango between them.  

 The last group of cities, Villa Sarmiento, Beccar, Tigre, Boulogne, and Castelar, all 

contain an immigrant percentage about 10% lower than the average of Buenos Aires (1998).  The 

cities’ immigrant populations are as follows: Villa Sarmiento, listed under the city of Ciudadela 

at 26.7%; Beccar, listed under the city of San Isidro, at 27.8%; Tigre at 26.8%; Boulogne at 

27.8%; Castelar, listed under the city of Moron, at 26.7% (1998). The many performances 

throughout 1949 within these communities further demonstrated the acceptance and backing of 

D’Arienzo’s orchestra by these rural cities.  Regardless of the significantly lower percentage of 

immigrants in the cities, Juan D’Arienzo’s cosmopolitan orchestra brought the cosmopolitanism 

of Buenos Aires to other performance spaces outside of their own neighborhoods.   

 In addition to his live venue performances, D’Arienzo’s diverse orchestra broadcasted 

live performances on the El Mundo radio station.  Radio schedules published in the El Mundo 

periodical allowed orchestra leaders, like D’Arienzo, and the radio station to advertise these live-

broadcasted radio performances (Figure 4.8). Because of this modern technology, D’Arienzo’s 

orchestra had access to the people in the homes, shops, and businesses of Buenos Aires and the 

surrounding cities.  This allowed D’Arienzo’s orchestra to influence the lives of the audiences 

tuned in during their live-broadcasted performances, this acceptance by both the individuals 

listening to the orchestra and the radio station hiring the orchestra shows a collective enjoyment 

of an aesthetic experience by a diverse audience.   

Spreading Cosmopolitanism: 1950 

 In 1950, D’Arienzo continued to perform in, and around, Buenos Aires.  Though there 

were performances in many of the same communities from the previous year, D’Arienzo’s 
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orchestra continued to expand geographically to new neighborhoods within Buenos Aires and 

towns throughout Argentina.  During this year, D’Arienzo performed in the neighborhoods of  

73 

Figure 4.8. El Mundo radio schedule from March 9th, 1949. 

 

Almagro, Villa del Parque, Villa Real, Varsalles, Varela, and San Cristobal within Buenos Aires 

(Figure 4.9) and the surrounding towns of Caseros, Itzaingo, Merlo, Villa Sanguinetti, Villa 

Fiorito, Valentin Alsina, Piñeiro, and Berazategui (Figure 4.10).  

                                                 
73 LR1 Radio El Mundo, El Mundo, p. 5, 9 March, 1949 
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Figure 4.9. D’Arienzo’s orchestra performances in 1950 from advertisements in the newspaper 
El Mundo. 

 

 Villa del Parque and Villa Real, two District 15 neighborhoods in which D’Arienzo’s 

diverse orchestra performed in 1950, contained an immigrant population percentage of 40.6% 

(Instituto Nacional de Estadistica y Censos Argentina 1998).  This district was home to a few of 

D’Arienzo’s orchestral members, including bandoneonistas Alberto San Miguel and Enrique 

Alessio.  Not only did D’Arienzo and his orchestra accept the musicians and communities of 

these neighborhoods, the communities seemed to accept the orchestra and its performers, as the 

orchestra performed in these two neighborhoods more than once.  This dual acceptance between 

                                                 
74 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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the local neighborhoods and D’Arienzo’s cosmopolitan orchestra continues to demonstrate the 

growth of cosmopolitanism within these Buenos Aires communities.   

 

75 

Figure 4.10. D’Arienzo’s orchestra performances in 1950 from advertisements in the newspaper 
El Mundo. 
 

 The neighborhoods of Varsalles and Verela from District 1 (37.2%), and San Cristobal in 

District 8 (37%), all contained an above average immigrant percentage when compared to the 

average across Buenos Aires (1998).  Also, D’Arienzo’s performed several times in in Almagro, 

a neighborhood at the center of Buenos Aires that houses an immigrant population percentage of 

36.9% (1998).  Even though these neighborhoods through their diversity and acceptance of the 

                                                 
75 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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diversity within D’Arienzo’s orchestra were cosmopolitan in nature, the participation of the 

audience with the tango music continued to allow cosmopolitanism to thrive; these performances 

continued to have audiences consuming both D’Arienzo’s music and the cosmopolitanism with 

his orchestra. 

 When analyzing different cities outside of Buenos Aires that D’Arienzo’s 1950 orchestra 

performed in, one can organize the cities into three categories of immigrant population 

percentages: below average, on average, and above average in comparison to the Buenos Aires 

average. Avellaneda and Piñeiro, listed collectively under Avellaneda, 38.2%, and Valentin 

Alsina, listed under Lanus, 39.4%, were both cities with above average immigrant populations 

(1998).  Villa Fiorito, labeled under Lomas de Zamora, 32.6%, and Berazategui, listed under 

Quilmes, 33.5%, were cities considered average in comparison to Buenos Aires (1998).  Finally, 

Caseros, listed under Ciudadela, 22.8%, Itzaingo, listed under Moron, 26.7%, Merlo, 29.3%, and 

Villa Sanguinetti, listed under Moreno, 27.8%, were cities considered below average cities 

(1998).      

These diverse communities, despite immigrant population percentages, showed a 

continued interest and acceptance of D’Arienzo’s orchestra through their continued hiring of his 

orchestra for performances.  Though these particular immigrant populations may or may have 

not reflected what D’Arienzo’s orchestra would have been familiar with, the performances 

continued to show an acceptance of his orchestra in diverse communities outside of Buenos 

Aires.  The widespread performances, especially within the limited cosmopolitan communities, 

continued to validate the argument of D’Arienzo’s orchestra functioning as a vehicle for 

cosmopolitanism. 
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 The continuation of patronage shown by the communities and cities within and around 

Buenos Aires indicates that D’Arienzo’s cosmopolitan orchestra was not functioning as a one-

time attraction but was instead becoming a normalized presence in the community.  For 

cosmopolitanism to flourish, the community and orchestra must recognize and fully accept one 

another, in addition to, normalizing and cohabitating with the other. This normalization solidifies 

the argument of D’Arienzo’s orchestra acting as a conduit for cosmopolitanism.  

Spreading Cosmopolitanism 1951 

 In 1951, the rate at which Juan D’Arienzo’s orchestra traveled to new cities began to 

plateau as D’Arienzo had already performed, and continued to perform, in a large number of the 

neighborhoods and cities in and around Buenos Aires.  However, his orchestra did add the 

neighborhoods of Chacarita and Villa Lugano, (Figure 4.11) and the cities of Victoria, San  
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Figure 4.11. D’Arienzo’s orchestra performances in 1951 from advertisements in the newspaper 
El Mundo. 
 

Andres, Villa Tesei, Gerli, Crucecita, and Turdera to his ever-growing list of performance 

locations (Figure 4.12).     

 Within the Buenos Aires city limits, the neighborhoods Chacarita, from District 15, and 

Villa Lugano, from District 1, continued to display an above average percentage of immigrant 

population, according to the Buenos Aires average; Chacarita contained 40.6% while Villa 

Lugano housed 37.2% (1998).  Yet, outside of Buenos Aires, the cities in which D’Arienzo  

 

                                                 
76 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Figure 4.12. D’Arienzo’s orchestra performances in 1951 from advertisements in the newspaper 
El Mundo. 
 
performed were demographically diverse communities.  Crucecita, listed under the town 

Avellaneda, 38.2%, and the town Gerli, listed as a part of Lanus, 39.4%, both housed a large, 

above average, percentage of immigrants (1998).  Turdera, listed under Lomas de Zamora, 

32.6%, and San Andres, listed collectively with General San Martin, 33.4%, encompassed an 

                                                 
77 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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average percentage of immigrants when compared to the average of Buenos Aires.  Finally, 

Victoria, listed under the city San Fernando, 26.6%, and Villa Tesei, listed under Moron, 26.7%, 

were considered cities with below average immigrant percentages as compared to Buenos Aires 

(1998).  

 D’Arienzo’s orchestra continued to perform and disseminate cosmopolitanism amid high 

and low immigrant populations month after month.  Even though his orchestra was already well 

known in many neighborhoods and outlying cities, surrounding communities and cities 

continued to seek out D’Arienzo’s orchestra, thus allowing the orchestra’s diverse identity to 

further spread.  

Spreading Cosmopolitanism:1952-1953 
 With performances in over twenty-nine Buenos Aires neighborhoods and thirty-one cities 

outside of Buenos Aires for thus far, D’Arienzo’s orchestra had built and maintained a powerful 

rapport with almost every neighborhood and city in the area.  Proof of his maintained affinity 

with the tango communities through the high volume of performances during these years can be 

seen in (Figures 4.13, 4.14, 4.15, and 4.16).  Even so, two additional neighborhoods and two 

additional cities were included in D’Arienzo’s orchestral performance locations in 1952 and 

1953.   
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Figure 4.13 D’Arienzo’s orchestra performances in 1952 from advertisements in the newspaper 
El Mundo. 
 

                                                 
78 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Figure 4.14. D’Arienzo’s orchestra performances in 1952 from advertisements in the newspaper 
El Mundo. 
 

                                                 
79 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
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Figure 4.15. D’Arienzo’s orchestra performances in 1953 from advertisements in the newspaper 
El Mundo. 
 

                                                 
80 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Figure 4.16. D’Arienzo’s orchestra performances in 1953 from advertisements in the newspaper 
El Mundo. 
 

 Within Buenos Aires, D’Arienzo performed in the District 15 neighborhood of Villa 

Devoto and the District 1 neighborhood of Villa Soldati (1998). Villa Devoto contained an 

immigration population percentage of 40.6%, an above average percentage when compared to 

the Buenos Aires average (1998).  With this neighborhood addition, D’Arienzo’s orchestra had 

successfully performed in every major neighborhood within District 15, one of the largest 

                                                 
81 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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districts in terms of square kilometers with the largest documented immigrant population.  In 

turn, D’Arienzo’s orchestra had fully demonstrated their influence and acceptance within native 

Argentine communities and newly arriving immigrant communities, as well.  Additionally, the 

same acceptance emerged from the District 1 neighborhood called Villa Soldati.  Villa Soldati 

contained an immigrant population percentage of 37.2% and was the final neighborhood 

D’Arienzo needed for a full district-wide representation of his orchestra in District 1 (Instituto 

Nacional de Estadistica y Censos Argentina 1998).  Slightly larger than District 15, District 1 

was the largest district in all of Buenos Aires, measured square kilometers, with the second 

highest immigrant population.  Within District 1, the immigrant population consisted of 

Argentine natives, Andean indigenous peoples who came to Argentina to work at beef factories, 

and Argentines with foreign ancestry.  The collective population of both diverse immigrants and 

Argentines within Buenos Aires shows just how deeply D’Arienzo’s orchestra had been accepted 

and absorbed by all strains of the community; the full completion of this district only solidifies 

his cosmopolitan impact through, and within, his orchestra.     

 The cities outside of Buenos Aires that were hosted D’Arienzo’s orchestra performances 

both contained an immigrant population percentage lower than the average in Buenos Aires.  San 

Miguel, listed under General Sarmiento, housed a 25.3% immigrant population and La Matanza 

housed a 29.8% immigrant population (1998).   D’Arienzo’s popularity and cosmopolitan 

influence continued to spread to new cities, even within cities with lower immigrant 

representation.  The addition of these two cities furthers the evidence of the acceptance and 

support of D’Arienzo’s diverse orchestra across ethnic and geographic communities.  
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Conclusion 

The argument of D’Arienzo’s orchestra acting as a vehicle for cosmopolitanism is seen 

through the culmination of a highly diverse group of musicians successfully performing together, 

or the cosmopolitan orchestra, and their widespread acceptance of demographically and 

socioeconomically diverse populations through performance.   

 The orchestra of Juan D’Arienzo contained a mix of ethnically, socioeconomic, and 

gender diverse individuals to create a truly cosmopolitan orchestra.  Musicians like Eladio 

Blanco, Olindo Sinibaldi, and Libertad Lamarque, with diverse heritages, brought a variety of 

cultural ideas to the orchestra while Carlos Lazzari, Clemente Arnaiz, and Juan D’Arienzo 

himself, who came from a variety of socioeconomic upbringings, contributed a different set of 

ideas to the group.  Additionally, Alberto Reynal, Héctor Mauré, Alberto Echagüe, and Armando 

Laborde contributed a sense of ethnic fluidity within the orchestra through the tradition of stage 

names.  The combination of this dual diversity contributed to an especially unique orchestral 

sound and culturally informed performances, thus creating a fully functioning cosmopolitan 

community within the orchestra.   

 Just as the diversity within D’Arienzo’s orchestra contributed to its cosmopolitan 

organization, the locations of the orchestra’s performances also presented the group with the 

opportunity to meet a diverse group of people and spread cosmopolitanism.  Continued 

patronage from high immigrant population percentages, like the in cities of Avellaneda, 

Crucecia, Gerli, and Lanus, demonstrate a highly cosmopolitan community accepting a highly 

cosmopolitan orchestra.  Likewise, cities such as Victoria, San Fernando, Villa Tesei, and Moron 

with lower percentages of immigrants continue to demonstrate the orchestra’s support and 

acceptance within areas with a more limited cosmopolitan experience. D’Arienzo’s orchestra 
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was link and building connections between these outer, less immigrant population cities, and the 

diverse neighborhoods of Buenos Aires.  

D’Arienzo’s orchestra did not discriminate between cities with high socioeconomic 

communities, such as Avellaneda, and cities with low socioeconomic communities, like San 

Fernando.  These varied performances demonstrate the co-acceptance of D’Arienzo to all types 

of communities and those people’s acceptance of him.  

 Though the mission of spreading cosmopolitanism was not the direct intent of D’Arienzo, 

the combination of his orchestra’s vast diversity and the spread of the cosmopolitan tango music 

in performance venues in and around Buenos Aires to a range of diverse communities resulted in 

a true, yet unintentional, spread of a cosmopolitanism. 
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CHAPTER V  

THE CHAN-CHAN 

 Just as every tango dance begins with a simple embrace, it must also end with a chan-

chan.  The chan-chan, a term used by both tangueros82 and milongueros83 to denote what is 

essentially a final musical cadence, resolution, or conclusion to a tango, parallels the definitive 

V-I chordal endings typically found in the tango music.  As Kacey Link describes, the chan-chan 

is “one of the true hallmarks of Argentine tango” (Link 2016:35) as it is the final moment of pure 

connection between both dancers and musicians. 

The chan-chan requires connectivity between the two dancers in order to execute the 

moment correctly. If by the end of the dance the couple has not accepted and trusted each other 

completely, the execution of the chan-chan results in a shattered aesthetic and an air of 

inconclusiveness.  Cosmopolitan cooperation and faith in one another are needed for a true 

resolution, leaving the participants with a desire for more.  

Pnina Werbner’s definition of cosmopolitanism states that, “at its most basic, 

cosmopolitanism is about reaching out across cultural differences through dialogue, aesthetic 

enjoyment, and respect; of living together with differences” (Werbner 2008:2).  In placing the 

former examples within a cosmopolitan framework, a comparative interpretation can be 

produced. If diverse groups use active methods of communication within the broader 

sociocultural forums of their community, akin to the tangueros and more precisely, milongueros, 

a cohesion that transcends their initial distinctions create the potential environment for a 

cosmopolitan community. Analogously, a historical analysis of Osvaldo Pugliese, Juan 

                                                 
82 One who plays and is involved within the music of tango. 
83 One who dances and is involved within the dancing of tango. 
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D’Arienzo, and their orchestras demonstrate their transcended cultural and class distinctions 

through the popularity and aesthetic enjoyment of the tango. This shared aesthetic enjoyment 

presents tango in the larger context of participating in the spread of the diverse cosmopolitan 

ideology of Buenos Aires to the less diverse surrounding cities.  Though this is a small data set 

of just two orchestras this research shows the spread of tango from1949-1953 and how it effected 

not only the members of the orchestras but also the communities that were consuming their 

music.   

Building a Cosmopolitan Orchestra 

 Markers of cosmopolitanism are seen widely within Osvaldo Pugliese and D’Arienzo’s 

orchestras. Pugliese’s orchestra encompassed members that possessed diverse nationalities and 

belonged to disparate communities within their immediate neighborhoods.  Osvaldo Pugliese, 

himself, was an example of this.  In his lifelong neighborhood of Villa Crespo, Jewish influences 

were a dominant feature within the community.  In fact, the overarching immigrant population in 

his neighborhood was listed as the highest immigrant population percentage within Buenos Aires 

according to the 1947 census.  Additionally, Pugliese’s teachers at the Odeon conservatory, such 

as the Russian Isaac Tenensoff, Italian Pedro Rubione, and Italian Vicente Scaramuzza, and 

gender diverse colleagues in his early career, such as female bandoneonista Paquita Bernardo, 

(Link 2016:177) contributed to the influence of Pugliese’s understanding of diverse peoples.  

One could presume that Pugliese’s cosmopolitan surroundings and upbringing assisted in his 

cosmopolitan character, a foundational element in which his orchestra was built upon.   

The singers and instrumentalists in Osvaldo Pugliese’s orchestra were comprised of 

differing geographic, ethnic, and socioeconomic statuses.  Uruguayan violinist Julio Carrasco, 

Italian violinist Francisco Sammartino, Italian violinist Enrique Camerano, also known as El 
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Gitano, or The Gypsy, and bassist Aniceto Rossi, from the neighboring Argentinian city of 

Avellaneda, were all orchestral instrumentalists from areas outside of Buenos Aires.  In 

conjunction, though violinist Emilio Balcarce from Caballito, violinist Oscar Herrero from 

Palermo, bandoneonista Oscar Castagniaro from San Telmo, and bandoneonista Jorge Caldara 

from La Paternal all hailed from within the city of Buenos Aires, each of these instrumentalists 

also matured in neighborhoods with notable immigrant influences, cultural differences, and 

varying socioeconomic backgrounds.  This contributed to the orchestra’s cosmopolitan ideals.  

With the exception of baritone Miguel Montero who kept his name in honor of his late father 

(Principe 2018), Pugliese’s singers, tenors Alberto Morán and Jorge Maciel, and baritone Juan 

Carlos Cobos, demonstrated a cosmopolitan fluid nationality through the use of stage names as a 

way to connect themselves to an internationally grounded populous rather than a single group of 

people. 

 Similar to the life of Osvaldo Pugliese, Juan D’Arienzo also contained the many elements 

of a cosmopolitan upbringing.  Like many of the other children within D’Arienzo’s home 

neighborhood of Balavaners, D’Arienzo was raised by first generation Italian immigrants.  

During his childhood a surge of immigrants from Italy, Russia, and other Eastern European 

countries resulted in urbanization and a change in the socioeconomic status of the area.84  This 

change was a catalyst for the development of a cosmopolitan neighborhood which influenced 

D’Arienzo’s early life.  In his early career, D’Arienzo participated in cosmopolitan 

collaborations with dancers like El Mocho (David Undarz), La Portuguesa, (Amelia Undarz), 

                                                 
84 Denis, Marcela. “Los Peruanos y los Cambios Migratorios en un Barrio de la Abasto.” Museo 
de Roca, 2012. Accessed March 10, 2018. 
https://web.archive.org/web/20121002213010/http://www.museoroca.gov.ar/articulosytrabajos/i
nmigracionhistoriaarte/peruanosw-voces.pdf 
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and the Frederickson Jazz Band.  These examples of performances within in urbanized 

communities set the cosmopolitan foundation that his orchestra built upon. 

Like D’Arienzo himself the singers and instrumentalist from his orchestra were 

comprised of differing geographical, socioeconomical, and ethnic origins.  Pianist Fulvio 

Salmance from Las Variellas, violinst Clemente Arnaiz from Coronel Suarez, and tenor Carlos 

Lamas from Rosario were each members of the orchestra that were from various rural areas 

outside of Buenos Aires.  In each of these rural communities, notable groups of immigrant 

influences were present, such as the indigenous Andean community in Las Variellas, German 

immigrants in Coronel Suarez, and immigrants from neighboring counties like Bolivia and Brazil 

in Rosario.  Also, the musicians Alberto Miguel and Enrique Alessio lived within neighborhoods 

of Buenos Aires with notable cultural differences and ethnic diversities, thus additionally 

contributing to the cosmopolitan ideals within the orchestra.  In association to the orchestra’s 

cosmopolitanism, D’Arienzo’s singers, Hector Mauré and Armando Laborde, presented notions 

of fluid nationality through the use of stage names.  Finally, French soprano Libertad Lamarque 

added female representation to the overwhelmingly male dominated orchestra, further 

symbolizing the orchestra’s well-rounded and cosmopolitan principles. 

Spreading Cosmopolitanism 

 In addition to the cosmopolitanism established within the two groups, the orchestras of 

Osvaldo Pugliese and Juan D’Arienzo assisted in the diffusion of cosmopolitanism through live 

performances within Buenos Aires and its neighboring cities.  According to data collected 

through archival research found in advertisements of the newspaper, El Mundo, a chronicle of 

documented historic live performances display the dispersal of cosmopolitanism spread by the 
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orchestras.  Collectively, both Pugliese and D’Arienzo’s orchestras performed of a total of nine-

hundred and seventeen times between the years 1949-1953 (Figure 5.1). 

 Between 1949-1953, Pugliese’s orchestra performed a total of four-hundred and forty 

times (Figure 5.2).  Within Buenos Aires, Pugliese performed in the following twenty-four 

neighborhoods within Buenos Aires: Núñez, Belgrano, Colegiales, Palermo, Villa Urquiza, Villa 

del Parque, Villa Crespo, San Telmo, La Boca, Barracas, Caballito, Recoleta, Villa Santa Rita, 

Boedo, Parque Avellaneda, Versalles, Mataderos, Villa Lugano, Nueva Pompeya, Parque 

Patericious, Monserrat, Agronomia, San Nicolas, Valez Sarsfield. In addition, Pugliese’s 

orchestra performed in the following twenty-three cities outside of Buenos Aires: Cuidadela, 

Avellaneda, Temperley, Berazategui, Quilmes, Boulogne, Beccar, Tigre, Don Torcuato, Caseros, 

Villa Madero, Villa Fiorito, Valentin Alsina, Lanus, Oeste, Gerli, San Fernando, San Miguel, 

San Andres, Siudadela,  
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85    

Figure 5.1. Collective total of performances noted in the newspaper El Mundo by Pugliese’s 
orchestra and D’Arienzo’s orchestra between 1949-1953. 
 
Villa Sarmiento, Villa Maipu, and Castelar.  In conjunction to their cosmopolitan ethics, 

Pugliese’s orchestra performed in areas with high immigrant population percentages, such as 

Villa Crespo, Almagro, Mataderos, Avellaneda, Crucecia, Gerli, and Lanus, in addition to areas 

with a lower immigrant population percentage, like Victoria, San Fernando, Villa Tesei, and 

Moron.  Communities with a high number of local Argentine nationals, such as San Telmo, 

Monserrat, and La Boca, were also visited.  As a result of his geographically expansive 

                                                 
85 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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performance history, Pugliese spread cosmopolitanism through his celebration of diverse 

communities and their welcoming of his cosmopolitan orchestra.   

86 

Figure 5.2. Collective total of performances noted in El Mundo by Osvaldo Pugliese’s orchestra 
between 1949-1953. 
 
 Between 1949-1953, D’Arienzo’s orchestra performed a colossal 478 times collectively 

(Figure 5.3).  Within Buenos Aires, D’Arienzo performed in the following thirty-one 

neighborhoods within Buenos Aires: Belgrano, Nunez, Villa Pueyrredon, Villa Urquiza, 

Agronomia, Villa Crespo, Caballito, Monserrat, San Telmo, San Nicolas, Palermo, Floresta, 

Varela, Flores, Liniers, Mataderos, Parque Avellaneda, Boedo, Nueva Pompeya, Parque 

Patricios, Barracas, Almagro, Villa del Parque, Villa Real, Varsalles, Varela, San Cristobal, 

                                                 
86 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 
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Chacarita, Villa Lugano, Villa Devoto, and Villa Soldati.  In addition, Pugliese’s orchestra 

performed in the following thirty-two cities outside of Buenos Aires: Ramos Mejia, Villa 

Sarmiento, Florida, Villa Ballester, Beccat, Tigre, Boulogne, San Martin, Castelar, Avellaneda, 

Sarandi, Villa Dominico, Lanus Este, Remedios de Escalada, Quilnes, Temperley, Caseros, 

Itzaingo, Merlo, Villa Sanguinetti, Villa Fiorito, Valentin Alsina, Piñeiro, Berazategui, Victoria, 

San Andres, Villa Tesei, Gerli, Crucecita, Turdera, San Miguel, La Matanza.  His extensive 

performances covered every major neighborhood and every federal district in Buenos Aires.  

87 

Figure 5.3. Collective total of performances noted in El Mundo by Juan D’Arienzo’s orchestra 
between 1949-1953. 

                                                 
87 Source: “Orquesta Tipica Live Performances,” Historypin.com: 
https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-
58.081833/search/tag:sporting%20social%20club/sort/popular/paging/1/pin/1081437 



 
Texas Tech University, Charles Olivier, August 2018 

101 

This collective evidence hearkens to Pnina Webner’s conceptualization of 

cosmopolitanism; dissimilar communities actively fostered and accepted of the shared aesthetic 

enjoyment of tango.   

Application For Further Research  
 This research should be generalized with caution due to the inconsistency of available 

individual periodicals from the collection of newspapers entitled El Mundo. The limited sample 

size available during my archival research in 2016 was due to environmental factors 

(decomposing pages) and previous political decisions (censorship from a militarized 

government). In some instances, there were dates missing from the archival collection of El 

Mundo in the Biblioteca de Congreso in Argentina; it was not uncommon to find entire months 

missing. Despite several missing entries between 1949 and 1953 in the archive, my argument 

remains unaffected as the focus of this thesis was on the analysis of overarching effects that 

tango had on the diffusion of cosmopolitanism within Buenos Aires.  

In addition, data was limited to the examination of published advertisements in El 

Mundo.  One must also consider the non-advertised performances. Because the El Mundo was a 

highly popular periodical, the demand for advertising space was very high as was the price to 

obtain that space.  This economic roadblock might have prevented smaller venues from 

advertising to promote their performances.   

There are several ways in which I would like to continue this research. First, the creation 

of a digital interactive map archive88 opens a future of possibilities. Research on the individual 

histories of each neighborhood of Buenos Aires and the different live music venues that 

participated in the promotion, sustainability, and accessibility of tango could stem from this type 

                                                 
88https://www.historypin.org/en/buenos-aires-live-performances/geo/-34.610749,-
58.432714,10/bounds/-35.00314,-58.783595,-34.216494,-58.081833/paging/1  
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of data input method.  Next, I would be interested in increasing the range of years in which I 

examine the spread of cosmopolitanism as it might be interesting to observe the impact of the 

orchestras over a larger period of time.  In addition, I would like to compare cosmopolitanism (or 

the lack thereof) with additional Golden Age orchestras.  Though Pugliese and D’Arienzo were 

arguably two of the most influential groups of their time, there were several other noteworthy 

orchestras that may or may not have stood the test of time.  An examination and comparison of 

these groups against the information collected in this thesis could produce both answers, and 

questions, regarding their popularity and clout during their time.  Finally, it would be interesting 

to reproduce this research with contemporary tango orchestras.  Modern tango, specifically seen 

within Buenos Aires and the United States, have morphed and advanced in several interesting 

ways.  Tracking this development might prove interesting as the results might be compelling to 

compare to the information discovered from the scope of this thesis.  I hope that this research can 

be continued to fully examine tango’s effect on its surrounding communities.   
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