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ABSTRACT 

This research explores the diversity of Colombia’s classical guitar repertoire (CCGR). 

Using musicological and artistic approaches, it aims to expand understanding of the wide 

stylistic range and diversity of CCGR. In particular, building on previous categorisations of 

Colombian music, this project offers a three-part framework for better understanding the 

diversity of CCGR idioms in their contemporary manifestations: namely, traditional, 

traditional-popular, and art music. Drawing on methods characteristic of historical 

musicology and artistic research, this research contributes to new understandings of these 

CCGR idioms through (1) inductive thematic analysis of academic and non-academic 

publications, including creative outputs such as compositional scores and recordings related 

to CCGR and the music genres involved; and (2) a CD I recorded for this research that 

showcases repertoire—including a world premiere piece—displaying the diversity of CCGR 

across the three idioms outlined above. It is hoped that the research outcomes will (a) expand 

current knowledge of the nature and diversity of CCGR, (b) help to profile and disseminate 

relatively unknown CCGR, and (c) inform future research on Colombian music and CCGR. 

In these ways, these outcomes may be of interest and benefit to composers, guitarists, and 

researchers, particularly but not only those from Colombia, in understanding, identifying and 

contextualising the diversity of CCGR.  
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GLOSSARY 

The following glossary defines key terms used in this thesis. 

Art Music of Colombia: A music category denoting Western art music idioms that 

evolved in Colombia from the Colonial (late 15th–19th centuries) and Republican (19th–20th 

centuries) periods to current times (20th–21st centuries; see Béhague, 2001; Bermúdez & 

Duque, 2000).  

Colombian music: For the purpose of this research, I loosely define Colombian 

music as music either written by a person born in or with strong links to Colombia, or music 

that incorporates characteristics of Colombian musics as described throughout this thesis. 

Classical guitar: A musical instrument whose typical contexts have predominantly 

been based on, but not limited to, formal Western art music practices—education, rituals, and 

music literacy (see Wade, 2001). 

CCGR: Colombia’s classical guitar repertoire; that is, Colombian repertoire for the 

classical guitar as defined above. 

Idioms (musical): The group of stylistic expressions and idiomatic characteristics of 

music practices, periods, or styles. 

Idiomatic: “Appropriate to the style of art or music associated with a particular 

period, individual, or group” (Idiomatic, 2019). In this thesis, I use the term idiomatic 

interactions to mean the stylistic interconnections of distinct musics associated with a 



10 

particular period, or ideological and cultural positioning (i.e., Romantic music, Western vs 

Non-Western, Nationalism, and folklore). 

Traditional Music of Colombia: A music category that refers to vernacular music 

idioms that have evolved in Colombia from the Colonial (late 15th–19th centuries) and 

Republican (19th–20th centuries) periods to current times (20th–21st centuries; see 

Bermúdez, 1990; Bermúdez & Duque, 2000; List, 2001).  

Traditional-Popular Music of Colombia: A music category that comprises the 

traditional musics that became popular and mass-disseminated in 20th-century Colombia (see 

Waxer, 2001). Therefore, the category is a sub-set of traditional music of Colombia (see 

above). 

A Note on Translations 

All interviews and sources in Spanish used throughout this thesis were translated by 

the author, A. Duque-Cuartas, with the editorial assistance of Dr T. Kunaeva. 
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INTRODUCTION 

For centuries the guitar, as an ensemble instrument, has been crucial within the music 

traditions of Colombia; yet, only in the second half of the 20th century has the solo guitar 

achieved prominence in the country. Since then, the classical guitar repertoire has not only 

been crucial in shaping and strengthening a significant part of the musical heritage of 

Colombia but also has broken new ground. To date, this repertoire ranges from traditional 

musics from different cultural regions of Colombia to Western art music idioms alien to 

vernacular and folkloric aesthetics of the country.  

Colombia’s classical guitar repertoire (CCGR) is substantial, diverse, and prolific in 

its stylistic interactions; however, its idiomatic richness remains widely unknown by 

academia and the classical guitar community. This research aims to address the lack of 

knowledge and understanding about that diversity in the repertoire. By generating a recording 

of CCGR, this research also aims to contribute artistically to disseminating this knowledge. 

Based on the new insights gained, I argue that the stylistic richness of CCGR might 

contribute to the broader musical diversity of Colombia. 

In this chapter I elaborate on the context, rationale, and aims of this inquiry. First, I 

describe the traditional Colombian guitar and compare it with the classical guitar. I then 

present my research question and aims, and argue the rationale for this research. I close the 

chapter by outlining the structure of this thesis. In later chapters I offer a review of existing 

literature and other sources relating to the project, present my methodology, and offer a new 

theoretical and artistic framework for understanding the diversity of CCGR. 

Classical Guitar and Traditional Colombian Guitar 

This research focuses on the classical guitar music of Colombia. It is therefore 

essential to differentiate the classical guitar from the traditional Colombian guitar since 
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some music traditions included in this research evolved through the use of fretted-string 

instruments, including the traditional Colombian guitar. Although the classical guitar and the 

traditional Colombian guitar share some external attributes, their musical function varies. In 

Colombia the two instruments differ from each other in the treatment, dissemination, and 

approach to their repertoire. However, in the Andean region of the country, it is not 

uncommon that classical guitarists take part in traditional fretted-string ensembles (guitar-like 

string ensembles), crossing the boundaries between the traditional and classical guitars and 

enriching the music traditions of the country.   

I perceive the guitar, in all its manifestations, as one of the most adaptable and 

significant string instruments in both Western and non-Western cultures. It is versatile in its 

shape and size, substantial in technical and musical range, and flexible cross-culturally. These 

qualities, in particular its harmonic and melodic possibilities, led the guitar to be an essential 

part of diverse cultures around the world. Several musics have not only evolved through the 

guitar but also through the varied sociocultural functions and musical treatments that the 

guitar has had in distinct cultures and customs, which have shaped several morphologies of 

the instrument. This research pertains to the repertoire of a specific guitar in a particular 

country: the classical guitar repertoire of Colombia. 

Throughout this thesis, I refer to the term classical guitar as a musical instrument 

whose repertoire ranges from Western art music idioms to folkloric music expressions, and 

whose dissemination (technical and musical) is, to a great extent, based on formal Western 

art music education and rituals. In regard to the coinage of the term classical guitar, there 

seems to be no clear evidence of exactly when or who coined it. Scholarly publications such 

as Savino (1997), Allorto (1990), and Wade (2001), amongst others, suggest that the term 

classical guitar was first used between the late 18th and mid-19th centuries. During that 

period the guitar underwent fundamental transformations in shape, sound, and repertoire, 
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while Italian and Spanish guitar composers started to be influenced by the core repertoire of 

the Classical and Romantic periods of Western art music. Savino (1997) states: 

 

When addressing the issue of classical guitar performance practice the guitarist 

encounters problems that do not exist for other instrumentalists. What is commonly 

referred to as the apex of the classical guitar period is, in fact, the early Romantic 

period, ca. 1800–40. In reality, the Classical period of ca. 1740–90, as it is described 

by most music historians, is a time of transition for the guitar, during which at least 

four kinds of guitars were in common use, each requiring somewhat different tuning, 

stringing, and playing techniques. Therefore, when performing a work from the 

Classical period one must first determine the instrument for which the repertory was 

originally composed. Even though the guitar is usually considered a ‘Spanish’ 

instrument, it is in Italy where the transition of the five-course Baroque guitar to the 

six-string Classical guitar seems to have been the most direct. (pp. 195–199)  

 

Similarly, Allorto (1990, pp. 3–6) states: 

 

In questo studio mi limiterò a parlare della chitarra classica, cioè del modello a sei 

corde singole in nylon o budello che ebbe origine in Europa alla fine del secolo XVIII 

e che si sviluppò completamente nella seconda meta del XIX. Dalla seconda metà del 

diciottesimo secolo ha inizio il processo che porterà alla nascita della chitarra 

moderna. Questa evoluzione non fu lineare, ma ebbe luogo contemporaneamente e 

con modalità differenti nei vari paesi europei, fino a culminare in Spagna con il 

lavoro di Antionio de Torres, le cui innovazioni ni determinarono il prototipo della 

chitarra classica. (Italian original)  
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In this study I will limit myself to talking about the classical guitar; that is, the six 

single strings model in nylon or gut which originated in Europe at the end of the 18th 

century and which developed entirely in the second half of the 19th century. The 

process that led to the birth of the modern guitar began in the second half of the 18th 

century. Its evolution was not linear but took place simultaneously and in different 

ways in the various European countries, culminating in Spain with the work of 

Antonio de Torres, whose innovations determined the prototype of the classical 

guitar. (A.D. translation) 

 

Centuries of evolution have shaped the current morphologies and different sound 

qualities of the guitar. We can vaguely track this evolution from the ancient Greek kithara 

and the lute family (long and short-neck) in the Middle East (Banrepcultural, 2013). 

However, it is highly accurate to classify the modern guitars as the successors of the Spanish 

vihuela and the four-course guitar of the Renaissance (see Wade, 2001). Between the late 

16th and mid-17th centuries, an additional course established the Baroque five-course 

guitar—still with movable frets (Wade, 2001). The six-string guitar, also known at the time 

as the classical guitar, became popular in Europe in the mid-18th century (Wade, 2001). It 

was, however, not until the mid-19th century that the luthier Antonio Torres (1817–1892) 

improved the guitar, reaching new technical and sound possibilities (Wade, 2001).  

Torres was crucial not only in improving the sound properties of the instrument but 

also in establishing a path for other luthiers who continued developing its sound richness. His 

developments improved substantially the resonance, dramatic expression, and projection of 

the guitar. This evolution fostered international expansion of the repertoire, interpreters, 

audience, and guitar makers (Morrish, 2002; Wade, 2001).  
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In the early 19th-century, the guitar became extremely popular within European 

society, particularly in Paris and Vienna. Charles de Marescot described this phenomenon 

using the term la guitaromanie (the guitarmania) (Gura, 2003). He also used the term as the 

title of the collection of his original pieces for the beginning player. In the 1830s the 

unstoppable trend of guitarmania reached America “giving America’s unique social and 

economic conditions, further democratized” (Gura, 2003, p. 9). 

Following the work of Torres, the classical guitar has continued to evolve. Diverse 

luthiers around the world, such as José Ramírez (1858–1923), Ignacio Fleta (1897–1977), 

Daniel Friederich (b. 1932), Greg Smallman (b. 1947), Matthias Dammann (b. 1957) 

amongst many more, continued expanding the sound qualities of the instrument and, in turn, 

its musical and stylistic boundaries (see Morrish, 2002)1.  

Worldwide, guitarists and scholars also refer to the classical guitar as the academic 

guitar, the Spanish guitar, or the solo guitar (BBC, 2016; see also betto2000, 2007; Nupen, 

1994; Wade, 2001). Although these designations have been colloquially spread, I find the 

latter two terms (the Spanish guitar, or solo guitar) inaccurate and misleading because the 

instrument’s development involves other countries (see Wade, 2001, pp. 72–105) and the 

classical guitar is also an ensemble instrument. 

The term academic guitar likely refers to the instrument’s technical and musical 

developments in formal Western art music institutions during the late 19th and 20th centuries 

(see Morrish, 2002; Wade, 2001). It seems to have emerged through the monumental work of 

Andres Segovia (1893–1987), Spanish classical guitarist, erudite philanthropist, and 

composer (Nupen, 1994; Radio Television Nacional de Colombia, 2017). Segovia influenced 

and encouraged, to a great extent, the introduction of the classical guitar into formal music 

 
1 See also GuitarCoop’s (2016) interview of John Williams (the guitar player) for his view about the evolution 
of the classical guitar sound.  
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education internationally. He dedicated his long music career to raising the instrument to the 

same status as the piano and bowed strings instruments (Nupen, 1994).  

Segovia’s campaign involved, first, introducing the instrument into formal music 

institutions; second, commissioning a significant amount of repertoire from prestigious 

composers; and third, disseminating the repertoire worldwide (Nupen, 1994). The latter 

comprised several recordings and countless sold-out concerts in major cities and theatres 

worldwide, including Teatro Colón in Bogotá, Colombia’s capital (Nupen, 1994; Radio 

Television Nacional de Colombia, 2017). As I argue later in this thesis, Segovia’s colossal 

campaign had a substantial impact on Colombia’s classical guitar ecosystem. He had a great 

influence on the formal music study and expansion of classical guitar practice and repertoire 

in Colombia, as well as in many other countries in the Americas.  

Before Segovia, however, the guitar—that is, the traditional Colombian guitar—had a 

significant role in Colombia’s popular and traditional musics. As a Colombian guitarist, I 

recognise both guitars (classical and traditional Colombian) and their repertoire as 

fundamental to the past, present, and future of a significant part of Colombia’s culture. 

However, the boundaries between the two instruments may be blurred.  

Several of Colombia’s classical guitar composers have introduced traditional music 

idioms to the classical guitar repertoire. This fusion has expanded the musical and technical 

possibilities of the traditional music of the country and the classical guitar repertoire. 

However, although both instruments share the same origin, as well as a similar development 

and external shape, the classical and traditional Colombian guitar may differ from each other 

in their musical function and approach to the repertoire.  

Based on my experience as a Colombian traditional-popular and classical guitar 

player and researcher, I propose four criteria to compare the classical and traditional 

Colombian guitar: (1) morphology, (2) their sociocultural roles, (3) the range of styles and 
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compositional approach of their repertoire, and (4) the dissemination of musical knowledge 

throughout generations (see Table 1).  

 

Table 1: Comparison of the Classical Versus the Traditional Colombian Guitar. 

 CLASSICAL GUITAR TRADITIONAL COLOMBIAN GUITAR 

Morphology • Six-string guitar 
(usually); 

• Similar to Torres’s 
guitar external shape; 

• Structural variations of 
the guitar by different 
luthiers, namely, 
variants of the top, size, 
number of frets, woods, 
amongst others. 

• Nylon, carbon, 
composite strings, etc. 

• Six-string guitar; 
 
• Similar to Torres’s guitar external 

shape; 

 
• Mostly traditional fan bracing top; 

 
 
• Mostly nylon strings, steel strings 

are occasionally used (Gradante, 
2013). 

Sociocultural role • Western art music 
approaches: concert 
settings and rituals. 

• Ranges from folkloric dances and 
other cultural manifestations in 
Colombia to concert settings 
similar to Western art music. 

Range of styles & 
compositional 
approaches 

• Western and non-
Western musics; 

• Polyphonic 
compositional style; 

• Solo and ensemble 
instrument; 

• Technical and academic 
approach of its 
repertoire; 

• Mostly instrumental. 

• Traditional and popular musics of 
Colombia; 

• Harmonic (accompaniment) and 
bass line; 

• Ensemble instrument and voice 
accompaniment; 

• Empiric and folkloric approach of 
its repertoire; 

 
• Text-based and instrumental. 

Dissemination of 
musical 
knowledge 

• Scholarship in Western 
art music; 

• Formal Western music 
institutions 

• Oral tradition; 

 
• Folkloric music institutions 

Note. The above comparison shows the generalities of each guitar. Both guitars share similar 

morphology but differ to some extent in their sociocultural role and music styles; and their technical, 

musical, and interpretative aspects are considerably different.  
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The main difference between the two instruments lies in their compositional 

approach. As a polyphonic instrument, the classical guitar is a self-sufficient solo instrument; 

the traditional Colombian guitar, on the contrary, is an ensemble instrument. The traditional 

Colombian guitar acts as a harmonic or bass support for different instruments within the 

traditional and popular musics (vocal or instrumental music) of the country (for example, 

listen to Casa de América, 2015; Castañeda-González, 2013; James, 2019). Along with other 

plucked string instruments (e.g., the tiple and bandola), the traditional Colombian guitar has 

been, and still is, a vital part of Colombian mestizo ensembles such as the estudiantina and 

dueto bambuquero (Gradante, 2013; List, 2001). Chapter 3 describes the above groups and 

their relevance to the traditional Colombian guitar and Colombian musics.  

To some extent, the musical and technical dissemination of both guitars is also 

different. The standard classical guitar repertoire often requires the performer to have formal 

training in Western music. Conversely, traditional Colombian guitarists (and fretted-strings 

players) have passed down their musical knowledge through oral traditions for centuries 

(Franco, 2005; Franco, Lambuley, & Sossa, 2008), although there are music academies 

focused on traditional and popular musics of the country (Mincultura, 2016a, 2016b). 

There are, however, several stylistic exceptions and a cross-collaboration between the 

two guitars (classical and traditional Colombian). In ensembles, the classical guitar could be 

melodic, harmonic, or both (e.g., Kunta, 2012). In the same way, the Colombian guitar could 

have a polyphonic function in the country’s traditional ensembles (e.g., UTRGV Guitar 

Festival, 2019). Colombian classical guitarists often take part actively in traditional music 

ensembles and by interpreting traditional music repertoire written for the classical guitar. 

These exceptions, however, occur under specific circumstances and do not reflect the 

conventional environment of the two instruments. 
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To conclude, the guitar, as a multicultural music instrument, has had different 

musical, technical, and cultural approaches in different cultural contexts. The classical guitar 

repertoire encompasses Western art music idioms, as well as folkloric music expressions, 

both traditional and popular. Although this research focuses on the classical guitar, the music 

idioms involved relate, to some extent, to both guitars—the traditional Colombian and 

classical. This research argues that the diversity of Colombia’s classical guitar repertoire 

(CCGR) ranges from traditional musics to Western art music idioms of the country. In the 

next section, I outline the conceptual framework of this inquiry, including its aims, rationale, 

and research question. 

Research Aims and Rationale 

This research seeks to answer the research question: How can musicological and 

artistic approaches to CCGR foster new understandings of the stylistic diversity of that 

repertoire? 

The research has the following aims: 

• To expand understanding of the nature and diversity of CCGR through 

musicological and artistic approaches, 

• To develop a framework for better understanding the diversity of CCGR 

idioms in their contemporary manifestations, and 

• To generate an artistic output that helps showcase the diversity of CCGR 

idioms. 

There is a musicological and artistic gap in understanding the diversity of CCGR. 

Most of this repertoire remains largely unknown locally and internationally, and both artistic 

and musicological research on the diversity of CCGR is limited. Most representations of 

CCGR tend to present only a limited folkloric subset of this repertoire, and the full variety of 
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CCGR remains unknown in the standard guitar repertoire. This imbalance could lead to a 

general misconception about the diversity of CCGR. Although folkloric musics of the 

country are arguably essential in promoting and disseminating Colombia’s traditional-music 

heritage, a more comprehensive understanding and balanced dissemination of CCGR could 

enable a broader acknowledgement of the diversity and magnitude of this repertoire. 

Through both theoretical and artistic approaches, this research focuses on recognising, 

understanding, and promoting a diverse range of CCGR idioms. This research provides a 

theoretical framework for better understanding the diversity of this repertoire and, through an 

artistic component, also demonstrates how that framework works in practice. By 

disseminating and promoting this relatively little-known repertoire, it is hoped that the new 

understanding of CCGR gained through this inquiry could benefit composers, performers, 

scholars, and audiences, particularly but not only those from Colombia.  

Thesis Outline 

I structure this thesis by beginning with the more general Colombian music relevant 

to CCGR and moving to the more specific repertoire recorded in this research. Throughout 

the following chapters I discuss five main aspects. First, I outline the methodological 

processes I followed in this research. Second, through examining current approaches on 

Colombian music and CCGR (academic and artistic), I outline gaps in current research. 

Third, I draw a framework regarding the diversity of CCGR, defining general aspects of the 

repertoire involved in the CD. I refer to that diversity as traditional, traditional-popular, and 

art music idioms of the country. Fourth, based on the findings of this research and my 

experience as a Colombian guitarist, I describe the main interpretative approaches to the 

repertoire I recorded. In the concluding chapter, I examine the significance, implications, and 

contribution of this research, as well as its limitations and future directions (see Table 2).  
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Table 2: Structure of the Thesis. 

  

Chapter V—Conclusions 

Research Outcomers Implications and Recommendations 

Chapter IV – The Diversity of CCGR in Practice

Pueblito 
Viejo Suite Colombiana No. 2 Bambuco en Mi menor Suite Ernestina

Chapter III – Three Categories of Colombian Music

Art Music Traditional Music Popular Music

Chapter II—Methodology

Overview of Methodology Data Collection Methods Data Analysis Methods

Chapter I—Background

The Classical Guitar in Colombian Musics Studies and Artistic Outputs on CCGR

Introduction 

The Classical vs the Traditional 
Colombian Guitar Rationale Research Question & Aims 

How can musicological and artistic approaches to CCGR foster new 
understandings of the stylistic diversity of that repertoire?
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CHAPTER I—BACKGROUND 

This chapter presents a literature review on academic and artistic approaches to 

Colombia’s classical guitar repertoire (CCGR). Here I focus on two key topics that are 

essential to the contextualisation of this research. The first section explores the classical 

guitar in the context of Colombian music. The second section describes recent academic and 

artistic research relating to Colombian guitar music.  

The Classical Guitar in Colombian Musics 

Introduced during the Spanish colonisation of the Americas (late 15th to early 19th 

centuries), the guitar and its ancestors have been crucial to the development of countless 

music expressions in the territory currently known as Colombia (see Bermúdez & Duque, 

2000; Rodriguez-Álvarez & Navarro, 2011, 2012; Serrano, J., Navarro, Serrano, C., & 

Wright, 2007). As mentioned in the introduction, in the late 19th century, the classical guitar 

had an established tradition of composers and repertoire in Spain and Italy. However, it was 

only in the second half of the 20th century that the classical guitar’s technique and repertoire 

had a substantial presence in Colombia.  

In Colombia, the classical guitar tradition started relatively late compared to other 

countries in the region. The classical guitar ecosystem2 in Latin America flourished first in 

countries such as Argentina (with Antonio Jimenez Manjón, 1866–1919 and Sagreras, 1879–

1942, amongst others), Brazil (with João Pernambuco, 1883–1947; Francesco Mignone, 

1897–1986; and Villa-Lobos, 1887–1959, amongst others), Paraguay (with Barrios, 1885–

1944), Mexico (with Ponce, 1882–1948), and Venezuela (with Raúl Borges, 1888–1967; and 

Antonio Lauro, 1917–1986), then in Colombia with Alfonso Valdiri (1926–2003) and Daniel 

Baquero Michelsen (b. 1924; see Annala & Matlik, 2007).  

 
2 The term classical guitar ecosystem refers to the correlation between, but not limited to, scholarship, 
composers, repertoire, performers, audience, and dissemination processes (see Schippers, 2015, pp. 134–135).  
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From the founding of the first formal music institution in the country in 1882 until the 

1960s, academic music in Colombia focused only on symphonic instruments, brass 

instruments, and piano; and only in the second half of the 20th century did formal music 

institutions include the classical guitar in their curriculum (Madrid-Sanz, 2014; Perilla, 

2013).  

Although the solo tours of prominent classical guitarists, such as Agustín Barrios and 

Andres Segovia, included Colombia in the 1930s (Stover, 1992, 2019), most of the classical 

guitar ecosystem in Colombia during the first half of the 20th century remains unclear. In 

fact, around thirty years would pass from those notable performances in the 1930s to when 

classical guitar activity began to flourish academically and artistically in Colombia. 

During the first half of the 20th century, Agustín Pío Barrios Mangoré (1885–1944), 

the Paraguayan composer and guitar virtuoso, was one of the pioneers of the classical guitar 

tradition in the Americas. Throughout his compositional work, he captured part of the 

cultural essence of most of the places he lived and visited. His traditional Latin American 

repertoire ranges from the cueca, choro, milonga, zamba, and pericón to arrangements of 

Colombian pasillos, bambucos, and intermezzos (Stover, 1992; Universidad Nacional de 

Colombia, 2019). The Paraguayan virtuoso lived in several countries of Central and South 

America, namely, Argentina, Uruguay, Brazil, Venezuela, Costa Rica, and El Salvador 

(Stover, 1992; Universidad Nacional de Colombia, 2019). He also toured and stayed in other 

countries in Central and South America (including Colombia) for extended periods. 

According to Stover (1992), as a young and talented music student Barrios:  

 

…did not have the benefit of a formal and systematic education in music and 

consequently he was unaware of musical trends evolving in Europe in the late 19th 

and early 20th century (the music of Debussy or Stravinsky). Consequently his 
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“musical pallet” resulted as tonal, harmonic and firmly grounded on the classical 

foundation of tonic-dominant architecture. (p. 176) 

 

Though Barrios might not have always been up to date on the latest musical trends in 

Europe, he managed to study the repertoire of prominent figures of Western art music. Apart 

from playing the music of Aguado, Sor, and Tarrega, he made numerous guitar arrangements 

of works by leading figures of the Western art music tradition (e.g., Bach, Hyden, Mozart, 

Beethoven, Chopin, Tchaikovsky, and Albeniz, amongst many others; see Stover, 1992).  

In my view, Agustín Barrios was the quintessential Romantic musician: a prolific and 

refined composer, and a virtuoso and eccentric instrumentalist. His creative output comprises 

143 original pieces, and 144 arrangements and transcriptions: 57 of European music; 29 of 

Latin American music; 49 transcriptions of guitar works by other composers, and nine works 

transcribed for violin and guitar (Stover, 1992, pp. 230–236). In his performances he wore 

feathers and headdress. Since 1931, Barrios presented himself as the Cacique Nitsuga, which 

served him well with the people of Brazil, Venezuela, Colombia, Costa Rica, and El Salvador 

(Stover, 2019, para. 12).  

Despite Barrios' musical genius, the Spaniard Andrés Segovia (1893–1987) took a 

disparaging stance against the Paraguayan composer. During the first half of the 20th century, 

Segovia was arguably the most well-established and influential classical guitar virtuoso (as 

well as a composer, although, his works are far less prolific and expressive than those of 

Barrios). According to Stover (2019), “Segovia not only excluded the compositions of 

Barrios from his repertoire, [but] he also forbade his students to play his music” (para. 4). 

John Williams (b. 1941), one of the most prominent classical guitarists during the 20th and 

21st centuries, and one of Segovia’s spoiled pupils, claimed:  
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Segovia was very, very—snobbish is the best word—about Latin American music, 

unless it was by Villa-Lobos or Ponce. Segovia … wouldn’t allow anyone to play 

Barrios in a class. He forbade people to play Barrios; it was an extraordinary thing. 

There are all sorts of reasons for it to do with the old Spanish imperialistic patronizing 

of Latin American music, high Spanish culture looking down on the popular Latin 

Americans; that’s all part of it, plus many other things. (as cited in Stover, 2019, 

para. 5) 

 

Agustín Barrios visited Colombia just once, in 1932. The first performance of Barrios 

in Colombia was a “press concert” on October 31 in the foyer of Teatro Colón3, in Bogotá, 

where he invited prominent musical and intellectual figures as well as the press, politicians, 

and some impresarios. In that first condensed concert, Barrios played six pieces in total, three 

of his authorship (Capricho Español, Un Sueño en la Floresta, and Diana Guaraní) and 

Bach’s Prelude, and Fugue (BWV 998), Sor’s Variations on a Theme of Mozart, and a 

Chopin Nocturne. After this recital, the head of the National Conservatorium of Music, 

Guillermo Uribe Holguín, claimed: “Mangoré is the reincarnated soul of the musical geniuses 

and never again will it be possible to hear an artist of such magnitude” (Stover, 1992, p. 135). 

Three days later, on November 3, Barrios gave another “non-public” publicity 

concert, followed by his official debut at Teatro Colón the next evening. The following night, 

he gave a second public concert at the same concert hall. The tremendous success of those 

performances led him to give two more concerts at Teatro Colón on November 6—a matinee 

at 3:30 and an evening concert at 9:15. Barrios gave another concert on November 8, 

reaching the astonishing number of two “publicity concerts” and five public concerts in eight 

 
3 One of Colombia’s cultural landmarks and, according to BBC, one of “eight of the world’s most breathtaking 
theatres (2015).  
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days (October 31–November 8, 1932) at the principal concert hall of Colombia’s capital city. 

Throughout the above five public concerts, Barrios played 38 works, repeating only three 

pieces, during the five dates. The repertoire comprised works by the following composers, 

cited in the order he performed them: Víñas, Napoleao, Coste, Espinoza, J.S. Bach, 

Beethoven, Sor, Chopin, Albeniz, Czibulka, Schumann, Tchaikovsky, Paderewski, Granados, 

Sor, Arca, and Tarrega, as well as 14 works by his authorship, which he sandwiched between 

pieces and his arrangements (see Stover, 1992, pp. 135–137).   

Still in Bogotá, on November 13 Barrios met and heard the Colombian composer and 

pianist Emilio Murillo. Murillo’s compositions moved the Paraguayan virtuoso to the extent 

that he asked his permission to arrange and perform some of his works. On November 15 and 

17, Barrios gave three more concerts in Bogotá, this time at Teatro Faenza, where he 

included Murillo’s piece, El Guatecano (Clásicas Colombianas, 2020). Barrios described 

Murillo’s compositions as “full of colour and originality” (Stover, 1992, p. 137). Between 

November 1932 and March 1933, Barrios completed another two arrangements of Murillo’s 

compositions: El Poema del Rancho (The Shack’s Poem), using the Colombian rhythm of 

bambuco; and El Trapiche (Clásicas Colombianas, 2017b). Emilio Murillo was not the only 

Colombian composer whose music interested Barrios. At this time he also arranged music by 

two of the most prominent composers of the 19th and 20th centuries: Intermezzo No. 1 by 

Luis A. Calvo (1882–1945, Zapata-Marín, 2015); and Divagación (Clásicas Colombianas 2, 

2019), and Iris (Trio Evocación, 2019) by Pedro Morales Pino (1863–1926).  

On November 19, after a superstorm hit Bogotá, causing significant disasters 

throughout the city, “Barrios came forward and offered his services, and on November 25 a 

benefit concert was held in the Municipal Theatre for the victims of the disaster” (Stover, 

1992, p. 137). Apart from visiting Colombia’s capital city, Barrios also visited the town of 

Tunja (140km north of Bogotá) where he gave two concerts before heading to Panamá and El 
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Salvador. By the time Barrios left Colombia in early 1933, he had given a total of 17 recitals, 

only in Bogotá. The newspaper El Mundo al Día wrote a review describing Barrios’ passage 

through the city: “[He] awakened an enthusiasm never seen before with the cultured, music 

loving public who admire the great geniuses of classical and modern music” (as cited in 

Stover, 1992, p. 136). Barrios would never return to Colombia. Sadly, Agustín Barrios 

Mangoré died far from his homeland in Paraguay, at the age of 69 (1944, El Salvador); he 

was ill, underprivileged, and forgotten (see Stover, 1992; Naxos, 2020).  

The great Paraguayan composer left a significant impact on Colombia’s audience, 

intellectuals, musicians, and composers. Barrios expanded and promoted the classical guitar 

repertoire of the country by arranging six works by three of the most prominent Colombian 

composers, and by disseminating these pieces locally and internationally (see Stover, 1992, 

pp. 136–138, 140, 234, 249, 250–254, 256). Furthermore, Agustín Barrios brought the 

classical guitar to new audiences in Colombia, positioning it as a respected concert 

instrument. Until 1932, the Colombian public and intellectual musical figures were unlikely 

to have heard such advanced polyphony on the guitar, or a guitarist with such advanced 

musicality and technical skills. Nor are they likely to have heard works of the most 

prestigious Western art music composers being performed on the six-string instrument, or 

that a guitarist had sold out the main concert hall of Bogotá for five shows in a week.  

To a great extent, Barrios contributed to the expansion and dissemination of Latin 

America culture. In Colombia, as in many other countries in the region, he was a pioneer in 

merging the traditional-popular musics of the country with the classical guitar. He also paved 

the way for other guitarists who visited the country in the following years. 

According to a concert leaflet, Andres Segovia performed in Bogotá as part of a 

concert tour in 1933—the year after Barrios’ arrival in Bogotá. However, apart from Barrios, 

there seems to be no clear evidence of other international guitarists visiting Colombia until 
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the 1950s, despite other international guitarists touring the Americas during that period—for 

example, Miguel Llobet and Antonio Jimenez Manjón (see Annala & Matlik, 2007; Purcell, 

2004). 

In 1893 the Spanish guitarist and composer, Antonio Jimenez Manjón (1866–1919), 

visited South America performing in Argentina and Chile. He settled down in Buenos Aires 

until 1912, when he returned to Spain. After seven years in Spain, he revisited Buenos Aires; 

however, there is no record of more international tours (see Annala & Matlik, 2007, p. 98). 

Before Segovia toured South America in 1933, his mentor, the Spanish composer and 

educator Miguel Llobet, gave concerts in the Americas in the 1910s, but there is no record of 

him in Colombia. According to Purcell (2004), Argentina and Brazil are likely the only 

countries in South America where Llobet gave concerts:  

 

His first concert in South America was given in 1910. In Buenos Aires Llobet made a 

temporary home, periodically leaving on concert tours that took him north through 

Brazil and into Central America and the Caribbean. By 1912 his tours had brought 

him to the United States. At the outbreak of World War I, Llobet returned to Buenos 

Aires, where he gave concerts and taught some students. The concerts given during 

the war years continued to reach as far north as the United States. After 1930 he 

settled in Barcelona to teach and give occasional concerts. In 1934 he offered concerts 

in Vienna, Germany and other parts of Western Europe. By 1937 he was back in 

Barcelona during one of the most difficult sieges upon his hometown at the time of 

the Spanish Civil War. (Purcell, 2004, para. 2) 

 

The spontaneous development of the classical guitar in Colombia after the 1950s 

coincided with the presence of Andrés Segovia. This development is closely related to the 
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enormous influence that Segovia had on emerging guitarists in Latin America and around the 

world. Segovia, widely considered as the most influential classical guitarist of the 20th 

century, led an energetic campaign to establish the guitar as a legitimate solo concert 

instrument around the world. As Segovia stated in an interview (as cited in Radio Television 

Nacional de Colombia, 2017):  

 

Suelo decir siempre que he dedicado mi vida a cuatro cosas: primero, redimir 

la guitarra del flamenco. Segundo, exponer sus méritos por todo el mundo. 

Tercero, hacer un repertorio; al cual me han regalado casi todos los músicos 

contemporáneos. Y cuarto, influir en los directores de conservatorios y 

universidades para que se enseñe la guitarra al mismo nivel de dignidad que 

el violín, el cello, piano, etc. (Original) 

 

I always say that I have dedicated my life to four things: first, to redeem the 

guitar from the flamenco; second, to expose its merits throughout the world; 

third, to make a repertoire (for the guitar), to which almost all contemporary 

musicians have given me pieces; and fourth, to influence the directors of 

conservatories and universities so that the guitar is taught at the same level of 

dignity as the violin, cello, piano, etc. 

 

Colombia was not an exception in Segovia’s classical guitar proliferation campaign. 

According to the Colombian musicologist and poet Otto de Greiff (as cited in Radio 

Television Nacional de Colombia, 2017), Segovia performed at the Teatro Colón, Bogotá, in 

1950. During the first part of the 20th century, solo guitar performances were almost non-

existent in Colombia, but Segovia’s international recognition was such that Colombian 
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audiences looked forward to having him perform in the nation’s capital (Perilla, 2013). 

According to de Greiff, in an interview the day after Segovia’s death in 1987, before the 

concert, people had often commented that it was time to have Segovia in Colombia (Perilla, 

2013; Otto de Greiff, as cited in Radio Television Nacional de Colombia, 2017). 

Segovia was undoubtedly a role model and an inspirational source for a new 

generation of guitarists and composers in Europe and the Americas (Perilla, 2013; Otto de 

Greiff, as cited in Radio Television Nacional de Colombia, 2017). Segovia’s popularity and 

presence in Colombia in the 1950s may have acted as the catalyst for changing the exclusive 

harmonic treatment of the guitar in Colombia—often used as an accompaniment instrument. 

For instance, in the 1950s, the Colombian composer, conductor, and violinist Guillermo 

Uribe Holguín wrote and dedicated to Segovia a piece for classical guitar called Pequeña 

Suite, Op. 80, No. 1, which the Spanish guitarist never played. This suite is one of the first 

substantial works written for solo guitar in Colombia (Berben, n.d.; Madrid-Sanz, 2014; 

Perilla, 2013).  

Andrés Segovia’s influence at the local level had repercussions for two self-taught 

classical guitarists and pedagogues, Alfonso Valdiri (1926–2003) and Daniel Baquero 

Michelsen (b. 1924, Bogotá). Valdiri created the classical guitar course at the 

Conservatorium Antonio María Valencia in 1956. Likewise, Michelsen introduced the 

classical guitar at the Conservatorium of the National University of Colombia. During the 

1950s and 1960s, Valdiri had a crucial role in the musical education of Clemente Díaz, while 

Michelsen greatly influenced Gentil Montaña. As I discuss in Chapters III and IV, Montaña 

and Díaz were two of the founders and promoters of the classical guitar ecosystem in 

Colombia, as well as the country’s most recognised classical guitar composers (and 

guitarists) in the second half of 20th and early 21st century (Madrid-Sanz, 2014). 
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In the next section, I discuss relevant academic publications focused on or related to 

CCGR. Apart from analysing similar research projects to this inquiry, the literature below 

also provides evidence of the stylistic imbalance in the study and dissemination of the wide 

idiomatic range of Colombian classical guitar music. 

Studies and Artistic Outputs on CCGR 

Although the numbers have increased in the last two decades, there are still a small 

number of artistic and academic research publications that include or focus on CCGR. Most 

of the musicological studies on Colombia’s guitar music of the 20th and 21st centuries focus 

on traditional musics of the country. For instance, Rodríguez-Silva (2005), García-Quintero 

(2008), Bechara-Botero (2009), González-Correa (2010), Cardona-Toro (2011), Ortiz-

Mantilla (2011), Madrid-Sanz (2014), and Hoyos-Escobar (2017), amongst others, centre on 

folkloric music expressions of the (traditional and classical) guitar in the country.  

I was unable to locate any studies revealing the stylistic diversity of CCGR, nor any 

publications substantially relating to any guitar compositions of non-traditional repertoire (art 

music) of the 20th and 21st centuries. However, I found that most of the artistic research 

publications (academic studies embedding creative outputs) refer to the guitar in the Colonial 

(16–19th centuries) and Republican (19th century) periods of the country. These studies 

include Duque (1998), Bermúdez and Duque (2000), Clásicas Colombianas (2019a), Cortés-

Polania (2004), Rodriguez-Álvarez and Navarro (2011, 2012), Quijano-Rodriguez (2015), 

and Serrano et al. (2007). Amongst all the academic studies consulted for this inquiry, I 

found these artistic research publications the most aligned with my research in structure, 

methodology and, to some extent, context. While those studies focus on periods of 

Colombian music beyond the purview of my inquiry, they have benefited this research in 

various ways. Such publications clarify the historical roots of the musics I discuss in this 

thesis. They also give a general perspective of the evolution of the guitar in Colombia and 
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contribute to understanding the complexity of Colombia’s guitar music in its sociocultural 

contexts. Furthermore, they describe the country’s musical landscape over the four least-

known centuries of the Colombian guitar, disclosing the sociocultural features of Colonial 

and Republican times in the country, and the relevance of the guitar during those times. As 

with my inquiry, the artistic outputs of those studies include recordings and performances 

with detailed historical considerations of the eras involved; namely, period settings and 

scenography, period instruments, and past musical interpretations or intentions. Next, I 

mention some of those artistic research projects and reveal the importance of the guitar and 

its ancestors in Colombia’s Colonial and Republican periods. 

The musical activity of Colombia during the first half of the 19th century remains one 

of the least known periods in Colombian culture (Rodriguez-Álvarez & Navarro, 2011). This 

period coincides with Colombia’s socio-political turmoil, which led to independence from 

Spain in 1810 and the beginning of the Republican era. Scholars have recovered limited 

documentation from this unstable period. Despite the lack of sufficient documentation, these 

documents reveal a socially active and musically diverse Bogotá throughout the 19th century. 

Amongst these rare documents, Rodriguez-Álvarez and Navarro present a recording 

(2011) and a fourteen-page handwritten booklet with 24 guitar pieces (2012). The title of the 

booklet is Música de Guitarra de Mi Sª Dª Carmen Cayzedo (archaic Spanish original, The 

Guitar Music of My Mrs Carmen Cayzedo). The content of the manuscript is ambiguous 

about the authorship of the music. It contains the following music forms written for the solo 

Romantic guitar: twelve waltzes, four country dances, two marches, two paso dobles, an 

English dance, an allegro, a piece in a bambuco rhythm; and a dance tune of Peruvian origin 

with possible African roots (Rodriguez-Álvarez & Navarro, 2011, p. 31).  

This 19th-century booklet is a remarkable discovery for Colombian music and its 

guitar tradition. It is thought to be the oldest document on Colombian music of the 19th 
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century (Rodriguez- Álvarez & Navarro, 2012, p. 207). According to Rodriguez-Álvarez and 

Navarro (2011) this document would be:  

 

the first compilation, without rhyme or reason, of the most varied forms of 

musical expression of that time in the capital: from domestic to ballroom 

pieces, even those from the streets and plazas, from the bars of the 

“blanquería” to the rhythms of the “indiamenta”. (p. 31) 

 

Ballroom pieces or salon music had a crucial role in sociocultural activities in Bogotá 

during the 19th century (Duque, 1998). Social and family gatherings with musical 

entertainment—influenced by European trends—evoked diverse musical forms in the country 

such as waltzes, polkas, mazurkas, bambucos, and French and English music (Duque, 1998; 

Rodriguez-Álvarez & Navarro, 2011, p. 9). Salon music’s dance repertoire comprises simple 

miniatures in binary and ternary forms, with multiple repetitions. This repertoire is intended 

for amateur performers rather than for academics or virtuoso musicians (Duque, 1998).  

It is not clear whether the guitar, as a solo or ensemble instrument, had substantial 

participation in salon music in 19th-century Colombia, or whether its role was sporadic or 

secondary to the piano. Duque (1998) remarks that the published repertoire for piano was 

larger, and its social status higher, than they were for the guitar during the mid-19th century. 

During the late 19th and 20th centuries, however, the guitar—as a vernacular instrument—

was vital in different settings and musics disseminated by oral tradition. This could explain 

the lack of sufficient documentation of guitar music, composers, and interpreters until 

recording technologies were established in the country.  

Elli Anne Duque and Egberto Bermúdez’s research and dissemination work have 

been fundamental to the recovery and understanding of the music history of Colombia. This 
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work has facilitated tracking the role of guitar ancestors from the colonisation period to 20th-

century Colombia. Publications such as Bermúdez and Duque (2000), Clásicas Colombianas 

(2019a), and Duque (1998), amongst others, reveal a four-century trajectory of fretted-string 

instruments in Colombia. Bermúdez and Duque’s (2000) publication also includes two CDs 

of music from the 16th to the 19th century—Bermúdez having a prolific artistic participation 

as both investigator and performer (Clásicas Colombianas, 2019a). Bermúdez recorded the 

historical repertoire on period instruments; namely, baroque guitar (17th century repertoire), 

vihuela (16th and 17th century repertoire), laud (17th century repertoire), arpa (19th century 

repertoire), and romantic guitar (19th century repertoire).  

Likewise, the artistic research of Julian Navarro, a musicologist and guitarist 

specialised in early guitar music, was meaningful for the dissemination of Colombian guitar 

music of the 17th, 18th, and 19th centuries (Rodriguez-Álvarez & Navarro, 2011; Serrano et 

al., 2007). In 2011, Navarro recorded the guitar music of the previously mentioned 19th-

century booklet on a replica classical-romantic guitar. Rodriguez-Álvarez and Navarro (2011) 

conceived the recording as a historical interpretation of the pieces in that it kept the stylistic 

and musical features of the manuscript and the period. Besides the recording of the 19th-

century booklet, Navarro made another vital contribution to the diffusion and understanding 

of the early music of Colombia: The album Del mar del alma. It encompasses music and 

poetry of colonial Bogotá of the 17th and 18th centuries (Serrano et al., 2007). Navarro’s 

participation in that CD includes the interpretation of the baroque guitar and the theorbo—a 

plucked string instrument of the lute family (Serrano et al., 2007).  

On the other hand, the artistic output of Quijano-Rodriguez (2015) involved a concert 

for solo guitar of European and Colombian repertoire of the 19th century. Quijano-

Rodriguez’ (2015) concept of “sound landscape” was the core of his artistic output. His aim 

was recreating a visual environment of the period in search of a historical contextualisation 
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for the listener (Quijano-Rodriguez, 2015, p. 5). Quijano-Rodriguez based his research and 

concert design and settings on Duque (1998) and Rodriguez-Álvarez and Navarro (2011). 

Amongst some European pieces from the 19th century, the concert included Colombian 

works from the same period: a contradanza and a waltz by Francisco Londoño, four pieces 

from the 19th-century’s booklet, and the world premiere of Variations Op. 5 by Santos 

Cifuentes (1870–1932; Quijano, 2016). 

Conclusion 

The guitar and its ancestors, from the Colonial period (late 15th century) to current 

times, have influenced innumerable cultural processes in the territory known as Colombia 

today. Scholars such as E. Bermúdez, E. Duque, J. Navarro, and L. C. Rodriguez (amongst 

others) have recovered Colombia’s musical history, showing the relevance of period plucked 

string instruments and the early guitars in Colombian musics. During the Republican period 

(19th century) the Romantic guitar was present in salon music as a solo and ensemble 

instrument. The diverse guitar repertoire of that period ranges from bambucos, waltzes (later 

pasillos) and contradanzas to polkas, mazurkas, and English and French music. From the late 

19th century to the mid-20th century, the “modern” guitar was used, almost exclusively, to 

accompany vocal music and fretted-string ensembles. This harmonic treatment, plus the 

versatility of the instrument, was crucial for the development of several traditional music 

genres.   

The cultural diversity of Colombia, the guitar’s arrival into the academy, and the 

versatility of the instrument allowed composers to explore new musical frontiers for the 

guitar within and outside traditional and folkloric expressions. Three main factors facilitated 

the classical guitar’s emergence in Colombia after the 1950s: (1) the international influence 

of the Spaniard Andrés Segovia on Colombian guitarists such as Daniel Baquero Michelsen 

and Alfonso Valdirí, (2) the introduction of the guitar into the leading conservatories in 
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Colombia, and (3) the guitar production of Gentil Montaña and Clemente Díaz (see Chapters 

III & IV). 

In the last 20 years the number of academic studies has increased substantially; 

however, there is still a musicological and artistic gap in studies addressing the diversity of 

CCGR, particularly CCGR of art music or non-traditional repertoire. Although artistic and 

scholarly studies on the classical guitar repertoire of Colombia are few, these studies prove 

how artistic research can complement theoretical musicological studies and vice versa. 

However, this evaluation of the literature reveals that there seems to be very minimal or no 

research (artistic or musicological) on the diversity of Colombian guitar repertoire during the 

20th and 21st centuries, even though	those periods saw the proliferation of CCGR as well as 

an expansion of its diversity. During the latest chapters of this thesis, my focus will be on that 

expansion and diversity of CCGR. In the next chapter I discuss the methodological 

approaches I undertook in this research. 
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CHAPTER II—METHODOLOGY  

In this chapter, I present the design of this research. I begin by positioning the 

research within the methodologies of artistic research and musicological analysis, and outline 

the specific methods, including those that are typical of both artistic research (such as artistic 

practice and documentation) and ethnography (such as fieldwork and interviews). I then 

justify my choice of the recorded repertoire and outline how I approached both the 

musicological analysis and artistic interpretation of this repertoire for the recording. 

Although the methods I chose for this project are different in their processes and aims, 

they are all based on a post-structuralist approach, as a style of critical reasoning. My 

rationale for combining different methods to collect, contrast, and analyse data lies in a post-

structuralist approach of knowledge and its interpretations. To comprehend an object (be it 

text, music score, composition, or recording) using this approach, “it is necessary to study 

both the object itself, and the systems of knowledge which were coordinated to produce the 

object. In this way, post-structuralism positions itself as a study of how knowledge is 

produced” (Post-structuralism, 2019, Structuralism vs. Post-Structuralism, para. 2). Harcourt 

(2007) claims: 

 

Poststructuralism concentrates on the moment when we impose meaning in a 

space that is no longer characterized by shared social agreement over the 

structure of meaning. It attempts to explain how it comes about that we fill 

those gaps in our knowledge and come to hold as true what we do believe—

and at what distributive cost to society and the contemporary subject. (p. 1) 

 

I conceive this research as post-structuralist since my analyses did not focus solely on 

the object of study (CCGR) but also on the sociocultural context (Colombia’s classical guitar 
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ecosystem) that contributed to producing the object itself. I studied the guitar music of 

Colombia as part of a musical and cultural ecosystem, rather than treating each composition 

as a segregated work with specific and unrelated characteristics. During the early 

development of this research, I discovered that understanding the diversity of CCGR would 

be incomplete if analyses focused only on either the musicological elements or the artistic 

elements of the repertoire. Therefore, I approached the repertoire and composers in this 

research holistically, by investigating the history and context of the guitar in Colombian 

music and the diversity of CCGR, and showcasing part of that diversity through the 

interpretation and recording of a CD. These methodological approaches contributed to 

achieving the aims of this study. 

Overview of Methodology 

This inquiry comprised aspects of two key methodologies characteristic of music 

research: (a) historical musicology, and (b) artistic research. It includes the historical and 

artistic study of CCGR (historical musicology and artistic research) within sociocultural 

contexts (an approach that is typical of ethnomusicology). I now outline general aspects of 

these methodologies with reference to relevant literature, followed by a description of the 

methods I used for this inquiry. 

McMahon and Loy (2017) describe historical musicology as “the study of past 

musical forms and cultures, and their performance, transmission and reception throughout 

recorded history to present day. It interprets the cultural meanings of musical expression 

through the critical examination of musical scores, texts, instruments and other artifacts” 

(para 1). According to Crist and Montemorra-Marvin (2004, p. 2), in the 21st century, the 

pluralistic profile of historical musicology includes performing practices and performing 

histories, textual criticism, the history and reception of musical works, and interpretation and 

meaning—the latter are critical aspects of my inquiry. In this research, I analysed the history, 
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interpretation, and meaning of CCGR. I focused on understanding how the cross-cultural 

processes that shaped the diversity of the musics of Colombia are also present in the classical 

guitar repertoire of the country.  

In this inquiry I adopted artistic research to complement the musicological 

investigation and vice versa. Artistic research may be defined as a systematic process of 

investigation into artistic practices or creative products (Emmerson, 2017; Schippers, 

Tomlinson, & Draper, 2017). According to Hannula, Suoranta, and Vadén (2005), artistic 

research encompasses the creation of new knowledge throughout the generation of artistic 

production while researching the creative process of it. According to Candy (2006), there are 

two types of artistic research: practice-led research and practice-based research. The latter 

denotes the contribution to new knowledge on the basis of creative production (Lilja, 2015, p. 

34). The former refers to research that gives rise to new understandings regarding artistic 

practice. The structure of my research relates more to practice-based research since the 

creative output of my project—including its contextualisation—contribute to new knowledge, 

which is reinforced through its musicological components.  

This research generates a significant creative output, which in turn also generates new 

insights. Yet, in this research, I do not reflect only on my artistic practice (artistic research 

according to Wesseling & Zijlmans, 2017), nor centre my investigation solely on the creative 

process of such artistic production (artistic research as per Hannula et al., 2005)—although in 

this sense, my inquiry is closer to Hannula et al. I recorded and produced the artistic output (a 

music album) as an integral complement to the research analysis and outcomes. 

Disseminating this music album also contributes to the aims of this research. The relevance 

of such artistic production means that this project is not best conceived as entirely 

musicological, but as involving artist research. On the other hand, I do not wish the creative 

production involved in this research to downplay its musicological components. Chapter III is 
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oriented towards a historical/theoretical musicology, while Chapter IV adopts approaches of 

artistic research. 

Methods 

In this research I collected diverse data concerning Colombian music idioms (genres, 

rhythms, and airs), the classical guitar ecosystem in Colombia, and key characteristics of the 

guitar evolution in the country by examining scholarly and artistic publications on CCGR, 

Colombian music, and the guitar itself. I complemented my review of the scholarly literature 

with an analysis of relevant existing documentaries, videos of masterclasses, and published 

interviews. During my artistic practice, apart from my creative approaches, I also used the 

data collected to explore different interpretations of the genres and pieces I recorded in this 

research.  

Desk research 

I undertook data collection for this research from February 2018 to December 2019. 

Although I did most of this in Brisbane, Australia, I also spent four months of information-

gathering and artistic production during a field trip in Medellín and Bogotá, Colombia 

(described below). I examined a substantial set of scholarly literature from hard copies; yet, I 

used the internet to find the most relevant academic papers (i.e., studies on CCGR and the 

music of Colombia), as well as to retrieve the so-called grey literature and secondary data, 

which included videos of performances, podcasts, masterclasses, recordings, and 

documentaries related directly or indirectly to CCGR. I encourage the reader to explore the 

online audio-visual references that I cite in this thesis, as they help further contextualise the 

research through words and music.  

Fieldwork and interviews 

My fieldwork in Colombia was carried out from October 12, 2018 to February 1, 

2019. This fieldwork was vital for this project, especially for gathering and analysing further 
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relevant literature and sources in Spanish. I also recorded the artistic output (described in the 

next section) during my fieldwork. 

Perhaps the most important opportunity afforded by my fieldwork was to meet and 

interview one of only two composers still alive, Lucas Saboya, whose repertoire I wanted to 

include in Colombian Guitar Vol. 14. While in Colombia, I also took the opportunity to 

interview two important Colombian composers of CCGR art music. In the next sections I 

describe my approach to these interviews and their purpose. Appendix B presents the semi-

structured interview questions. In all cases, I recorded the audio of the interviews with a 

Zoom H6, transcribed them in their original language (Spanish), and translated them into 

English before analysing them. All participants agreed to participate through Griffith 

University’s informed consent process (GU Ref No: 2018/868; see Appendix A). 

Interview with Lucas Saboya 

I interviewed Lucas Saboya to learn more about his composition Suite Ernestina, 

including his suggestions for interpreting and performing it. The interview was conducted on 

December 1, 2018, at 4:00 pm, at the University of El Bosque, Bogotá, Colombia, and lasted 

around an hour. During this interview, Saboya and I analysed the score of his Suite Ernestina, 

movement by movement, bar by bar. This enabled me to compare the composer’s view of the 

score with the indications in the score itself, which I could then link with my own perspective 

on this suite, as well as with various other recordings and relevant sources (e.g. Escobar, 

2015b; Pasler, 2001; Potter, 2014; Yang, 2016). Those combined elements generated what I 

believe to be a novel interpretation of this non-traditional guitar piece from Colombia. In this 

way, Lucas Saboya’s interview was crucial for understanding, my interpretation, and later 

recording of his work.  

 
4 Clemente Díaz is the other living composer whose work is represented on the album, but my inquiries about 
meeting him did not receive a response. 
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Interviews with Hector Gonzalez and Juan Carlos Marulanda 

I conducted two further interviews to better comprehend the least studied music idiom 

of CCGR: art music. Both interviews took place by videoconference in December 2018. 

I interviewed Hector Gonzalez on December 12, 2018 when I was in Medellín, Colombia, 

and Gonzalez was in Santiago de Cali, Colombia; and I interviewed Juan Carlos Marulanda 

on December 11, 2018 when I was in Medellín, Colombia, and Marulanda was in Bogotá, 

Colombia. These interviews lasted around one hour each. During these interviews, 

I particularly wanted to ask these composers more about their classical guitar compositions, 

and their opinions about CCGR—specifically art music. I also wanted to ask them the 

reasons for their choice of art music as a compositional language rather than the more 

common traditional or popular music.  

Artistic practice 

The key artistic outcome of this research is my album Colombian Guitar, Vol. 1. My 

role in the production and dissemination of this album involved the interpretation, recording, 

design, and production of 500 copies, which I have distributed physically and online. In 

addition to my experience as a classical and traditional-Colombian musician and guitarist, I 

informed my interpretation of the pieces on the album through the sources I have referred to 

in the previous section (see Desk research). These included published and online 

masterclasses, recordings, scores, audio and video recordings of performances, scholarly and 

non-scholarly literature, original recordings (Pueblito Viejo & Colombian Suite No. 2), 

popular music recordings of relevant idioms, biographic documentaries of relevant 

composers, musicological publications on Colombia’s traditional music, and an interview 

with Lucas Saboya. 

The album comprises ten tracks (see Appendix C) of contrasting repertoire 

representing the three main categories of Colombian music (traditional, popular, and art 
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music idioms): (a) Pueblito Viejo by José Morales, arranged by Clemente Díaz (traditional-

popular music); (b) Suite Colombiana No. 2 by Gentil Montaña—pasillo, guabina, bambuco, 

& porro (traditional & traditional-popular music idioms); (c) Bambuco en Mi Menor by 

Adolfo Mejía (traditional-popular music idioms); (d) Suite Ernestina (art music idioms). In 

Chapters III and IV, I justify my choice of this repertoire, and provide further information on 

these works and the ways in which they represent the three main categories of Colombian 

music. 

I recorded this album from 9 to 14 January 2019 at Brona Records, a recording studio 

based in Rionegro, Antioquia, Colombia. David Ospina and Simón Acosta were the recording 

engineers. In addition to the recording, the production process comprised a photoshoot, 

artwork design, and product replication. The colonial town of Santa Fé de Antioquia was the 

ideal location for the photoshoot. It is a picturesque town representing the dualism of the past 

and present through its 16th-century colonial architecture, with a hint of modernity (see 

Duque-Cuartas, 2019a). The dichotomy between traditionalism and vanguardism is also a key 

element in the repertoire of Colombian Guitar, Vol. 1. In Australia in February 2018, I 

designed the artwork for the album using Photoshop, and produced and disseminated the 

album worldwide through online music platforms. 

Data analysis methods 

 I analysed all the data collected through various methods (including the interviews) 

by drawing on techniques of exploratory data analysis (based on Hartwig & Dearling, 1979) 

and thematic analysis (based on Guest, MacQueen, & Namey, 2012). I used these techniques 

to analyse academic literature, artistic outputs, composers’ interviews, and my experience as 

a Colombian, traditional, popular, and classical guitarist. Thematic analysis comprises two 

primary approaches to qualitative data analysis: (a) exploratory (content-driven) and (b) 

confirmatory (hypothesis-driven; as per Guest et al., 2012). With the exploratory approach, I 
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aimed to examine the literature on sociocultural aspects of Colombian music and CCGR. I 

carefully examined the data in search of thematic codes, tendencies, premises, or ideas 

related to CCGR and Colombian music. I used the following codes to analyse my research: 

hybridism, Colombianness, cultural identity, traditional music, art music, popular music, and 

classical guitar.  

My analysis of the data aimed to establish the theoretical foundations to position the 

idiomatic interactions of CCGR within Béhague et al.’s (2001) categories of Colombian 

music (art, traditional, and popular music). My objectives were (a) to contextualise the three 

categories of Colombian music; (b) to show how the stylistic diversity of CCGR is intrinsic 

to the cross-cultural process (hybridity) and different notions of national identity; and lastly, 

(c) to identify current gaps in the literature regarding the classical guitar ecosystem of 

Colombia and CCGR. Through the content analysis of current literature, interviews, and 

artistic outputs (recordings and concerts) of CCGR, I also sought to outline which categories 

of CCGR may require a more comprehensive study and promotion in the future.  

Conclusion 

This chapter elaborated on the musicological and artistic research processes involved 

in this inquiry, which draws primarily on methods of historical musicology and artistic 

research. Through musicological approaches, I collected data from academic and non-

scholarly sources, scores, and semi-structured interviews during fieldwork; my thematic 

analysis of these data informed the artistic output (an album). Conversely, my artistic 

processes also fed back to inform my musicological understandings of CCGR idioms. In the 

next chapter, I focus the discussion on the three main categories of Colombian music: art, 

traditional, and popular music idioms. I use that classification as a framework to argue that 

CCGR can be as diverse, in music idioms, as Colombian music itself. 
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CHAPTER III—THREE CATEGORIES OF COLOMBIAN MUSIC 

This chapter develops a framework for categorising CCGR. It draws on an existing 

categorisation of Colombian music more broadly—namely, that presented in Béhague, List, 

and Waxer (2001). Drawing upon published and unpublished scholarly sources as well as 

commercial and field recordings of Colombian music, Béhague et al. classified Colombian 

music into three categories: traditional, popular, and art music idioms. In this chapter, I 

complement Béhague et al.’s (2001) publication by adding more scholarly and artistic 

information about those categories, but moreover, by integrating CCGR into the discussion. 

In evaluating Béhague et al.’s existing categorisation and applying it specifically to CCGR, 

this chapter aims to develop and present a consolidated theoretical framework that captures 

the full scope and diversity of CCGR. 

In taking the categorisation of Béhague et al. (2001) as a basis for my own evaluation 

of CCGR, I am alert to the risk of claiming absolutes. Music does not always fit neatly into 

categorisations. Béhague et al. recognised this risk, and acknowledged the flexibility of 

Colombian music and the dynamism of the music practices involved. They also 

acknowledged that many of the statements they made were “necessarily generalizations since 

they refer to a constantly varying musical practice” (p. 7). I concur with these sentiments. In 

addition, I recognise that the terms used in this three-part categorisation (traditional, popular, 

and art music) vary widely in meaning across different cultural and geographical contexts, as 

well as across scholarly and non-scholarly contexts. My aim here is not to corral musical 

idioms into fixed boundaries, but rather to establish a framework that aids in a better 

understanding of the diversity and dynamism of CCGR.  

Although this chapter is structured according to the three categories of Béhague et al. 

(2001), I complement and update the information in their publication by adding more data 

from other academic references and integrating the guitar into the discussion. In each 
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subsection, I first provide a broad description of the category concerning Colombian music, 

then move to consider how the category relates to CCGR specifically. 

Art Musics of Colombia 

 According to Béhague (2001), art music in Colombia refers to the practice and 

production of Western art music idioms (WAMI) in the country. Béhague (2001) classifies 

Colombia’s art music into two eras: The Colonial period (late 15th–19th centuries); and the 

Republican period (19th and 20th centuries). Art music starts its transformative process with 

the Colonial period of Nueva Granada5 (later Colombia). Throughout the Americas, 

Catholicism, the imposed religion in the “New World”, sponsored and disseminated secular 

music during the 16th and 17th centuries. Bogotá Cathedral6 was one of the epicentres of 

sacred music on the continent, compiling an extensive archive of villancicos, canto llano, 

polyphonic and baroque music7.  

According to Bermúdez and Duque (2000, p. 13), most of the music of the 16th and 

17th centuries in Bogotá represented mediaeval, Renaissance or religious traditions. During 

the 18th century, however, Western European music and dances, such as theatrical music, 

contradances, military music, and minué, became increasingly influential (Bermúdez & 

Duque, 2000). Orchestral forms and Viennese repertoire prevailed during the Republican 

period (Béhague, 2001; Bermúdez & Duque, 2000). The Republican period, established after 

the formal independence of the Spanish regime (1810), produced a nationalist sentiment, 

which art music composers expressed by including “national” music in their repertoire. For 

instance, Henry Price (1819–63) “wrote many solo songs, overtures and piano pieces, among 

 
5 Spain established its autonomous viceroyalty in Nueva Granada (later Colombia) in 1566. It was musically one 
of the most dynamic countries during colonial South America (Béhague, 2001). 
 
6 According to Béhague (2001), Bogotá Cathedral archives “have the richest collection in the New World of 
16th-century European polyphony and Baroque music” (p. 1). 
 
7 See also Bermúdez & Duque’s (2000) history of music in Santafé and Bogotá: 1538–1938. 
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which a vals al estilo del país (country style waltz; 1843) is a stylized pasillo (Colombian 

folkdance)” (Béhague, 2001, p. 3). Price, born and educated in London, moved to Colombia 

in 1840. He arranged several operas for piano and promoted Viennese classical composers. 

With Nicolás Quevedo Rachadell (1803–74), Price founded the Sociedad Filarmónica 

(1847). His son, J. W. Price, was the founder of the Academia Nacional de Música (Béhague, 

2001). 

José María Ponce de León (1846–82) was another prolific art music composer who 

showed an interest in folkloric expressions related to Colombian nationalism—a prevailing 

ideology within the turmoil era of the new republicanism of Colombia. Ponce de León, who 

studied under Gounod at the Paris Conservatoire, wrote several art music pieces such as 

operas and sacred works (masses and requiems), and works in local styles; however, his 

repertoire did not get broad recognition in the country (Béhague, 2001; Rodríguez-Álvarez, 

2007). As Béhague (2001, p. 3) writes, Ponce de León’s works: 

 

… show his early concern for musical nationalism within a prevailingly 

romantic vocabulary. He wrote several pieces based on such Colombian 

folkdances as the bambuco, pasillo and torbellino. But the fact that his music 

was considered incomprehensible in his own country indicates that even 

standard European styles of the mid-19th century had not effectively 

penetrated Colombia’s musical life. 

 

There were several other composers of art music in Colombia during the 19th and 

20th centuries. Composers from academia but without widespread musical recognition were 
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not uncommon amongst the intellectual elite of 19th-century Bogotá8. Henry Price and Ponce 

de León represent the quintessential composer of art music of 19th-century Colombia. They 

were erudite, with scholarly studies in prestigious conservatories in Europe, and they 

promoted art music and culture; yet their music was not fully appreciated by Colombian 

society. Price’s contribution to Colombia’s art music, nationalism, and later on his son’s 

involvement in formal music education, advanced the music literacy of Colombian 

composers both in the country9 and in Europe. These achievements improved the status of 

European music in Colombia and stimulated the proliferation of formal art music institutions 

in the country’s major cities (Béhague, 2001).  

Throughout the 20th century many Colombian composers continued with the Western 

art music tradition, developing eclectic styles (Béhague, 2001). These styles range from neo-

romanticism with subjective nationalism to sacred choral pieces, from organ fugues to 

concertinos and sonatas in a neo-classical style, and from larger traditional symphonic forms 

to experimental compositional techniques. The latter includes dodecaphonic techniques, 

aleatory processes and open forms, and acoustic instruments combined with electro-acoustic 

sounds, amongst others (Béhague, 2001). 

Based on Béhague (2001), in this thesis I define CCGR of art music as the Colombian 

classical guitar compositions comprising predominantly music idioms that do not belong 

explicitly to the folkloric expressions of Colombia but to Western art music idioms or their 

transatlantic derivatives (i.e., music idioms representative of impressionism, minimalism, 

atonalism, serialism, etc.). Those idioms evolved from the Western canon but have also 

 
8 See also Cortés-Polania (2004), Bermúdez & Duque (2000), Rodriguez-Álvarez & Navarro (2012), and 
Serrano et al. (2007) for several other Colombian composers of art music.  
 
9 This period also saw the beginning of formal music education in the country with the Academia Nacional de 
Música (1882) which, in 1909, became the Conservatorio Nacional (Béhague, 2001).  
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migrated across to the American continent. They range from Renaissance and Baroque music 

to impressionism, minimalism, and the atonalism of the second Viennese school.  

Colombian classical guitar composers have long engaged with the art music idiom. As 

mentioned early in this thesis, the earliest music manuscript of 19th-century Colombia was a 

little book titled Música de Guitarra de mi Sª Dª Carmen Cayzedo [Guitar music of my Mrs 

Carmen Cayzedo; archaic Spanish original]. It contains music forms ranging from waltzes, 

marches, English dances, to South American rhythms (see Rodriguez-Álvarez & Navarro, 

2011, p. 31).  

Duque (1998) argues that during the mid-19th century, three Colombian periodicals10 

distributed 42 salon music pieces for piano, guitar, and ensemble. Amongst these 

publications, the periodicals issued eight guitar pieces. The first three are by anonymous 

composers, namely, Polaca by C (Clásicas Colombianas, 2013), and Contradanza No. 1 and 

No. 2, both in E flat major; another three are by Santos Quijano (1807–1892), namely, 

Contradanza No. 1 and No. 2, also in E flat major, and Polka in G major (see Figure 3.1); and 

the remaining two are Contradanza and Vals in E major by Francisco Londoño (1805–1854). 

Rodriguez-Álvarez and Navarro (2012) claim that Londoño was the first influential guitarist 

in Colombia and one of the most well-known characters of the first half of the 19th century. 

Londoño may have gathered and handwritten the 24 pieces of the 19th-century booklet 

(mentioned above), and he may also have been the guitar mentor of Carmen Cayzedo, the 

former owner of the booklet (Rodriguez-Álvarez & Navarro, 2012, p. 209). 

 

 

 

 
10 El neo-granadino (1848–1849) distributed 31 pieces; el pasatiempo (1851) one work; and el mosaico (1859–
1860) ten pieces (Duque, 1998). 
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Figure 3.1: Contradanza for Guitar by S. Quijano. 

Figure 3.1 shows a fragment of contradanza for guitar of 19th-century Colombia—original 19th-

century manuscript. The composer’s level of musicianship in Western art music is apparent from his 

detailed notation, which is typical of art music composers in the 19th century. [Source: Adapted from 

La música en las publicaciones periódicas colombianas del siglo XIX (Music in the periodical 

publications of Colombia of the 19th century) by E. Duque, 1998, p. 65. Fvndacion de Mvsica.] 

 

Contradanzas are the final testimony of an air that enjoyed immense popularity 

amongst Colombian society from the late 17th to the early 19th century (Duque, 1998). The 

English contradanza or country dance became widespread in Europe in the 17th century. 

According to Duque (1998), by then, the contradanzas were no longer about folk passages 

but: 

more or less stylized versions and adapted to instruments of general use such 

as piano …. For example, the French contradanza had managed to displace the 

hegemony of the courtly minuet, thanks to the social implications of the 

French revolution. (p. 27) 

 

Apart from the composition Uribe Holguín wrote for Andrés Segovia in the 1950s, he 

also composed an art music guitar piece in an impressionistic language titled Tres Bosquejos. 
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The piece comprises three movements: Moderato, Andante Tranquilo, and Allegro. This 

work has been recorded only once, and is included in the recording Antología de la Guitarra 

Colombiana by the Colombian guitar composer and guitarist Hector Gonzalez (González, 

2016b, tracks 1–3). 

Another art music guitar composer is Guillermo Rendón (b. 1935, Manizales, 

Colombia). Rendón is one of the most influential composers in 20th-century Colombia 

(Universidad EAFIT, 2014), yet he is widely unknown for his classical guitar works. Apart 

from his prolific career as a composer, Rendón is a conductor, poet, educator, and film 

director; he also completed a PhD in Ethnographic Sciences at the Humboldt University of 

Berlin in 1971 (Universidad EAFIT, 2014). Rendón has written solid compositions for guitar 

in non-traditional music idioms. The International Image Festival (2017) claims that amongst 

the most significant classical guitar works of Rendón are his Ciclo del Exilio, which is his 

first and most important guitar piece; his guitar quartet Trémolo Tremulante, a dramatic and 

touching musical marvel remembering Armero’s devastation by the Ruiz Volcano; and his 

first Guitar Sonata, Op. 89.  

In 1985, Rendón finished his most well-known work, Ciclo del Exilio (Cycle of Exile) 

(Rendón, 1985). The six movements of this substantial atonal guitar work lasts between 40 

and 46 minutes, an extraordinary duration for a solo classical guitar piece. Apart from a few 

live performances (published on YouTube), Ciclo del Exilio has not been recorded 

commercially. The work was premiered in 1985 by the guitarist Arturo Parra (2012). This 

ground-breaking art music guitar work comprises an atonal language, abstract notation, and 

extended guitar techniques such as “strike rhythm, persistent patterns, martellato; closed 

tremolo, a new type of tremolo, near to the orchestra writing; symmetry, a new fashion to 

decipher the regular successions” (Rendón, 1985, p. 2; and see Figure 3.2). 
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Figure 3.2: Ciclo del Exilio by Guillermo Rendón. 

Figure 3.2 shows a fragment of Rendón’s Ciclo del Exilio (original manuscript), with its modern 

musical language and extended guitar techniques, analogous to other art music guitar works of the 

20th and 21st centuries; namely, Ginastera’s sonata, Roberto Sierra’s sonata, Pēteris Vasks’ Sonata of 

Loneliness, amongst others works. (cf. Rendón’s art music idioms—Parra, 2012—vs Vasks’ Sonata 

performed by Marcin Dylla, 2014). [Source: Adapted from Ciclo del Exilio (Cycle of Exile) by G. 

Rendón, 1985, p. 1. Unpublished manuscript.] 

 

Other prominent art music CCGR composers, but who are different in style from the 

above examples, are Hector Gonzalez, Juan Carlos Marulanda, and Lucas Saboya. Marulanda 

studied classical guitar with Arturo Parra (the guitarist who premiered Ciclo del Exilio). Parra 

was a guitarist and composer predominantly influenced by contemporary music, which also 

inspired Marulanda to compose in a contemporary musical language (J. C. Marulanda, 

personal communication, December 11, 2018). According to Marulanda, when he was a 

composition student at the Universidad Javeriana in Bogotá, there was a strong push to 

compose in a contemporary musical language (atonal, experimental, and electroacoustic 

music) instead of Colombian traditional idioms. At that time (the 1980s and 1990s), 
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Marulanda felt that the expectations of an “academic” composer were to write “ground-

breaking” music. In that sense, Javeriana University was a pioneer since it was the first 

university in Colombia to have a program of composition (J. C. Marulanda, personal 

communication, December 11, 2018).  

Marulanda defines his compositional style as ecliptic, as each work adopts a different 

style. However, in the 90s, Marulanda’s principal source of inspiration was impressionism, 

which is clear in most of his early works for guitar. By then, he realised that there were few 

works for guitar written in that style in Colombia. In the early part of his career, he also 

experimented with the rougher side of atonalism, creating contrasts with other atmospheres 

rich in rhythm and percussion (J. C. Marulanda, personal communication, December 11, 

2018).  

According to Marulanda (personal communication, May 19, 2018), Javeriana 

University published the art music work Dos Momentos Para Guitarra (Two Moments for 

Guitar; Marulanda, 1990), but it is not available commercially. The composer commented 

that a publication may be carried out later, but he was unsure when that was likely to happen 

(J. C. Marulanda, personal communication, May 19, 2018). Dos Momentos comprises a 

music language characteristic of much of post-World-War-II music, and could be seen as part 

of broader contemporary trends, including the style known as “impressionism”, of which 

Debussy and Ravel were primary exponents. For instance, Marulanda gives the performer 

certain interpretative freedom by having bars without time signatures, writing libremente as 

an indication of tempo, and adding diverse nuances of tempo and dynamics. 

In the same way that famous impressionistic works such as La Mer or Prélude à 

l’après-midi d’un faune by Claude Debussy (1862–1918) aim to capture the moment, 

movement, and emotions through sound (as Oscar-Claude Monet or Pierre-Auguste Renoir 

did earlier through colour), Marulanda describes his contrasting emotions such as calm and 
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turbulence with changes of colour, tempo, and dynamics. (see Figure 3.3, and González, 

2016b, tracks 13–14). 

Figure 3.3: First movement of Dos Momentos by Juan Carlos Marulanda.  

 

 

Figure 3.3 illustrates how Marulanda uses various compositional techniques, representing an 

impressionistic musical language. In the first stave, there are indications of an abrupt change of colour 

in the instrument: sul ponticello, sul tasto, or played over the guitar sound hole. The latter generates a 

warm or dark colour when one plucks a string near the bridge of the guitar. The former creates a 

metallic or bright colour by playing over the sound hole. Also, Marulanda indicates the tempo of the 

first part of the example (until the 9/8) as libremente or with freedom. These effects, plus the absence 

of a time signature, create an atmospheric impression of calm. He then adds another abrupt change by 

introducing movement through a rhythmical passage. The eighth notes, altered by the variation of the 

time signature (9/8 & 4/4), represent the drive or movement of the piece. From my perspective, all 

these features together (but not limited to them) create a piece with an impressionistic air. [Source: 

Dos Momentos Para Guitarra (Two moments for guitar) by J. C. Marulanda, 1990, p. 1. Unpublished 

score. Adapted and reprinted with permission.] 

 

Another art music composer of CCGR is Hector Gonzalez (b. 1961). Gonzalez 

considers his classical guitar works within the language of música colombiana (Colombian 
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music) but understood from a broader perspective (H. Gonzalez, personal 

communication, December 12, 2018). It is, however, pertinent to clarify that the term música 

colombiana is broad in its meaning; yet, in Colombian jargon, it often denotes music that 

represents the Colombian identities or the Colombianness—often relating to traditional and 

popular music idioms (see Fernandez-L’Hoeste & Vila, 2013, pp. 248–268). Gonzalez, 

nevertheless, admits his music differs in style and language with the so-called folkloric 

Colombian music or, according to him, Andean Colombian music (part of traditional 

Colombian music); although, in his works he has been influenced by traditional musics, 

particularly from the Caribbean region of the country (H. Gonzalez, personal communication, 

December 12, 2018; see MC2185, 2010).  

Apart from being a prolific composer, Gonzalez is also a lutenist and a fine classical 

guitarist. His compositional output of 21 works includes five for guitar that are written in a 

non-traditional musical language: Preludio, Parafrasis, y Juga; Homenaje a Leo Brouwer; 

Octoechos Miniaturas; Homenaje a Villa-Lobos; and Temple y Puya (González, 1999, 2006, 

2012, 2016b; 2016c; H. Gonzalez, personal communication, December 12, 2018). The 

composer has recorded his Preludio, Parafrasis, y Juga (González, 2017, tracks 18–20). 

González’s (2006) Homenaje a Leo Brouwer has not yet been published, but it is included in 

the album (Gonzalez, 2016c). The Chilean guitarist José Antonio Escobar included Preludio 

(from Preludio, Parafrasis y Juga) in his 2015 recording (Escobar, 2015a, track 15). 

According to Hector Gonzalez (personal communication, December 12, 2018), three 

main international composers have consciously influenced his music language: Leo Brouwer 

(born March 1, 1939), Alberto Ginastera (born April 11, 1916, Buenos Aires, Argentina; died 

June 25, 1983, Geneva, Switzerland), and Heitor Villa-Lobos (born March 5, 1887, Rio de 

Janeiro, Brazil; died November 17, 1959, Rio de Janeiro). Gonzalez studied under Colombian 

guitarist Hernán Moncada who, in the 1960s, was “the guitarist with the best technical 
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formation in Colombia” (H. Gonzalez, personal communication, December 12, 2018). 

Moncada, in turn, studied with Alfonso Valdiri, a former guitar tutor of Clemente Díaz.  

Gonzalez started his compositional career while working as a popular music 

performer and making transcriptions for salsa bands and orchestras (H. Gonzalez, personal 

communication, December 12, 2018). Under Alvaro Ramirez, he also studied counterpoint 

and harmony. Gonzalez has received many awards for his compositions of CCGR art music: 

National Composition of Colombia 2011, Prize International Composition Andrés Segovia 

2008 of Almuñécar-Spain, and First Honourable Mention Songwriting Contest International 

“Agustín Barrios” 2000 Salzburg-Austria Award—with the composition Preludio, Juga, y 

Allegro, currently titled Preludio, Parafrasis, y Juga (H. Gonzalez, personal communication, 

December 12, 2018). Like most of his art music compositions, the latter comprises extended 

techniques on the guitar and contemporary music language (see Figures 3.4 & 3.5). 

The last art music composer of CCGR I mention in this chapter is Lucas Saboya 

(b. 1980). Saboya is a Colombian tiplista (tiple player) and composer. His new but growing 

career in the country ranges from compositions for tiple and fretted-string instruments to 

substantial classical guitar works. Saboya started his musical studies in Tunja, Boyacá, 

Colombia, at an early age. He then studied composition at the National University of 

Colombia under Gustavo Parra but finished his course at the Universidad Pedagógica 

Nacional (L. Saboya, personal communication, December 1, 2018). At the latter institution, 

he wrote his Master’s thesis on the Latin American popular guitar, incorporating the work of 

recognised composers as well as his Suite Ernestina as an artistic complement to his project.  
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Figure 3.4: Conventions for the work Preludio, Parafrasis, y Juga by Gonzalez. 

 

Figure 3.4 displays conventions to interpret Gonzalez’ work Preludio, Parafrasis, y Juga. These 

conventions range from strumming the guitar body and fretboard with the palm of the hand (I, III, and 

IV in the above figure) to pizzicato alla Bartok (dot point VII) and specific effects on different parts 

of the guitar (II, V, VI, and VII). [Source: Hector Manuel González: Obras Para Guitarra (Hector 

Manuel González: Guitar Works), H. González, 2016b, p. 29. Universidad del Valle, Programa 

Editorial. Adapted and reprinted with permission.] 
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Figure 3.5: Allegro, Parafrasis, Mov. 2.  

 

Figure 3.5 shows the notation of the extended techniques (as per Figure 3.4) of Gonzalez’s work 

Parafrasis, from Preludio, Parafrasis, y Juga. The “hand” symbol on the first stave, which is not 

included in the conventions in Figure 3.4, refers to the first convention, indicating that the interpreter 

needs to hit the strings on the guitar’s fretboard. [Source: Hector Manuel González: Obras Para 

Guitarra (Hector Manuel González: Guitar Works), H. González, 2016b, p. 41. Universidad del 

Valle, Programa Editorial. Adapted and reprinted with permission.] 

 

Saboya regards the following performances as the most significant in his career: his 

Concierto para tiple y orchestra (Concerto for tiple and orchestra) with the Orquesta 

Filarmónica Juvenil de Camara (Youth Philharmonic Chamber Orchestra of Bogotá) in 

Bogotá, May 17, 2019; his trio of Andean music, Palos y cuerdas, which has performed 

nationally and internationally at various music festivals; his status as the principal composer 
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of most of the repertoire played by the trio (L. Saboya, personal communication, December 

1, 2018); his album of compositions recorded and produced in Paris, titled Cita en París 

(Appointment in Paris; Lucas Saboya Cuarteto, 2017); his compositions that have been 

recorded and performed at guitar and fretted-string festivals (UTRGV Guitar Festival, 2019); 

and recordings of his Suite Ernestina for solo guitar (Saboya, 2011) which, at the time of 

writing, in addition to my recording (Colombian Guitar Vol. 1), has been recorded by just 

two other international concert performers: José Antonio Escobar and Emerson Salazar 

(Escobar, 2015b, tracks 7–10; Salazar, 2018). Saboya considers Suite Ernestina an unusual 

work within his compositional output as it does not represent traditional Andean music of 

Colombia, which is his primary compositional style (L. Saboya, personal communication, 

December 1, 2018).  

Saboya’s Suite Ernestina, which he dedicated to his grandmother, Ernestina, 

encompasses characteristics alien to the traditional music of Colombia (L. Saboya, personal 

communication, December 1, 2018). For instance, the first movement, Costurera 

(seamstress), is a prelude inspired by the 19th-century guitar tradition of Spain, with its long 

melodic phrases accompanied by a subtle counterpoint and an undefined bass line 

(L. Saboya, personal communication, December 1, 2018; Duque-Cuartas, 2019j; 

guitarrasdeluthier, 2014). Apart from Saboya’s description, this movement also hints at the 

minimalism of the French composer Eric Satie (1866–1925; Brilliant Classics, 2018). The 

simplicity and almost uninterrupted melodic line floating in a subtle and unpretentious 

harmony characterise the first movement of Saboya’s suite (see Figure 3.6). 
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Figure 3.6: Costurera: Suite Ernestina, Mov. 1. 

 

Figure 3.6 shows part of the melodic line of the first movement of Costurera from Suite Ernestina, 

bars 10–18, and the obvious minimalistic melodic line, without any counterpoint or a bass line 

representing any traditional or traditional-popular music idioms of Colombia. Saboya kept this 

minimalist characteristic throughout the whole movement. [Source: Suite Ernestina by L. Saboya, 

2011, first movement, p. 7, bars 13–18. Molas Editions Colombia. Adapted and reprinted with 

permission.] 

 

The second movement, De Algún Modo (Somehow), was the first movement that 

Saboya wrote for the suite. He finished it in 2004 for his trio and, while studying at National 

University of Colombia, he included it as the second movement of the Suite Ernestina 

(L. Saboya, personal communication, December 1, 2018). According to Saboya, this 

movement represents a guabina, although compared with a traditional guabina, it does not 

have many features in common. Instead, De Algún Modo comprises modal harmonies and 

colours mostly alien to traditional Andean music (see Figures 3.7 and 3.8).  

 



 61 

Figure 3.7: De algún modo: Suite Ernestina Mov. 2. 

 

Figure 3.7 shows the bass (in circles) and melodic lines of the first six bars of the second movement 

of Suite Ernestina. The melodic phrase (highlighted with purple and green lines) is the main theme, 

which is repeated throughout the piece five times. There is no rhythmic pattern in the harmonic part—

in the bass or the accompaniment—indicating that the second movement of the suite represents a 

guabina or other traditional rhythm of the Andean region of Colombia. However, there are eight bars 

in the middle of the piece in which the harmonic rhythm represents the traditional guabina (see Figure 

3.8). [Source: Suite Ernestina by L. Saboya, 2011, second movement, p. 13, bars 1–6. Molas Editions 

Colombia. Adapted and reprinted with permission.] 

 

Figure 3.8: The middle part of De Algún Modo: Suite Ernestina, Mov. 2. 

 

Figure 3.8 shows the guabina rhythm of the middle part of the piece (bars 17–24). This pattern in the 

bass line is repeated in other parts of the piece with a different harmony and melody (e.g. the second 

movement, bars 28, 29, 31, 33, 34, 35, and 36). However, the combination of some modal parts 

throughout the piece and the irregular harmonic pattern of the central theme (see Figure 3.7) preclude 
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an immediate classification of this movement as a guabina, at least not as a traditional guabina. 

[Source: Suite Ernestina by L. Saboya, 2011, second movement, p. 14, bars 19–24. Molas Editions 

Colombia. Adapted and reprinted with permission.] 
 

The third movement of Suite Ernestina, Canción de Cuna Para Seis (Lullaby for six) 

is a lullaby dedicated to Ernestina’s children (Saboya’s grandmother), where the six children 

are represented by the six strings of the guitar (L. Saboya, personal communication, 

December 1, 2018). Throughout the piece, there is a recurring tonic chord which symbolises 

the six siblings (I9add6; see Figure 3.9). This chord is alien to the harmony of traditional 

music of the country since it is a tonic chord but with a sense of the dominant—the harmonic 

use of a tonic chord with the 9th and added 6th refers more to impressionistic and jazz 

language. According to the composer, this movement hints at a Venetian barcarolle and Julia 

Florida by the great Paraguayan guitar composer Agustin Barrios Mangoré (L. Saboya, 

personal communication, December 1, 2018). Similar to the first movement, throughout 

Canción de Cuna Para Seis there is no harmonic rhythm indicating any traditional music 

idiom of the country (see Figure 3.9, bass part). 

 

Figure 3.9: Canción de Cuna Para Seis: Suite Ernestina, Mov. 3. 

Figure 3.9 shows the beginning of Canción de Cuna Para Seis: Suite Ernestina, Mov. 3. The score 

illustrates how Saboya uses extended harmonies and a non-traditional harmonic rhythm. In this case, 
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he adds the 6th and 9th notes of the tonic chord (D), creating a particular atmosphere and colours. 

Saboya also uses a harmonic rhythm expanded throughout the bar (represented by a dotted minim on 

the bass). The lack of a stable harmonic rhythm, representative of traditional music idioms, plus the 

reiterative use of extended harmonies, position this piece within the spectrum of art music idioms. 

Unlike Gentil Montaña, the compositional style of Saboya in this Suite is grounded in long melodic 

phrases, passages without counterpoint on scales and arpeggios, and single melodic lines (e.g. Figure 

3.10, bars 15–17). [Source: Suite Ernestina by L. Saboya, 2011, third movement, p. 21, bars 1–6. 

Molas Editions Colombia. Adapted and reprinted with permission.] 

 

The last movement of Suite Ernestina is an energetic zamba—a traditional genre of 

countries located in the southern part of South America. Its title, Zamba Negra, and part of 

the harmony refers to the second movement, Danza Negra, of Suite Venezolana by Antonio 

Lauro (L. Saboya, personal communication, December 1, 2018). Saboya also used references 

to Sonatina Meridional, the iconic work of Manuel Ponce (Mexico; see Figure 3.10). 

Throughout the suite, Saboya chose the keys of D minor and D major because he loved the 

resonance of the guitar with the sixth string lowered to D (L. Saboya, personal 

communication, December 1, 2018). These keys facilitate the natural resonance of the guitar, 

allowing open sixth and fifth strings to be played in both the tonic and dominant chords. 

 

Figure 3.10: Zamba Negra: Suite Ernestina, Mov. 4. 
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Figure 3.10 outlines the main musical characteristics of the fourth movement of Suite Ernestina. The 

bars circled in green show the rhythm of zamba. Bars enclosed in blue circles show virtuosic yet 

idiomatic passages of the piece with neither harmonic nor bass support, which are reminiscent of the 

music of renowned guitar composers such as Agustín Barrios (Paraguay), Heitor Villa-Lobos (Brazil), 

Francisco Tarrega (Spain), and Joaquin Rodrigo (Spain), amongst others. The bars with notes circled 

in red show how Saboya quotes a fragment of Ponce’s Sonatina Meridional. “This sonatina is in three 

movements: Campo, Copla, Fiesta, of great charm and under Spanish, particularly Andalucian, 

influence” (Otero, 1983, p. 42). [Source: Suite Ernestina by L. Saboya, 2011, fourth movement, p. 27, 

bars 13–18. Molas Editions Colombia. Adapted and reprinted with permission.] 

 

In summary, according to Béhague (2001), art music in Colombia encompasses the 

practice and production of Western art music idioms in the country. Béhague divides 

Colombia’s art music into two eras: The Colonial period (late 15th–19th centuries); and the 

Republican period (19th and 20th centuries). Art music repertoire of the country during the 

Colonial period was secular and religious (mediaeval, Renaissance, or religious traditions). 

During the Republican period, Viennese classical composers, and orchestral, operatic, 

military, and European instrumental music became prominent amongst the cultural and 

economic elite of the country. Throughout the 20th century, many Colombian composers 

continued with the Western art music tradition, developing wide-ranging styles from the 

Romantic Viennese school to contemporary music languages, including impressionistic, 

atonal, and electronic music styles. 

Colombian classical guitar composers have long engaged with art music. This section 

has outlined five main composers of art music CCGR: S. Quijano (19th century), Guillermo 

Rendón (20th century), Juan Carlos Marulanda (20th & 21st centuries), Hector Gonzalez 

(20th & 21st centuries), and Lucas Saboya (21st century). Such composers encompass a 

strong art music tradition of CCGR. In Chapter IV, I discuss my interpretation of Lucas 

Saboya’s Suite Ernestina, which I recorded for the artistic component of this research—

representing art music CCGR. 
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Traditional Musics of Colombia 

Throughout this thesis, and in accordance with List (2001), I refer to genres such as 

pasillo and guabina as traditional musics of Colombia. List examines the complexity and 

variety of traditional Colombian music genres generated through cross-cultural processes. 

These traditions are the musical outcomes of a tri-continental mix of cultures triggered and 

intensified by more than four centuries of Spanish rule. During this period, this colossal 

cross-cultural process generated and shaped a great diversity of musics. The cultural 

synthesis of Europeans (including but not limited to Spaniards), Africans (from the sub-

Saharan region), and Amerindians (the American continent’s indigenous peoples) produced a 

musical flourishing which still continues (Blanco-Arboleda, 2013; List, 2001; Varney, 1999).  

Traditional musics are different throughout Colombia in terms of culture, regional 

custom, and variety of genres (Pacini, 2010). Local music genres evolved almost in isolation 

from each other within different regions. Each region has different instruments and 

instrumental and vocal accompaniments (List, 2001). Héctor Fernández L’Hoeste, notes that 

in Colombia “regional differences are very marked, more so than in the average Latin 

American context, and they are profoundly reflected in local and national culture” (as cited in 

Pacini, 2010, p. 187). The social function of traditional musics has been intrinsic to the 

country’s folklore through dances, festivities, and rituals (see, List, 2001; Mincultura, n.d.; 

Waxer, 2001). Thus, Colombia’s folkloric-music, folkloric-dances and, to some extent, 

nationalistic music also belong to the categorisation of traditional musics.  

Six geographical-cultural regions divide current Colombia: Andean, Atlantic, Pacific, 

Llanos, Amazonia, and Insular. The Andean region contains most of Colombia’s population 

and, to some extent, its cultural diversity. It comprises the following 13 departments 

(equivalent to states in Australia): Antioquia, Boyacá, Caldas, Cundinamarca, Huila, Norte de 

Santander, Quindío, Risaralda, Santander, Tolima, Eastern Nariño, Cauca, and Valle del 
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Cauca (Instituto Caro y Cuervo, 2015). As part of List’s (2001) historical-musicological 

analysis on Colombian traditional music genres, the guitar appears to be present in a great 

variety of music genres of the Andean region. However, unlike in the report from Mincultura 

(n.d.), List’s (2001) analysis excludes Colombia’s Insular region, and does not acknowledge 

the traditional Colombian guitar as an essential instrument in some music genres from the 

Atlantic region (e.g. son, paseo, puya, and merengue). 

Fretted-string instruments such as the traditional Colombian guitar (and the classical 

guitar to some extent), tiple, bandola, and requinto are essential in most music traditions 

from the Andean region. The traditional Colombian guitar and guitar-like instruments are 

sometimes present in the music from the Llanos, Atlantic, and Insular regions. They are 

absent in the music traditions of the Pacific and Amazon regions (List, 2001; Mincultura, 

n.d.). From the late 19th century, the traditional Colombian guitar has been a fundamental 

part of traditional musics from the Andean Region as part of fretted-string ensembles (List, 

2001; see also Perilla, 2013).  

The essence of traditional musics of Colombia lies in their rhythmic structure, social 

function, and nationalistic connotations (see Bermúdez, 1990; List, 2001). Different 

instrumental ensembles and ways of disseminating and describing these traditions (oral 

tradition vs. music notation) might not affect their traditionalistic essence. For centuries, Neo-

Granadinos (later Colombians) passed down these musics through oral traditions. However, 

during the 19th and 20th centuries, nationalistic art music composers notated some of these 

traditions and re-mixed them with art music (Béhague, 2001; Franco, 2005; Mincultura, 

2010, n.d.; Rodríguez-Álvarez, 2007). When broadcasting emerged in the early 20th century, 

some of these musics became increasingly popular and more deeply rooted in both 

Colombian nationalism and the mainstream culture—popular music (Cortés-Polania, 2004).  
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Amongst many classical guitar composers of traditional music (and traditional-

popular music), this research outlines part of the monumental work of Gentil Montaña. All 

three of my interviewees, and many authors, felt that Montaña was the most prominent 

traditional composer of CCGR (L. Saboya, personal communication, December 1, 2018; J. C. 

Marulanda, personal communication, December 11, 2018; H. Gonzalez, personal 

communication, December 12, 2018; and see Editorial Music Sur Limitada, 2011). Gentil 

Montaña enriched the country’s traditional music expressions through his large and 

significant guitar repertoire. He also expanded traditional music and the limits of the guitar 

through the inclusion and fusion of new harmonies. As a result, and by having him as a 

reference, a new generation of Colombian composers and guitarists focused their guitar 

production on traditional and non-traditional guitar expressions. These fusions between 

traditional and non-traditional forms opened new expressions that enabled the guitar 

repertoire of Colombia to be more diverse and flexible. Montaña’s (2000) Colombian Suites 

represent some of the most recognised traditional and traditional-popular music genres of 

Colombia. These rhythms are: pasillo, vals, bambuco, and guabina; and, from the Atlantic 

region, porro (see Figures 3.11, 3.12, 3.13, and 3.14). 
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Figure 3.11: Pasillo from Suite Colombiana No. 2 by Montaña. 

 

Figure 3.11 shows the first eight bars of the first movement of Suite Colombiana No. 2. The bass line 

shows how this piece characterises the traditional music genre of pasillo, whose rhythmic cell is  

and is commonly written in the time signature of 3/4 (see Hoyos-Escobar, 2017). [Source: 

Adapted from Suite Colombiana No. 2 by G. Montaña, 2000, first movement, p. 1, bars 1–8. Caroni 

Music. Adapted and reprinted with permission.] 

 

Without losing traditional musical structure and sonority, Gentil Montaña’s four 

Colombian Suites integrate extended harmonies, chromatic passages, and polyphonic 

techniques into his pasillos, guabinas, porros, valses, and bambucos. Hoyos-Escobar (2017) 

referred to Montaña’s work as “a special kind of music that is neither classical nor 

completely folkloric because it is transmitted both orally and in written form” (Hoyos-

Escobar, 2017, p. 21; see Figure 3.12). 
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Figure 3.12: Guabina from Suite Colombiana No. 2 by Montaña. 

 

Figure 3.7 shows, in the top stave, how Montaña uses the traditional rhythm of guabina. According to 

Hoyos-Escobar (2017) “the characteristic rhythmic cell of the accompaniment of guabina is quarter-

quarter-eighth-eighth, that appears in the accompaniment which in the guitar would be divided in 

bass-chord-bass-chord” (p. 49): ; yet, Montaña synthesised guabina’s rhythmic cell as:  

The second last and last bars, in the bottom stave, illustrate some of Montaña’s harmonic inclusions, 

which are uncommon in traditional musics. In this case it is an E major chord with an added 9th. 

[Source: Adapted from Suite Colombiana No. 2 by G. Montaña, 2000, second movement, p. 6, bars 

25–33. Caroni Music.] 

 

Figure 3.13: Bambuco from Suite Colombiana No. 2 by Montaña. 
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Figure 3.13 illustrates the hemiola typical of the traditional-popular rhythm of bambuco: in this case, 

3/4 in the melody and 6/8 in the accompaniment or bass. [Source: Adapted from Suite Colombiana 

No. 2 by G. Montaña, 2000, third movement, p. 9, bars 1–4. Caroni Music.] 

 

Figure 3.14: Porro from Suite Colombiana No. 2 by Montaña. 

Figure 3.14 illustrates, in the bass part, the rhythmical pattern of porro, a traditional-popular genre 

and dance from the Atlantic region of Colombia. Porro is generally felt and written in the time 

signature of 2/2. It has staccato in the last two crochets of each bar and a syncopated melody (bars 3 

and 4). [Source: Adapted from Suite Colombiana No. 2 by G. Montaña, 2000, fourth movement, 

p. 12, bars 1–4. Caroni Music.] 

 

To conclude, during Colombia’s Colonial period, diverse intercultural processes 

shaped several music traditions. These musics evolved almost in isolation within six 

geographical and cultural regions in Colombia. Although there are numerous traditional 

composers of CCGR, this research focuses on a work by Montaña: Suite Colombiana No. 2. 

To accord with List (2001), throughout this thesis I refer to Colombia’s endemic music 

genres, such as pasillo and guabina, as traditional musics. However, apart from the first two 

movements, I also include two traditional-popular examples from Montaña’s Suite 

Colombiana No. 2: bambuco and porro. The core of these traditions lies in their rhythmic 

structure, social function, and nationalistic connotations (see Bermúdez, 1990; List, 2001). 

Those traditions have endured changes in instruments, ensemble formations, and ways of 

disseminating and describing them (oral tradition vs. music notation).  
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Popular Musics of Colombia 

 By the early 20th century, the music industry, radio broadcasting, and the notion of 

cultural cosmopolitanism produced the first wave of so-called popular music in Colombia. 

The appearance and rapid growth of the music industry and radio broadcasting led to a 

massive popularisation and commercialisation of some traditional music genres (Waxer, 

2001). During the 19th and first half of the 20th century, some traditional music genres such 

as the Andean bambuco, pasillo, and vals, and later on the so-called música tropical 

(Caribbean region) became prevalent around the country. The commercialised and 

popularised forms of these genres (traditional-popular) represented a collective national 

identity and cultural prestige. They epitomised not only the music of two of the most 

culturally active regions of the country but also the national music—música Colombiana 

(Colombian music), and their strong relationships with some of the cultural identities of 

Colombians—the Colombianness (see Fernandez-L’Hoeste & Vila, 2013; Waxer, 2001).  

The nationalistic rooting of some traditional music genres, along with the appearance 

of the music industry and radio broadcasting, positioned the Andean bambuco as the most 

popular genre in Colombia during the 19th and early 20th centuries (Waxer, 2001). The 

bambuco was the first Colombian genre recorded broadly and has had a powerful 

nationalistic connotation. It was, and to some extent still is, identified as canción Colombiana 

(Colombian song; Waxer, 2001). One could say, therefore, bambuco represents the cultural 

and ethnic plurality of the country; paradoxically, it was also a symbol of social status or 

even racial distinction. Waxer (2001) states, “Notably, the bambuco reinforced the image of a 

white-mestizo national culture, in contrast to Colombia’s African and indigenous ethnic 

roots” (p. 24).  

In the early 19th century, ensembles comprising plucked strings became popular in 

Europe (primarily in Spain and France) and the Americas, shaping a vast array of their 
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folkloric and popular musics (Christoforidis, 2017). Such ensembles can be tracked down to 

Renaissance musical traditions. During the Renaissance (15th and 16th centuries), the 

rondallas (groupings of plucked string instruments) were associated with popular songs and 

outdoor serenades (see Christoforidis, 2017). One of the most popular large plucked string 

ensembles, the Spanish estudiantina, was a crucial catalyst in the foundation of the sonority 

of a variety of European and American traditional and popular musics (Christoforidis, 2017). 

The modern estudiantina is a large fretted-string ensemble with small percussion instruments 

(castanets and tambourines) (List, 2001). At least since the first half of the 19th century, its 

members have been wearing different period Spanish vestments (see Martín-Sárraga, 2016). 

According to Christoforidis (2017), “the modern estudiantina movement can be traced back 

to 1878, and was consciously framed as a modern historical construct” (p. 23).  

The Colombian estudiantina—also known as the lira, rondallas, or tuna—comprises 

various traditional Colombian guitars and tiples at its core, as well as an indefinite number of 

bandolas (Gradante, 2013). In 1898, the first professional estudiantina, called La Lira 

Colombiana, appeared in Colombia under the direction of Pedro Morales Pino. The ensemble 

gained significant popularity in the late 19th and early 20th centuries (see Gradante, 2013). 

At the dawn of the 20th century, Morales-Pino’s estudiantina toured the Andean Region of 

Colombia, Central America, and the United States. Between 1901 and 1903 La Lira 

Colombiana performed in New Orleans, St. Louis, Chicago, Buffalo, New York, 

Philadelphia, and Baltimore—and later throughout the South American continent. The 

ensemble’s repertoire featured both Colombian popular music and classical music—including 

pieces by Mozart, Beethoven, and Brahms (Gradante, 2013).  

The above estudiantina was undoubtedly a catalyst in the popularisation of traditional 

Colombian musics throughout the Americas, showcasing the talent and musicianship of 

players of fretted-string instruments. The success of Morales-Pino’s estudiantina might have 
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acted as an influential source for subsequent ensembles and boosted the musical and 

interpretative quality of several of Colombia’s traditional-popular musics. According to 

Gradante (2013), Pedro Morales Pino (1863–1926) was not only “the greatest bandola player 

in history”, and an accomplished traditional Colombian guitarist, but also the author of 

method books for the bandola and the guitar (Colombia: Popular music, para. 2). 

Furthermore, Morales-Pino (and other contemporary composers such as Nicomedes Mata 

Guzmán, Rafael Padilla, and Simón Ospina) composed a relatively significant number of 

bambucos, pasillos, and other popular forms in 19th-century Colombia, “leading Colombian 

popular music into its golden age” (1890–1930, Gradante, 2013, Colombia: Musical 

ensembles, para. 4, musical contexts and genres, para. 6).  

The music industry and radio broadcasting led to a reshaping of ensemble instrument 

combinations (e.g. wooden wind instruments were replaced by brass instruments) and to the 

social significance of some traditional music genres in Colombia (Cortés-Polania, 2004). This 

reconfiguration had its main impact on some traditional musics of the Caribbean region 

during the 1930s and 1940s. Led by a “trendy” notion of cosmopolitanism in major cities, 

Caribbean music suffered a dramatic restructuring (of music instruments and form), 

popularisation, and commercialisation (Waxer, 2001). The popularisation of some traditional 

Caribbean musics and the general idea of cosmopolitanism led to a different cultural 

hybridisation process. There were new ensemble formations, a replacement of conventional 

instruments by foreign instruments, and an expansion of musical forms based on international 

trends. These phenomena created the so-called música tropical: “dance bands, in conformity 

with cosmopolitan tastes” (Waxer, 2001, p. 24).  

Brass instruments, cymbals, and the bass drum took over from traditional musical 

instruments of the region, such as llamador (drum from African roots) and gaitas 

(Amerindian wind-instrument). Likewise, papayeras (popular brass ensemble) began to 
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prevail over conjunto de gaitas (gaita ensemble; Waxer, 2001). Moreover, big band 

orchestras started to interpret arrangements of traditional rhythms and melodies from 

traditional cumbias and porros. According to Waxer (2001), “As a result of these influences, 

the cloistered regionalism marking 19th century national identity shifted to one that was more 

cosmopolitan in outlook and more open (to a degree) to the ethnic and cultural diversity 

within its borders” (p. 25).  

Although Waxer (2001) includes a variety of Colombian music genres in the category 

of Colombia’s popular music (e.g. salsa, vallenato, bachata, carrilera, pop-tropical), this 

research includes only the popular genres most relevant to the classical guitar: bambuco, vals, 

and porro. Henceforth in this paper, I refer to those genres as traditional-popular music, 

because their sociocultural and musical characteristics overlap between categories of 

traditional and popular musics (see, List, 2001; Mincultura, n.d.; Waxer, 2001).  

There are numerous composers whose artistic output represents CCGR of traditional-

popular music idioms, including Alvaro Romero, Blas Emilio Atehortúa, Silvio Martínez, 

and Bernardo Cardona, amongst many others. Some of these composers have blurred the 

boundaries of the three categories of Colombian musics. For instance, Cardona’s 

compositional output ranges from traditional and traditional-popular musics from five of the 

six geographical and cultural regions of the country, to art music idioms (see, for example, 

Cardona, 2006, 2012, 2017, n.d.).  

Amongst the many traditional-popular CCGR composers of the 20th and 21st 

centuries, this research focuses on two principal traditional-popular CCGR composers: 

Adolfo Mejía (1905–1973) and Clemente Díaz (b. 1938), the latter also a traditional and art 

music CCGR composer (see González-Correa, 2010). Adolfo Mejía represented the 

traditional-popular rhythm of bambuco in his archetypal piece Bambuco in Mi Menor. Unlike 

Montaña, Mejía used a simple harmonic language and fewer virtuosic demands throughout 
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the piece, representing the bambuco in a way that highlights its authentic characteristics (see 

Figure 3.15). 

Figure 3.15: Bambuco en Mi Menor by Adolfo Mejía. 

 

Figure 3.15 illustrates how Adolfo Mejía uses the rhythm of bambuco through a simple 

accompaniment pattern and a melodic cantabile. His simple harmony (i-V7-i) represents the rural 

roots of bambuco, which generations of Colombians passed down through oral traditions. In the 

traditional bambuco, the accompaniment can be either arpeggiated or strummed, flowing through a 

syncopated rhythm with tonic and dominant chords. It allows the voice (or melody) to have a primary 

role, which is highlighted by the quaver rest of the harmony. [Source: Adapted from Bambuco en Mi 

Menor by A. Mejía, 1967, p. 1, bars 19–23. Unpublished manuscript.] 

 

Bambucos are commonly performed in a small music ensemble called duo or dueto 

bambuquero. Such duet consists of two singers accompanying themselves on guitar and tiple. 

The tiple strums a chord progression, while the guitar often arpeggiates the harmony and acts 

as bass support with bass motifs. The Dueto bambuquero may double the tiple and guitar 

adding bandolas (a plucked string instrument which descends directly from the Spanish 

bandurria). The bandolas, in turn, perform instrumental interludes, solos, and vocal 

embellishing. The music of dueto bambuquero is often heard in nightly family meetings, 

private events, serenades (Gradante, 2013), and old-fashion cantinas. Although bambucos 
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were mostly performed by duets (dueto bambuquero), a significant percentage of the 

repertoire of Colombian estudiantina are also bambucos, as well as pasillos and other genres 

of Colombian popular music (Gradante, 2013). 

Throughout his prolific career as a composer and interpreter, Clemente Díaz explored 

the three categories of Colombian music extensively. However, according to González-

Correa’s (2010) biography of Díaz, the traditional-popular music of Colombia strongly 

influenced the composer’s compositional output. González-Correa writes that Clemente 

Díaz’s work is based on Colombian (traditional & traditional-popular) rhythms and airs, 

evident from a closer analysis of his various fantasias, where he resorts to folk and regional 

musics and other melodies that provide the nation with its cultural identity. His oeuvre, 

however, also includes a series of chorinhos, which have charmed many Brazilians who are 

familiar with the genre (p. 25). 

Díaz’s work comprises about 58 pieces for guitar. According to González-Correa 

(2010), Díaz considers these works as the most important and representative of his creative 

output. Amongst these CCGR compositions, 23 reflect the traditional music from the Andean 

region of Colombia. 15 are in the style of other Latin-American rhythms, and nine are 

arrangements from traditional-popular music (González-Correa, 2010). I classify the 

remaining 11 works, which are not in any traditional Colombian genre, dance, or rhythm, as 

art music repertoire.  

Although Diaz’s compositional output is prolific in number and styles, this research 

focuses on an arrangement for classical guitar of the traditional-popular song Pueblito Viejo. 

Originally written in the rhythm of vals (waltz; see original versions at eliaz55200, 2009; 

Garzón y Collazos, 2006; and Morales, 2013), Díaz’s arrangement represents the apparent 

authenticity of the melodic line within an idiomatic musical language for the guitar. This 
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piece incorporates arpeggios with a melodic line in the bass, counterpoint (see Figure 3.16), 

and one of his preferred compositional forms, the fantasia (see Figure 3.17).  

 

Figure 3.16: Pueblito Viejo by Morales, arranged by Clemente Díaz. 

Figure 3.16 shows how Díaz keeps the melodic line of the song with an ornamental counterpoint in 

the middle voice while the bass line exposes a typical waltz with three crochets per bar. The bass 

vanishes into a dotted minim, exchanging the waltz rhythm with the melody. Díaz keeps the 

authenticity of the traditional-popular Colombian vals regardless of ornamentation and counterpoint. 

Clemente Díaz keeps this music language constant throughout the piece except in the first 16 bars, 

where he recalls the original introduction of the song with an arpeggio (see Figure 3.17, bars 1–8). 

[Source: Clemente Díaz: Música Para Guitarra, Pueblito Viejo by J. González-Correa, 2010, p. 245, 

bars 18–20. Editorial Universidad de Caldas. Adapted and reprinted with permission.] 

 

Figure 3.17: Introduction of Pueblito Viejo (Díaz’s arrangement). 
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Figure 3.17 shows the introduction of Pueblito Viejo arranged as a fantasia (fantasy). Díaz keeps the 

marcato bass line as the melody of the passage, evoking the requinto (a fretted-string instrument of 

Colombia) which, in the original song, executes a solo played in thirds (see Garzón y Collazos, 2006). 

The harmony maintains a progression typical of traditional and traditional-popular music of the 

Andean region of the country (i–III–V–i). [Source: Clemente Díaz: Música Para Guitarra, Pueblito 

Viejo by J. González-Correa, 2010, p. 245, bars 1–8. Editorial Universidad de Caldas. Adapted and 

reprinted with permission.] 

Díaz finishes the introduction with eight bars comprising a polyphonic language, 

ornaments, and an augmented dominant chord (bar 17), resolving on the theme of the song 

(see Figure 3.18). 

Figure 3.18: Second part of the introduction of Pueblito Viejo.  

Figure 3.18 illustrates the last eight bars of the second part of the introduction of Pueblito Viejo. In 

those bars, Díaz establishes the musical language of the piece, introducing a polyphonic language 

typical of the classical guitar tradition. He finishes the introduction with an augmented dominant 

chord (bar 17), resolving on the theme of the song. [Source: Clemente Díaz: Música Para Guitarra, 

Pueblito Viejo by J. González-Correa, 2010, p. 245, bars 9–17. Editorial Universidad de Caldas. 

Adapted and reprinted with permission.] 
 

To conclude, throughout this thesis, in accordance with Waxer (2001), I classify the 

bambuco, porro, and vals as traditional-popular music genres because they cross boundaries 

of both traditional and popular categories of Colombian music. The literature attributes the 
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appearance of popular music in Colombia to two factors: (a) the country’s nationalism of the 

19th century; (b) and the commercialisation of its traditional musics. The independence of the 

country in 1810, followed by its Republican period, led to fervent nationalistic ideologies 

amongst the cultural elite of Colombia. Traditional genres, such as bambuco, porro, vals, and 

cumbia, became increasingly popular within and outside the country. By the dawn of the 20th 

century, a more interconnected world started to lead to cultural globalisation. Genres—

particularly from the Atlantic region—altered their practices according to international 

trends. Music genres such as porro and cumbia moved from being interpreted with traditional 

instruments of Amerindian and African origin to big-band orchestras and brass ensembles. 

This transformation did not substantially affect the instrumentation and form of the bambuco 

and other music genres of the Andean region of the country. 

Amongst many other traditional-popular CCGR composers of the 20th and 21st 

centuries, this research refers in particular to two principal traditional-popular CCGR 

composers: Adolfo Mejía and Clemente Díaz. Although the two pieces of those composers 

included in this project represent traditional-popular musics of the Andean region of the 

country, their musical language is different in their articulation and harmonic nuances. 

Clemente Díaz, because of his foundation in European music, explores traditional-popular 

music forms of Colombia, with inclusions of some technical characteristics of the classical 

guitar. Adolfo Mejía, however, keeps a more authentic music language, both technically and 

harmonically. 

Conclusion 

This chapter aimed to expand Béhague et al.’s (2001) classification of Colombian 

music and, more specifically, to consider its relevance and application to CCGR. Looking at 

CCGR through the lens of that classification allows new ways of conceptualising this 

repertoire, and shines new light on the diverse ways in which Colombian idioms are 
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represented in the classical guitar repertoire of Colombia. Applying a framework like this has 

also drawn attention to the challenges of classification, in that some CCGR (and other 

Colombian repertoire) clearly does not fit neatly into categories, but rather displays 

characteristics across categories. However, if flexibility is applied with due 

acknowledgement of the dynamism of Colombian music, the framework arguably offers a 

useful tool by which to reflect upon and better understand CCGR.  

The repertoire discussed in this chapter is all CCGR, which is diverse. In the category 

of CCGR of art music, I outlined more composers than in the other categories, because 

CCGR of art music is the least studied and performed, as argued in earlier chapters. This 

chapter has briefly explored some works by the key composers of CCGR of art music: S. 

Quijano (19th century); Guillermo Rendón (20th century); Juan Carlos Marulanda (20th and 

21st centuries); Hector Gonzalez (20th and 21st centuries), and Lucas Saboya (21st century). 

In the category of CCGR of traditional music, I focused the discussion on Gentil Montaña 

because he is the most representative composer of traditional music. In the category of CCGR 

of traditional-popular music, I discussed the work of Clemente Díaz and Adolfo Mejía, two 

contrasting but representative composers of traditional-popular music idioms of Colombia. In 

the next chapter, I show how this framework might apply in practice to CCGR, with 

reference to the repertoire across these three categories, which I recorded for the artistic 

component of this research. 
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CHAPTER IV—THE DIVERSITY OF CCGR IN PRACTICE 

In this chapter, I present my interpretative approaches to the repertoire that I have 

chosen for the core artistic output of this research—a music album titled Colombian Guitar, 

Vol. 1. My aim in this chapter is to showcase the practical applicability of the framework 

presented in Chapter III. The album offers a stylistically balanced choice of CCGR and 

showcases a diversity of repertoire ranging from traditional to art music CCGR. This key 

artistic output complements the musicological component of this research and contributes to 

showcase the diversity of CCGR idioms. 

The repertoire I chose for this album encompasses the three categories (art, 

traditional, and traditional-popular) of Colombian music presented in the previous chapter. It 

includes: (1) a suite representing the traditional music of the country—Suite Colombiana 

No. 2 by Gentil Montaña (2000); (2) a suite representing art music idioms—Suite Ernestina 

by Lucas Saboya (2011); (3) an arrangement for the classical guitar of a popular Colombian 

song—Pueblito Viejo by José. A. Morales, arranged by Clemente Díaz (2005); and (4) a 

piece written in the traditional-popular rhythm of bambuco—Bambuco en Mi Menor by 

Adolfo Mejía (Mejía-Navarro, 1967).  

I chose these four pieces with consideration of the following criteria: (1) they are 

written by Colombian composers; (2) they adopt at least one of the three idioms referred to in 

the previous chapter; (3) they constitute repertoire from both 20th and 21st centuries by well-

established and emerging composers; (4) they satisfy my musical inclinations and tastes as 

follows: (a) how likeable the pieces might be for potential listeners; (b) the playability of the 

repertoire; (c) and the availability of scores; (5) at least 50% of the repertoire has not been 

extensively disseminated in Colombia or overseas (see, for example, Saboya, 2011, recorded 

only twice before); and (6) one piece is a world premiere (Díaz, 2005). I now present each of 

the four pieces, outlining my primary interpretative approaches. I used the knowledge gained 
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throughout this research and my own experience of 20 years as a Colombian artist and 

guitarist to inform these approaches and to highlight the diversity of CCGR.  

Pueblito Viejo by Morales, arranged by Clemente Díaz 

The first track of the album Colombian Guitar Vol. 1 is Pueblito Viejo (Little old 

town) by José Alejandro Morales, arranged for the classical guitar by Clemente Díaz (2005). 

Morales is one of the most remembered and important composers in Colombia of traditional-

popular musics (see La Patria, 2013; Vintage Music, 2018). He was born on March 19, 1913 

in the city of Socorro, Santander, and died on September 22, 1978 in Bogotá. His musical 

legacy comprises 300 songs, most of them true hymns of Colombian traditonal-popular 

Andean music that are still played at the main Andean music festivals in the country (La 

Patria, 2013). Although born in Santander, Morales spent his entire career in Bogotá, where 

he began his compositional career writing tangos, but eventually began his foray into 

traditional-popular Colombian music playing the tiple in the duet Los magos del tiple (The 

magicians of tiple; La Patria, 2013).  

The lyrics of Pueblito Viejo symbolise how much Morales yearned for his native town 

of Socorro, in Santander, Colombia: 

 

Lunita consentida colgada del cielo 

como un farolito que puso mi Dios, 

para que alumbrara las noches calladas 

de este pueblo viejo de mi corazón. 

 

Pueblito de mis cuitas, de casas pequeñitas, 

por tus calles tranquilas corrió mi juventud; 

por ti aprendí a querer por la primera vez 

y nunca me enseñaste lo que es la ingratitud. 
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Hoy que vuelvo a tus lares trayendo mis cantares 

y con el alma enferma de tanto padecer 

quiero pueblito viejo morirme aquí, en tu suelo, 

bajo la luz del cielo que un día me vió nacer. 

 

 Here follows my translation of the lyrics from Spanish: 

 

Spoiled little moon hanging from the sky 

Like a little lamppost my God put 

To light up the quiet nights 

Of this little town of my heart 

  

Little town of my sorrows, of small houses 

Through your street ran my youth 

By you I learned to love, for the first time 

And never did you teach me ingratitude 

 

Today I come to your circles, carrying my songs  

And with my soul sick from all that I have endured  

I want, little town, to die here on your soil  

Under the light of the sky that one day saw me born.  

 

Morales’s Pueblito Viejo is a quintessential example of the traditional-popular music 

of Colombia. Along with other traditional genres, Morales made the traditional Colombian 

vals popular in rural regions and major cities of Colombia. Morales recorded this waltz in the 

basic traditional format of guitar and voice (see Morales, 2014). Through the music industry, 

it had (and to some extent still has) a widespread acceptance in Colombia, allowing 

subsequent numerous recordings of the piece in fretted-string ensembles. Throughout the 

20th and 21st centuries, the song has been a symbol of the cultural identity of Colombians 

(the Colombianness). 
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Two recordings in particular inspired my interpretation of Díaz’s (2005) arrangement: 

(a) The original recording of the song made by José Morales (2014); and (b) a later recording 

made by the duo Garzón y Collazos (Audiocolombia, 2010). Throughout the piece, I kept a 

warm tone on the guitar with some changes of colour on the repetitions of the phrases. The 

major challenge in Díaz’s arrangement was to separate the voices while keeping clear 

articulation of the ornamentation in the middle voice. I set the tempo of the piece based on 

most of the Colombian valses (waltzes) recorded by the duos Garzón y Collazos and Villa y 

Villalba—two of the most famous ensembles of traditonal-popular music in 20th century 

Colombia (see Colombian Guitar Vol. 1, track 1—or Duque-Cuartas, 2019e).  

Suite Colombiana No. 2 by Gentil Montaña 

Gentil Albarracín Montaña (b. Ibagué, Tolima, November 24, 1942; d. Bogotá, 

Cundinamarca, August 27, 2011) is undoubtedly the most well-known classical guitar 

composer of Colombia. His traditional and traditional-popular works have been recorded and 

performed by many guitarists around the world (see, for example, Guitar Salon International, 

2019; GuitarCoop, 2018; Isbin, 2011). Montaña, himself, was also a great promoter of his 

own work, performing internationally in numerous countries. In a documentary about 

Montaña’s life and work, the composer claimed: 

 

I want Colombian music (traditional and traditional-popular Colombian 

music) to be recognised and respected in the great concert halls of the world. 

May we have the pleasure of hearing it often and allowing people, particularly 

foreign and Colombian guitarists, to have easy access to our music. (Gentil 

Montaña’s interview in a documentary, Pardo-Viña, 2011, min. 5:24) 
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Gentile Montaña was self-taught but “with an extraordinary disposition and talent as 

few have” (Editorial Music Sur Limitada, 2011). When he was young his family was forced 

to migrate from Tolima to the capital, Bogotá, because of La Violencia—an internal armed 

conflict (1930s–1950s) that affected a large area of the countryside (Editorial Music Sur 

Limitada, 2011, Montaña’s interview). Once in Bogotá, Montaña took lessons with one of the 

pioneers of the classical guitar in Colombia: the cellist and—also self-taught—guitarist 

Daniel Baquero Michelsen (Señal Memoria, 2014). 

Before starting his career as a composer of traditional Colombian music, Montaña 

was a versatile arranger and guitarist. His passion for Colombian music at an early age led 

him to study and perform most of the rhythms of the Andean Region. Montaña’s many 

compositions comprise elements from Colombia’s traditional-popular musics, Latin 

American popular musics, classical music, and his skill in improvisation. Such a combination 

of influences and abilities gave his work a distinctive style (Editorial Music Sur Limitada, 

2011; Hoyos-Escobar, 2017).  

Amongst his numerous transcriptions and compositions of single pieces, Montaña’s 

Suites Colombianas (Colombian Suites) for guitar remain his most acclaimed achievement—

there are at least five suites. However, he did not compose these suites in order. There were 

many manuscripts that he and his transcribers and editors—particularly Alvaro Bedoya—

edited as a compilation of Colombian dances titled Suite Colombianas. For instance, Guabina 

Viajera was transcribed by Alvaro Romero on March 24, 1986, but published in 2000 by 

Caroni as the second movement of Suite Colombiana No. 2 (Hoyos-Escobar, 2017, p. 37). 

According to Hoyos-Escobar (2017, p. 37), “El Margariteño (Pasillo from suite No 2) is one 

of the pieces transcribed several times by different unknown authors as well as the Pasillo 

Canción del Soñador (From suite No 3)”. 
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On my album, I recorded Montaña’s Suite Colombiana No. 2. This suite comprises 

two traditional and two traditional-popular dances, which form track 2 (El Margariteño); 

track 3 (Guabina Viajera); track 4 (Bambuco); and track 5 (Porro) of the album. Since this 

suite is a core part of the album, I now discuss these dances in turn.  

El Margariteño: Suite Colombiana No. 2 

The second track of the album Colombian Guitar Vol. 1 is El Margariteño, the first 

movement of Colombian Suite No. 2. Montaña dedicated this work to his friend Romulo 

Lazarde (b. 1943), a Venezuelan guitarist who Montaña met in 1975 at the 1st International 

Guitar competition Alirio Díaz, in Caracas, Venezuela (Hoyos-Escobar, 2017, p. 40). El 

Margariteño is in the form of pasillo, a type of Colombian waltz. The traditional pasillo 

became popular in Colombia during the 19th century; however, its popularity decreased 

during the late 19th century to the first half of the 20th century (see Rodríguez-Melo, 2016), 

while other traditional genres became popular amongst the Colombian population (e.g. 

bambuco, porro, cumbia). 

Apart from my experience as a traditional Colombian guitarist, I informed the 

interpretation of this work on two sources: (1) an arrangement of the piece for a big band (see 

Albarracín-Arias, 2008e); and (2) two recordings—a pasillo recorded by Conjunto 

Granadino (Clásicas Colombianas, 2017a, min. 56:44), and another pasillo interpreted by the 

renowned Colombian duo Garzón y Collazos (Clásicas Colombianas, 2019b, min 01:00:54). 

The tempo I set for the piece was influenced by the popular pasillo, Patasdilo, by 

Carlos Vieco Ortíz (Clásicas Colombianas, 2017a, min 01:04:50). I chose a bright colour on 

the guitar to make it more vivid than the previous track. I considered the piece a homage to 

the sun and its energy; therefore, in my interpretation and colour of on the guitar, I tried to 

evoke the people of the Venezuelan Caribbean Island, Margarita, to whom Montaña 

dedicated the title of the piece: El Margariteño (see Colombian Guitar Vol. 1, track 2—or 
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Duque-Cuartas, 2019f). Also, in my interpretation, I deliberately changed the duration of the 

melodic notes which, in my view, do not represent the lyrical and legato melody of most 

traditional pasillos (see Figures 4.1 and 4.2).  

 

Figure 4.1: Beginning of El Margariteño from Suite Colombiana No. 2. 

Figure 4.1 shows the beginning of El Margariteño as published in 2000 by Caroni (Montaña, 2000). 

[Source: Adapted from Suite Colombiana No. 2 by G. Montaña, 2000, first movement, bars 1–8. 

Caroni Music.] 

 

Figure 4.2: Melodic interpretation of El Margariteño. 
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Figure 4.2 illustrates part of my interpretation of El Margariteño. Compared to Figure 4.1, the score 

shows the way I sustained the melody, overlapping the bass in the following bar. Unlike the original 

version (Figure 4.1), my suggestion creates a sense of legato which is characteristic of the voice 

(melody) in the traditional music of the country, particularly in the pasillo (see Duque-Cuartas, 2019f) 

[Source: Adapted from Suite Colombiana No. 2 by G. Montaña, 2000, first movement, bars 1–8. 

Caroni Music.] 

 

Guabina Viajera: Suite Colombiana No. 2 

The third track of the album Colombian Guitar Vol. 1 is titled Guabina Viajera 

(traveller guabina). It is the second movement of Montaña’s suite and represents the 

traditional guabina, a vernacular dance and Andean music genre of Colombia. Montaña 

started writing it when he was about to travel to Spain—his first time in Europe (Gentil 

Montaña’s interview in a documentary, Pardo-Viña, 2011). Montaña’s primary inspirational 

sources were a strong sense of longing for his homeland and the uncertainty of being 

overseas trying to survive as a musician (Gentil Montaña’s interview in a documentary, 

Pardo-Viña, 2011). As the title of the work suggests, the compositional process of Guabina 

Viajera involved and represented many of the composer’s adventures in various countries. 

Montaña began writing the first melodic idea of the work in Colombia; then in Madrid, 

Spain, he composed another fragment which comprises a Spanish cadence. When the 

composer emigrated to Paris, France, the piece took its main character. Montaña finished the 

piece in Greece. Regardless of its long creative journey, the work never lost the rhythmical 

and melodic—and, to some extent, harmonic—characteristics of the traditional guabina. 

(Gentil Montaña’s interview in a documentary, Pardo-Viña, 2011). 

Like the composer, I based my interpretation of Guabina Viajera on my sense of 

longing, while away from Colombia. Montaña’s numerous changes of colour and mood seem 

to create a dichotomy between melancholy and hope. As with the first movement of this 

suite, I did not follow all Montaña’s indications in terms of dynamics, contrast of colours, 
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and expression. Every time I perform this piece, based on the traditional guabina, I improvise 

the dynamics, colours, and expressions according to my—or the audience’s—mood (see 

Colombian Guitar Vol. 1, track 3—or Duque-Cuartas, 2019g). The guabina is a music genre 

with a strong link to the rural inhabitants of Colombia and its customs. Its rhythm is in the 

time signature of 3/4 and is widely used as background music in social gatherings as well as 

to some extent to accompany coplas (a form similar to limericks) and to sing improvisations 

(Montaña, 2000).  

Bambuco: Suite Colombiana No. 2 

The fourth track of the album is titled bambuco (third movement of Montaña’s Suite 

Colombiana No. 2). The bambuco was the most important and prolific music form in 

Colombia during the late 19th and early 20th centuries (Varney, 1999; Waxer, 2001). It is 

characterised by a highly syncopated rhythm in the accompaniment or bass, and a simple 

melody (Varney, 2001). List (2001) states the bambuco is “believed to have its origins in the 

Moorish influence of Andalucian music (Southern Spain), as found in traditions such as 

flamenco” (The Andean region, para. 6). By the middle of the 20th century, the bambuco, 

and most other Andean musics, was played in fretted-string ensembles (Franco et al., 2008). 

One of the most common fretted-string ensembles of the Andean region is the trio11 (also 

called a murga) in which both the bass and accompaniment are played on the guitar, while 

the tiple12 provides the melody, and the bandola the counter melody. 

Three sources informed my interpretation of Bambuco from Montaña’s second 

Colombian Suite: (a) a masterclass held by Gentil Montaña, in Darwin, Australia (see 

Albarracín-Arias, 2008c); (b) my experience as a Colombian traditional-popular guitarist; and 

(c) various recordings of traditional-popular bambucos. In 2007 the composer gave a 

 
11 See UTRGV Guitar Festival (2019) for an example of the Andean trio of Colombia.  
12 See El Tocayo Vargas (2017) for examples and the interpretation of the tiple in some Andean rhythms.  
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masterclass and concert at the Darwin International Guitar Festival in Australia. During this 

masterclass, Gentil, and his son German Montaña, not only showed how to accompany some 

of the traditional and traditional-popular rhythms of Colombia but also explained in detail the 

main requirements for performing his Colombian Suite No. 2 (see Albarracín-Arias, 2008a, 

2008b, 2008c, 2008d). In Montaña’s masterclass, the composer played the whole piece, 

addressing the timbre and all the interpretative changes throughout the work.  

On my album (Colombian Guitar Vol. 1) I used some of Montaña’s suggestions in the 

score; however, my interpretation was subtler than that shown by Montaña in his 

masterclass—I maintained a warm tone while understating changes in dynamics and colour 

(see Duque-Cuartas, 2019h). My primary interpretative approach, however, was to try to 

evoke the traditional murga or trio (a fretted-string ensemble mentioned above) by separating 

the different voices in polyphonic or melody-accompanied passages of the piece. In general, 

throughout the piece, I highlighted the melody as the primary line, floating on a stable but 

ornamented harmony, which involves various voices. I played those middle voices with a 

different tone and volume than the principal melody. These approaches created a sense of 

multiple instruments, or even an ensemble. From my perspective, these characteristics 

represent the traditional vocal-accompanied bambuco (cf. Colombian Guitar Vol. 1, track 4—

or Duque-Cuartas, 2019h; Grupo Nueva Gente, 2009).  

Although there are different types of bambucos (e.g. at slow or fast tempos, 

instrumental or vocal-accompanied, traditional and traditional-popular), a significant 

proportion of bambucos are sung with lyrics that reflect the countryside and nationalistic 

values of Colombia. However, from my artistic experience, performing instrumental 

bambucos is more technically demanding since they often comprise a highly polyphonic 

musical language. Although Montaña’s bambuco involves difficult passages for the 
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interpreter and, to some extent, a moderately polyphonic language, I categorise Montaña’s 

bambuco as an instrumental representation of the vocal-accompanied bambuco. 

Porro: Suite Colombiana No. 2 

The fifth track of the album Colombian Guitar Vol. 1 represents one of the most 

idiomatic and popular music genres of the Atlantic region of Colombia: porro. In addition to 

the Andean region of the country, which was Montaña’s primary source of inspiration, the 

composer had various encounters with the music of other geographic and cultural regions of 

Colombia.  

The cumbia and porro are two of the most representative and widespread traditional-

popular music genres from the Atlantic region, nationally and internationally (List, 2001). 

Radio and television broadcasting adopted them throughout the 20th century, popularising 

the two genres in Colombia’s major cities and beyond (Pacini, 2010). Although the cumbia 

has had more significant international acceptance, porro has remained an important genre in 

both urban and rural areas of Colombia. According to List (2001), porro paved the way “for 

further developments in the cosmopolitan national style known as música tropical in the 

1940s and 50s” (p. 10).  

For centuries, the porro and cumbia have comprised a great mix of cultures that have 

shaped their rhythmical and melodic features, as well as the use of traditional and orchestral 

wind instruments. The percussion and rhythm of porro come from the Afro-Colombian 

population, which settled mostly in the Atlantic and Pacific regions of the country. Wind 

instruments of the traditional porro, which are also present in the cumbia and the puya, come 

from the Amerindians. The form and musical structure of the genre may have their origins in 

Spain. The popularisation of the porro allowed the inclusion of orchestral instruments and 

different formats such as bandas papayeras (small folkloric bands of brass instruments), big-

bands formats, tropical music orchestras, amongst many other mixes.  
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My interpretation of this piece was inspired by the music of three composers and 

interpreters; music which I believe to be the quintessential example of the golden period of 

música tropical: Lucho Bermúdez (1912–1994; see musicalafrolatino, 2016); Petrona 

Martínez (see Amplificado.tv, 2014); and Totó La Momposina (b. 1940; see Real World 

Records, 2015). Throughout Montaña’s porro, I tried to maintain strict rhythm, which is 

fundamental to the traditional and traditional-popular musics of the Atlantic region. I chose a 

bright colour with a constant, delicate staccato in the bass against a mostly legato melody 

(see Colombian Guitar Vol. 1, track 5—or Duque-Cuartas, 2019i). 

Bambuco en Mi Menor by Adolfo Mejía 

Although the sixth track of the album Colombian Guitar Vol. 1 is another bambuco, it 

differs musically and stylistically from Montaña’s bambucos. Two of the reasons behind such 

differences may lie in the distinct geo-cultural influences and artistic approaches to this genre 

by the composers. Unlike Montaña, born in the heart of the Andean region of Colombia, 

Adolfo Mejía Navarro (1905–1973) was born in a small town called Sincé in the Atlantic 

region of Colombia and died in the historical city of Cartagena. Mejía’s parents were 

traditional musicians in the region. His father Adolfo Mejía-Valverde was a guitar player, and 

his mother, Francisca Navarro Iriarte, a singer of tambura o bullerengue—a traditional music 

genre of the region (Angulo-Julio, 2017). At an early age, Mejía-Valverde taught his son to 

play the guitar and gave him his first lessons in Western music theory. When the family 

moved to Cartagena, Mejía studied briefly at the Musical Institute of Cartagena. However, 

soon after starting, he decided to leave because the Western music education he was 

receiving at the institute was hindering his skills as a popular and traditional-popular 

musician. Then, he enrolled at the Eusebio Velez’s Academy to study piano in a popular style 

(Angulo-Julio, 2017):  
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In the 1920s Mejía became that character already described in most of the 

investigations made about him, that of a man dressed in a white suit with black 

tie, but holding the coat on his shoulder. He walked the neighbourhood of San 

Diego [Cartagena, Colombia] with his guitar, alternately speaking Arabic, 

Greek, German, French, Italian and English. He was also an avid reader and 

writer of poetry. Spending nights at the beach until sunrise, he would sneak 

into friends’ houses to play on their pianos and surprise them at any hour. 

(Angulo-Julio, 2017, p. 5) 

 

Mejía-Navarro’s (1967) Bambuco en Mi Menor (E minor) symbolises the 

popularisation of traditional music during the Republican period of Colombia. By the second 

half of the 20th century (and still now), it was rare for composers from the Atlantic region to 

write pieces in styles from other regions. Yet, because of the popularisation of the bambuco 

(an Andean music genre) in the late 19th and first half of the 20th centuries, it was easy for 

Mejía to become familiar with the genre. It is my belief that Mejía’s Bambuco in Mi Menor is 

stylistically and technically less complicated than Gentil Montaña’s bambucos. However, 

Mejía’s work symbolises the beauty of the traditional music, being mostly unpretentious, and 

possessing a simple harmony and form, a beautiful melody, and a strong sense of rhythm. 

My interpretation of Bambuco en Mi Menor was aimed at enhancing the above 

characteristics of the vernacular bambuco. I tried to (a) enrich the melodic line with an 

unbroken legato—to a great extent, holding long phrases; (b) keep a strong sense of rhythm; 

and (c) draw out the repetitions of the ternary form of the piece through dynamic contrast and 

change of colour. I also tried to create contrasting phrases by changing the colour of the 

sound (bright and warm) and different dynamics (see Colombian Guitar Vol. 1, Duque-

Cuartas, 2019d, track 6). In addition, in some harmonic parts I used the technique of 
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chasquido or rasgueado13 (strumming the strings of the guitar with a rhythmical pattern, a 

popular strumming technique of bambuco), which I learned as a child in Medellín, Colombia 

(cf. Figure 4.3; and Colombian Guitar Vol. 1, track 6—or Duque-Cuartas, 2019d, min 2:31–

2:38).  

 

Figure 4.3: Bambuco en Mi Menor: Rasgueado.  

 

 

Figure 4.3 shows the harmonic part (accompaniment), where I introduced the technique of rasgueado, 

common on some traditional and traditional-popular musics of Colombia. I have outlined this area 

within a circle as the composer did not indicate it in the score. I consider this part of my interpretation 

to be fundamental in Mejía’s bambuco. In my view, Bambuco en Mi Menor represents an authentic 

traditional-popular bambuco in its melody, harmony, and form. [Source: Adapted from Bambuco en 

Mi Menor by A. Mejía, 1967, bars 20–27. Unpublished manuscript.] 

 

Suite Ernestina by Lucas Saboya 

Saboya’s (2011) Suite Ernestina represents the art music work of my album (tracks 7–

10). Amongst CCGR, this suite is unique in its diversity. It combines different music styles, 

positioning the suite as a ground-breaking work for the Colombian classical guitar. From my 

 
13 The chasquido is a type of rasgueado. In this case, it could be called either (see Torres, 2013, p. 328) 
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perspective, Suite Ernestina integrates idiomatically aspects of the classical guitar of 20th-

century Latin America and Western Europe. The first and third movements evoke Spanish 

Romanticism, and French impressionism and minimalism respectively. The second 

movement, with modal nuances and rhythmical passages, contrasts the mentioned Spanish 

and French airs of the first and third movements. The last movement of the suite quotes two 

phrases from Ponce’s Sonatina Meridional and Lauro’s Suite Venezolana within the southern 

South American zamba. 

My interpretation of Saboya’s Suite Ernestina is informed by the interview I 

conducted with the composer in December 2018, when we analysed the score of his Suite 

Ernestina in detail. Later, I compared the composer’s view of the score with indications on 

the score itself. In reflecting on my own perspectives on the suite, and their relationship with 

my musicological analysis and Saboya’s interview, I was further informed by some 

recordings of Eric Satie, Francisco Tarrega, and Manuel Ponce. These combined elements 

generated what I believe is a novel interpretation of this non-traditional guitar suite. In the 

next section, I discuss the most relevant aspects of my interpretation of this suite; namely, 

those that particularly relate to the framework of CCGR presented in the previous chapter.  

Costurera: Suite Ernestina, Mov. 1 

I informed my interpretation of Costurera (seamstress) on the natural resonance of the 

guitar, rubato on the harmonic and melodic language, and much vibrato. While there seemed 

to be a single melodic line with bass support, in some parts of the piece, I found a middle 

voice—which was not evident in the score at first glance. In my interpretation, I tried to 

differentiate all voices with different volumes and dynamics on each voice. My central focus, 

however, was to maintain long melodic phrases through a sustained legato. I also tried to 

break down most intervals and vertical harmonies with arpeggios. In some parts of the 

melodic line, I also added some fermatas to maintain melodic tension (see Figure 4.4; and 
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Colombian Guitar Vol. 1, track 7—or Duque-Cuartas, 2019j). In Saboya’s own words, “In 

this movement, I give the interpreter a lot of freedom to perform his interpretation in terms of 

rubato, rallentando, and dynamics” (L. Saboya, personal communication, December 1, 2018). 

It is pertinent to clarify that none of the above characteristics are common in traditional or 

traditional-popular musics of Colombia. Therefore, I perceive Saboya’s intentions regarding 

interpretative freedom as a suggestion for the performer to locate him or herself within the 

Western musical nuances of the 19th and early 20th centuries—romantic and impressionistic 

music idioms.  

 

Figure 4.4: Interpretation of Costurera: Suite Ernestina, Mov. 1. 

Figure 4.4 illustrates the main features of my interpretation of the first movement of Suite Ernestina. 

[Source: Suite Ernestina by L. Saboya, 2011, first movement, bars 1–9. Molas Editions Colombia. 

Adapted and reprinted with permission.] 
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De algún modo: Suite Ernestina, Mov. 2 

In the second movement of the suite, I followed most of the interpretative suggestions 

on the score, except the articulation of the theme of the piece; I added some staccatos on the 

first two quavers of each phrase of the melody and its “answer” in the bass (see Figure 4.5). 

Also, on each repetition of the subject, I added an extra level of volume, starting in mp then 

mf and f—during the last repetitions. My main interpretative challenge in this movement was 

to keep the articulation of the middle voices clear but underlying the main melody. I 

perceived the articulation (staccatos) and, to some extent, the mood of the piece as similar to 

the nuances in Debussy’s work Golliwogg’s Cake-Walk (cf. Colombian Guitar Vol. 1, track 

8—or Duque-Cuartas, 2019k; Jeongseock Koh, 2006). 

 

Figure 4.5: Interpretation of De Algún Modo: Suite Ernestina, Mov. 2. 

Figure 4.5 shows how I modified the articulation of the main theme of the second movement of Suite 

Ernestina by adding staccato to the first two or three eighth notes of each phrase. The rationale behind 

this addition was to underline the note of resolution, particularly the dissonance produced by the 

major second (i.e., the E natural and F sharp of bar 1). [Source: Suite Ernestina by L. Saboya, 2011, 

second movement, bars 1–6. Molas Editions Colombia. Adapted and reprinted with permission.] 
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Canción de cuna para seis: Suite Ernestina, Mov. 3 

As I did for the costurera (first movement), I based my interpretation of the third 

movement of Suite Ernestina on the separation of voices and long phrases. The main chord, 

symbolising the children of Saboya’s grandmother, is crucial throughout the whole piece 

(bars 2 and 3—the first beat of each bar). I treated this chord delicately, executing a slow 

rasgueado (arpeggio), accentuating the highest note (“A”), and sustaining it as long as 

possible. The impressionistic work of Claude Debussy, Prélude à l'après-midi d'un faune (L. 

86)—particularly, the musical intention of the arpeggio of the harp, at the beginning of the 

piece—informed the latter interpretative approach (cf. Colombian Guitar Vol. 1, track 9—or 

Duque-Cuartas, 2019l; Tuner, 2011, min 25–29). I maintained these same principles 

throughout the piece (see Figure 4.6). 

 

Figure 4.6: Interpretation of Canción de Cuna Para Seis: Suite Ernestina, Mov. 3. 

Figure 4.6 illustrates the primary interpretative approaches I used in the third movement of Saboya’s 

suite. Because of the lack of natural sustain of the guitar, where possible I tried to sustain the main 

melody (green) with vibrato and various left-hand fingering solutions that facilitate longer sustain of 

multiple voices. This allowed the secondary voice to overlap the resonance of the main voice. Such 

melodic treatment creates a polyphonic effect and a separation of voices, even when there is only one 
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apparent melodic line. [Source: Suite Ernestina by L. Saboya, 2011, third movement, bars 1–6. Molas 

Editions Colombia. Adapted and reprinted with permission.] 

Zamba negra: Suite Ernestina, Mov. 4 

My interpretation of Zamba Negra did not vary much from the score indications. 

Throughout the melody I used the technique of rest stroke, which involves resting the 

plucking finger, or fingers, of the right hand (in right-handers) on the upper-neighbour string 

to generate a more substantial and defined sound. This technique is commonly used to 

highlight the melody. In the rhythmical part I tried to maintain a constant, steady rhythm 

throughout the piece, accentuating the first and third beats of the bass line of each bar, and 

the syncopation typical of the Argentinian and Brazilian zamba (see Figure 4.7, and Duque-

Cuartas, 2019m). 

Figure 4.7: Interpretation of Zamba Negra: Suite Ernestina, Mov. 4. 

 

 

Figure 4.7 shows the first nine bars of Zamba Negra. In the bass line I used accents in the first and 

last beats of each bar. In the melody, I accentuated the syncopation characteristic of zamba rhythm. I 
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kept those rhythmic features throughout the piece. [Source: Suite Ernestina by L. Saboya, 2011, 

fourth movement, bars 1–9. Molas Editions Colombia. Adapted and reprinted with permission.] 

 

Conclusion 

This chapter introduced the composers, and the pieces I recorded for the album 

Colombian Guitar Vol. 1, the artistic component of this research. In my interpretation of this 

repertoire, I integrated some key findings from this research with my own interpretative 

approaches. In this chapter I have aimed to demonstrate how each of the compositions on the 

album relates to the framework of CCGR presented in the previous chapter. I have also 

provided examples of how my interpretative decisions were informed by my understanding 

of that framework, and of the genres it encompasses. I have argued that the album comprises 

a stylistically balanced and diverse representation of CCGR that presents repertoire across the 

three categories outlined in Chapter III. In the following final chapter, I discuss the key 

findings and implications of this research. 
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CHAPTER V—CONCLUSIONS 

In this final chapter I draw together the key findings from earlier chapters, and reflect 

particularly on the new understandings it brings to the diversity of CCGR. I outline my 

approach to disseminating the research, including the key artistic output of the project—the 

album Colombian Guitar Vol. 1—and I reflect on the implications of the research for 

composers, performers, scholars, and audiences in Colombia and internationally. Finally, I 

make recommendations for future research.  

Research Outcomes 

The primary aim of this research, as presented in the Introduction of this thesis, was to 

examine how musicological and artistic approaches to CCGR can foster new understandings 

of the stylistic diversity of that repertoire. Specifically, my aims were to (1) expand 

understanding of the nature and diversity of CCGR through musicological and artistic 

approaches; (2) develop a framework for better understanding the diversity of CCGR idioms 

in their contemporary manifestations; and (3) generate artistic output that helps showcase the 

diversity of CCGR idioms. 

 Following the preliminary chapters of this thesis, in which I provide contextual 

background (Chapter I) and present my research design (Chapter II), the core chapters relate 

specifically to meeting these aims. Chapter III presents the framework regarding the diversity 

of Colombia’s classical guitar repertoire (CCGR). Throughout that chapter, I argue that the 

diversity of CCGR is embraced by three broad categories of Colombian music: art, 

traditional, and traditional-popular music idioms (aim 2). Chapter IV expands 

understandings of the diversity of CCGR through artistic approaches (aim 1). Both these 

chapters inform the key artistic output of the research—the music album, which artistically 

showcases diversity in CCGR (aim 3). 
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This research contributes to new knowledge in two broad ways: theoretically and 

practically. It expands, applies, and updates the classification of Colombian music presented 

in Béhague et al. (2001). I complement Béhague et al.’s publication by integrating CCGR 

into the discussion and adding scholarly and artistic information about CCGR—it is pertinent 

to clarify that Béhague et al. (2001) omit any reference to the classical guitar ecosystem of 

Colombia. Moreover, by evaluating Béhague et al.’s (2001) existing categorisation and 

applying it specifically to CCGR, this research presents an updated and consolidated 

theoretical framework that arguably captures the vast scope and diversity of CCGR (Chapter 

III).  

However, I am conscious of the danger of claiming absolutes. Music does not always 

fit neatly into categorisations. As mentioned, I recognise that the terms used in this three-part 

categorisation (traditional, traditional-popular, and art music) differ in meaning across 

different cultural and geographical contexts, as well as across scholarly and non-scholarly 

contexts. As I mentioned earlier, my aim here is not to corral musical idioms into fixed 

boundaries, but rather to establish a framework that aids in a better understanding of the 

diversity and dynamism of CCGR.  

The core artistic output of this research is an album I recorded titled Colombian 

Guitar Vol. 1. The album offers a stylistically balanced selection of CCGR across the main 

categories of Colombian music described in the core chapters of this thesis. I chose repertoire 

whose music idioms correlate to the three categories of the framework. Through my 

interpretation of such repertoire, I explored the idiomatic features of the framework in a way 

that contributes to new understandings of the diversity of CCGR and how it manifests in 

practice (Chapter IV). Therefore, this research showcases the practical applicability of the 

framework presented. 
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In this research, I also propose that by understanding CCGR through its idiomatic 

characteristics, scholars and non-scholars alike can build a more comprehensive perspective 

on the classical guitar output of Colombia in terms of styles, composers, repertoire, and 

trends. For instance, this project established that although there is a significant production of 

CCGR within the art music category, this particular repertoire remains obscure and largely 

unexplored by guitarists, scholars, performers, and audiences in Colombia and more broadly. 

Because of that artistic and musicological gap, in Chapter III I chose to explore and present a 

wider range of classical guitar composers and pieces of art music than pieces falling into 

either of the other two categories (traditional and traditional-popular). However, in the core 

artistic output of this research, I intentionally chose to balance the repertoire across all 

categories, for artistic reasons as well as to showcase and celebrate the diversity of this 

repertoire.  

The output of the guitar composers discussed in this thesis represents part of the 

enormous diversity of CCGR. For instance, composers such as S. Quijano, Guillermo 

Rendón, Juan Carlos Marulanda, Hector Gonzalez, and Lucas Saboya encompass a solid, 

prolific, and diverse art music tradition of CCGR. Most of the literature, and the interviewees 

who participated in this research, agreed that Gentil Montaña is one of the greatest exponents 

of CCGR in the traditional music category. Although his compositional output focused on 

Colombia’s folkloric music (traditional and traditional-popular), Montaña appears to be not 

only the most well-known CCGR composer, but he is also undoubtedly the most recorded 

guitar composer of Colombia internationally. The latter not only positions CCGR of 

traditional and traditional-popular music as the categories with the most international 

exposure but also support my thesis of the unbalance dissemination of CCGR, regarding both 

composers and repertoire.  
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As discussed in earlier chapters, other significant composers include Clemente Díaz 

and Adolfo Mejía. As a traditional and traditional-popular guitarist in Colombia, with over 20 

years of formal musical development in Europe and a repertoire of about 60 substantial 

classical guitar works, Diaz is positioned as one of the finest, most versatile, and most 

prolific guitar composers of Colombia. Díaz’s compositional style encompasses traditional 

and traditional-popular music idioms of the Andean region of Colombia, diverse South 

American music genres, and numerous art music works. Another composer similarly 

showcasing the diversity of CCGR is Adolfo Mejía who, although born in the Atlantic region 

of Colombia, wrote bambucos (Andean region music genre) and drew on other traditional 

styles. His passion for traditional-popular music idioms of Colombia positions him as one of 

the most representative composers of the country. Montaña, Díaz and Mejía are, of course, 

just three of many composers discussed in this thesis, all of whom have contributed in some 

way to the contemporary richness of CCGR. 

Dissemination of the findings of this project took three key forms. The first is this 

thesis. The second form comprises the concerts and lecture recitals I presented in the course 

of my candidature that relate to the repertoire and the topic of my research. This included 

sharing my research through two national radio broadcasts in Colombia, recitals, and lecture 

recitals in Australia (outlined in the “Outputs by the Candidate Relevant to the Thesis” 

section in the Front Matter of this document). The third means of disseminating my research 

findings lies at the core of the research: namely, the artistic output, the album discussed at 

length in Chapter IV, my Colombian Guitar, Vol. 1. I conceive this output as being an 

integral part of the contribution my research makes to new knowledge: namely, manifesting 

knowledge of CCGR in embodied artistic practice, which goes beyond the text-based and 

often theoretical understandings that contribute to other components of the research. I 

launched this album physically and electronically in February 2019, producing 500 copies 
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through Brisbane CD DVD. The electronic version was distributed worldwide on major 

online music platforms (including iTunes, Spotify and YouTube) through TuneCore, a New 

York-based independent digital music distribution, publishing, and licensing service.  

From February 2019 to December 2019 the album was streamed 6,553 times, mostly 

from Apple Music (2,240 streams), Spotify (3,051 streams), Google Play (270 streams), and 

YouTube Music (732 streams). During that period, the album was listened to in over 40 

countries. The following are the ten countries with the most streams of the album during the 

first ten months of the release of the album: United States (4,085), Colombia (625), Australia 

(619), Philippines (199), Mexico (141), Netherlands (135), Germany (120), United Kingdom 

(115), Denmark (92), and Finland (50).  

Implications and Recommendations  

Until now, the way CCGR has been conceived has arguably been insufficient. To a 

great extent, scholars and performers alike have focused their attention on a small part of 

CCGR. By advancing scholarship on CCGR, this research helps to put CCGR on the 

academic and public agenda in Colombia and beyond, and it also contributes to a better 

understanding of the diversity and richness of this repertoire. Also, by expanding the way we 

think about CCGR, this research helps rectify previous narrow conceptualisations of the 

repertoire. Through the artistic component, a publicly released high-profile recording, 

including a world premiere of CCGR work, this research helps to promote and disseminate 

the rich diversity of CCGR internationally.  

Future scholarly research could support more in-depth and extensive academic 

engagement with CCGR. The repertoire studied and represented on my album showcases the 

dynamism and evolving nature of CCGR. Approaching this repertoire from the perspective of 

the three idioms (that can, and often do, interact and intersect stylistically) opens up countless 

opportunities to investigate such diversity, or to focus on a specific part of it. Indeed, given 
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the artistic and academic gaps in the study and promotion of CCGR to date, and particularly 

in relation to the category of art music, which is under-represented both academically and 

artistically, I am keen to advance my own studies of this topic through doctoral research. I 

see a possible role for myself, as a Colombian guitarist-performer and emerging scholar, to 

work together with Colombian composers to achieve this aim. I hope that other artistic 

researchers may also be inspired to explore this repertoire further, as knowledge and 

understanding about it grows. In this way, by building on the foundations laid by this present 

research, I hope that artists, scholars, and audiences around the world continue to explore and 

enjoy the full scope and diversity of Colombia’s classical guitar repertoire. 
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APPENDIX A: ETHICS CLEARANCE 

 

 

Participant Information Sheet 

GU Ref No: 2018/868 

 

Classical Guitar Music of the Colombian Andean Region: Traditional and Non-

Traditional Music Expressions. 

 

Chief Investigator: 

Dr Catherine Grant, PhD, GCHE, FHEA, LMusA 

Queensland Conservatorium Griffith University 

PO Box 3428 | South Bank | QLD 4101 | Room 2.18  

T +61 7 3735 0234 | E catherine.grant@griffith.edu.au 

 

Chief Investigator: 

Ms Karin Schaupp  

Head of Guitar Department 

Queensland Conservatorium Griffith University 

Email: k.schaupp@griffith.edu.au 

Phone: (07) 373 56236 

Campus: South Bank. S01 2.22. 
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Student Researcher:  

Alejandro Duque Cuartas, BMus, BMus (Honours), MMus/PhD (In progress) 

Queensland Conservatorium Griffith University 

Phone +61 435 207 08 

Phone +51 318 388 5555 (in Colombia) 

 

Aim 

The project aims to facilitate the exposure and dissemination of the Colombian guitar through 

the discovery, cataloguing, and promotion of both new and established Colombian guitar 

repertoire. 

 

Background  

This research is being conducted by the researcher in partial fulfilment of the requirements 

for the degree of Master of Music Research (Degree currently being upgraded to Doctor of 

Philosophy, PhD) at Queensland Conservatorium Griffith University.  

 

The basis by which participants were selected/screened 

The interviewees selected in this research are some of the composers of the music that will be 

analysed and recorded as part of the research outcome. However, if you would like to 

mention any repertoire’s title or composer for guitar, and/or share something about what you 

think about traditional and non-traditional guitar musics from Colombia’s Andean Region, 

you are also invited to participate in this research. 
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What you will be asked to do 

You will be invited to talk with the researcher for approximately 45-60 minutes. The talk 

might be just between you and the researcher, or there may be other participants too. You 

will know this in advance. 

 

The talk will be about your views and experiences about the research topic. It will be audio-

recorded, and later the researcher will transcribe the recording. You will have the chance to 

look over the transcripts or listen back to the recording before they are used in the research 

outcomes. 

 

If you participate in a talk with other people (not just the researcher), you are required to 

respect the privacy and confidentiality of other participants, by not sharing further any 

information discussed in that talk. 

 

Your involvement 

Your participation in this research is entirely voluntary. You are able to drop out at any time 

by telling the researcher and/or the chief investigators. If you decide not to participate, this 

won’t disadvantage you in any way. The decision to participate or not will have no bearing 

on your relationship to Griffith University.  
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Risks and benefits 

The outcome of the study will be the completion of my Master’s of Music Research. As a 

research training exercise, there is no inherent benefit to participants, though student work 

arising from the research will be distributed to participants once the investigation is 

concluded. There is no physical risk associated with participation in this project, and all 

participants will be able to clearly indicate whether or not they consent to personal 

information about themselves or their careers being revealed in the research. Where 

anonymity is requested, students will take all possible measures to ensure that this is done. 

 

Storage of data 

The researcher will securely store all research data (recordings, transcripts, forms) on a laptop 

with an external back-up. All data will be kept behind a password on the computer. Data will 

be held for a minimum of five years, then destroyed. Only the researcher will have access to 

data that identifies you (except where you have said it’s ok to use your name in the 

outcomes), except as required by law. 

 

Research outcomes 

The primary outcome of this research will be my Master’s thesis and a CD. Findings may 

also be shared in conferences, journal articles and other academic publications and events. 

They may also be shared with non-academic people and communities in Colombia, Australia 

and beyond. 
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Accessing the results 

A summary of the research findings will be shared with you by email (or another way we 

agree upon) upon completion of the project if you wish. You may also contact the researcher 

at any time for more information about the results. 

 

What you need to do to participate 

If you wish to participate in this research, please complete the separate ‘consent form’, and 

give it back to the researcher. You can do this by email 

(alejandro.duquecuartas@griffithuni.edu.au) or in person. 

 

For more information 

Griffith University conducts research in accordance with the National Statement on Ethical 

Conduct in Human Research. If you have any concerns or complaints about the ethical 

conduct of this project, please contact the Manager, Research Ethics, Griffith University 

Human Ethics Committee on +61 7 3735 4375 or research-ethics@griffith.edu.au. GU Ref 

No: 2018/868 

 

If you have any questions at any time about this research or your participation in it, please 

contact the chief investigators and/or the researcher (details at the top of this sheet). 

 

Privacy statement 

The conduct of this research involves the collection, access and/or use of your identified 

personal information. As outlined elsewhere in this information sheet, your identified 

personal information may appear in publications/reports arising from this research that may 

be available to overseas recipients. This is occurring with your consent. Any additional 
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personal information collected is confidential and will not be disclosed to third parties 

without your consent, except to meet government, legal or other regulatory authority 

requirements. A de-identified copy of this data may be used for other research purposes. 

However, your anonymity will at all times be safeguarded, except where you have consented 

otherwise. For further information consult the University’s Privacy Plan 

at http://www.griffith.edu.au/about-griffith/plans- publications/griffith-university- privacy-

plan or telephone +61 7 3735 4375. 
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Participant Consent Form 

GU Ref No: 2018/868 

 

Classical Guitar Music of the Colombian Andean Region: Traditional and Non-

Traditional Music Expressions 

 

Chief Investigator: 

Dr Catherine Grant, PhD, GCHE, FHEA, LMusA 

Queensland Conservatorium Griffith University 

PO Box 3428 | South Bank | QLD 4101 | Room 2.18  

T +61 7 3735 0234 | E catherine.grant@griffith.edu.au 

 

Chief Investigator: 

Ms Karin Schaupp  

Head of the Guitar Department 

Queensland Conservatorium Griffith University 

Email: k.schaupp@griffith.edu.au 

Phone: (07) 373 56236 

Campus: South Bank. S01 2.22. 
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Student Researcher:  

Alejandro Duque Cuartas, BMus, BMus (Honours), MMus/PhD (In progress) 

Queensland Conservatorium Griffith University 

T +61 435 207 087 

T +51 318 388 5555 (in Colombia) 

I have read, and I understand the information sheet, as well as the following: 

 

• I understand that my participation in this research involves participating in an 

audio-recorded interview with the researcher (Alejandro Duque) about Classical 

Guitar Music of the Colombian Andean Region: Traditional and Non-Traditional 

Music Expressions; 

• I understand that the researcher and I will agree in advance on whether our 

talk will be an interview (just Alejandro and me) or a ‘focus group’ (Alejandro, me, 

and other people);  

• I understand that the researcher and I will agree on the length of our interview 

or focus group in advance, anticipated to be around 45-60 minutes; 

• I understand that the interview will be audio-recorded, transcribed, and then 

translated; 

• I have answers to questions about the research I will participate; 

• I understand that I can contact the researcher if I have any more questions 

later; 

• I understand the benefits and risks of taking part in this research; 

• I understand that I don’t have to take part in this research. If I don’t, this will 

not affect me negatively in any way. I can choose which questions to answer. I can 

pull out of the research at any time, and I don’t have to give a reason.  
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• I understand that I can contact the Manager, Research Ethics, Griffith 

University Human Ethics Committee on +61 7 3735 4375 or research-

ethics@griffith.edu.au if I have any concerns about the ethical conduct of the 

research; and  

• I agree to take part in this research.  

• It’s ok for the researcher to use my real name in the research results: YES / 

NO 

• I’d like to receive a summary about this research when it’s finished: YES / 

NO 

 

Name 
 

 

Signature 
 

 

Date 
 

 

Email  
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APPENDIX B: SEMI-STRUCTURED INTERVIEW QUESTIONS 

 

These are the semi-structured interview questions I drafted for the interviews 

conducted in December 2019.  

 

Lucas Saboya’s Questions in Spanish 

 

• ¿Qué géneros o estilos están presentes en su trabajo Suite Ernestina? 

• ¿Qué fuentes de inspiración influyeron en esta pieza? 

• ¿Qué enfoques interpretativos y técnicos se deben considerar para interpretar y grabar 

Suite Ernestina?  

 

Lucas Saboya’s Questions, English Translation  

• Which genres or styles are present in your work Suite Ernestina? 

• Which interpretative and technical approaches should be considered to perform and 

record this piece? 

• Which inspirational sources influenced this piece? 

 

Hector Gonzalez’ Questions in Spanish 

 

Personal / Artistic Questions 

Tengo entendido que estudió en conservatorio Antonio María Valencia bajo la 

dirección de Hernán Moncada y en el conservatorio Oscar Esplá de la ciudad de Alicante, 

España, con José Tomás. 

 

• ¿Cómo fue su proceso educativo como interprete y compositor en Colombia y el 

exterior?  
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• ¿Cómo definiría, a grandes rasgos, sus composiciones en términos de estilo? 

 

Entre sus reconocimientos en composición se destacan el Premio Nacional de Música 

En 2011, Premio Internacional de composición Andrés Segovia 2008, de Almuñécar—

España y Primera Mención de Honor en el Concurso de Composición Internacional “Agustín 

Barrios” 2000 de Salzburgo.  

 

• ¿Qué obra/s y estilo/s hicieron parte de estos galardones? 

• Para usted, ¿en qué medida es más fácil o difícil escribir una pieza para guitarra en un 

lenguaje musical tradicional o no tradicional? 

 

Entre sus publicaciones se encuentra: 500 años de Guitarra Iberoamericana, libro y 

disco compacto publicado en 1993.  

 

• ¿Dónde podría encontrar esta publicación? 

• ¿Qué compositores colombianos resaltaría en este trabajo investigativo? 

 

También publicó Al Corazón del Laúd, en 1997 y el libro Música Antigua en el Siglo 

XX publicado en 1998. 

 

• ¿Encontró música colonial para Laúd, guitarra barroca en la Colombia del siglo XVII, 

XVII y XIX? 

• ¿Dónde encontró el material bibliográfico para estas investigaciones? 

 

En sus publicaciones: 100 años de guitarra latinoamericana y Antología de la 

Guitarra Colombiana. 

 

• ¿En que se basó principalmente para realizar estas investigaciones y publicaciones? 

• ¿Qué inconvenientes de pronto tuvo con algunos compositores, por ejemplo, 

encontrar una obra especifica, copyright o permisos de publicación? 
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• ¿Quienes son Panamerican Health Organization como lo contactaron para estas 

publicaciones? 

 

Obras 

¿Qué obras para guitarra tiene usted escritas, publicadas o en camino de publicación?  

 

Preludio, parafrasis y juga; and Homenaje a Leo Brouwer. 

• ¿Cuándo y por qué compusiste las obras preludio, paráfrasis y juga; and Homenaje a 

Leo Brouwer?  

• Estas obras tienen algún significado especifico, describe algo en particular (emoción, 

lugar, periodo) 

• ¿Qué enfoques interpretativos y técnicos deben considerarse para realizar y registrar 

esta pieza? 

• ¿Qué obras podrían representar la música de guitarra clásica no tradicional de la 

Región Andina de Colombia? 

• ¿Qué compositores colombianos de guitarra conoces? 

• ¿Conoces alguna/s grabaciones de guitarra que incluya música de guitarra no 

tradicional? 

 

Concluding Question 

• ¿Cuál podría ser el futuro de la guitarra colombiana en cuanto a la variedad de 

repertorio y su difusión? 

 

Hector Gonzalez Questions, English Translation 

 

• To what extent does the non-traditional music of the country also represent the 

cultural diversity of Colombia and the identity of its peoples? 

• When and why did you compose the piece? (piece included in this research).  
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• Which interpretative and technical approaches should be considered to perform and 

record this piece? 

• Do you think the Colombian guitar expression is mostly focused on the country’s 

traditional musics? Why? 

• Which pieces could represent the non-traditional classical guitar music from the 

Andean Region of Colombia? 

• Which Colombian guitar composers do you know? 

• Do you know any guitar recording of traditional and non-traditional guitar music? 

• What is the future of the Colombian guitar regarding the variety of repertoire and its 

dissemination?  

• To what extent is it easier or more challenging to write a guitar piece in a non-

traditional musical language? 

 

Juan Carlos Marulanda’s Questions in Spanish 

 

General Questions: 

• Si le pregunto por música colombiana, ¿qué clase de música se le viene 

inmediatamente a la mente?  

• En un contexto racional, ¿es consecuente esa idea o concepción de la música 

colombiana cómo una expresión netamente tradicional, o podrían otras clases de 

expresiones musicales representar la música colombiana en un contexto general?  

 

La música tradicional de Colombia está completamente ligada a la identidad cultural de 

su población.  

 

• ¿En qué medida usted creería que la música no tradicional del país también representa 

la diversidad cultural de Colombia y la identidad de sus pueblos? 

• Desde su perspectiva, ¿la música tradicional colombiana ha representado o expresado 

(musical o líricamente) la difícil realidad por la que el país ha pasado desde finales del 
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siglo XIX (Ejemplo La Guerra de los mil días, la violencia bipartidista, la guerra rural 

y sus consecuencias urbanas, narcotráfico, etc.)? 

• Desde su perspectiva, ¿en que estado se encuentra la producción musical para guitarra 

del país? (Vital, en peligro, sostenible) 

• ¿Crees que la expresión de la guitarra colombiana se centra en las músicas 

tradicionales del país? ¿Por qué? 

• ¿Qué estilos musicales generales son más prevalentes en la composición guitarrista 

contemporánea? ¿Tradicionales y/o no tradicionales? 

 

Personal/Artistic Questions 

• ¿Cómo fue su proceso educativo como compositor en la Universidad Javeriana? 

• ¿Cómo definiría, a grandes rasgos, sus composiciones en términos de estilo? 

 

En 1992 y 1996 obtuvo el Premio Nacional de Música en el área de composición. 

 

• ¿Con que obra/s y estilo/s participaste? 

• ¿Qué lo llevo a componer para guitarra?  

• Para usted, ¿en qué medida es más fácil o difícil hacer una pieza de guitarra en un 

lenguaje musical no tradicional? 

 

Dos Momentos para Guitarra 

• ¿Cuándo y por qué compusiste la obra Dos Momentos?  

• ¿La obra tiene algún significado especifico, describe algo en particular (emoción, 

lugar, periodo)? 

• ¿Qué enfoques interpretativos y técnicos deben considerarse para realizar y registrar 

esta pieza? 

• ¿Qué obras podrían representar la música de guitarra clásica no tradicional de la 

Región Andina de Colombia? 
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• ¿Qué compositores colombianos de guitarra conoces? 

 

Concluding Question 

• ¿Cuál podría ser el futuro de la guitarra colombiana en cuanto a la variedad de 

repertorio y su difusión? 

 

Juan Carlos Marulanda’s Questions, English Translation 

 

General Questions: 

• If I ask about Colombian music, what kind of music immediately comes to mind? 

• In a rational context, is this idea or conception of Colombian music consistent as a 

purely traditional expression, or could other kinds of musical expressions represent 

Colombian music in a general context? 

• The traditional music of Colombia is completely linked to the cultural identity of its 

population. 

• To what extent would you believe that the country’s non-traditional music also 

represents the cultural diversity of Colombia and the identity of its peoples? 

• From your perspective, has traditional Colombian music represented or expressed 

(musically or lyrically) the difficult reality that the country has been going through 

since the end of the 19th century (Example The Thousand Day War, bipartisan 

violence, rural warfare and its urban consequences, drug trafficking, etc.)? 

• From your perspective, in what state is the country’s musical guitar production? 

(Vital, endangered, sustainable) 

• Do you think the expression of the Colombian guitar focuses on the traditional music 

of the country? Why? 

• What general musical styles are more prevalent in contemporary guitarist 

composition? Traditional and / or non-traditional? 

 

Personal and Artistic Questions 

• How was your educational process as a composer at the Javeriana University? 
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• How would you broadly define your compositions in terms of style? 

• In 1992 and 1996 he won the National Music Award in the area of composition. What 

work / s and style / s did you participate with? 

• What led you to compose for guitar? 

• To you, how easy or difficult is it to make a guitar piece in a non-traditional musical 

language? 

 

Two Moments for Guitar 

• When and why did you compose the work Dos Momentos? 

• The work has some specific meaning, describes something in particular (emotion, 

place, period) 

• What interpretive and technical approaches should be considered to make and record 

this piece? 

• What works could represent the non-traditional classical guitar music of the Andean 

Region of Colombia? 

• What Colombian guitar composers do you know? 

• Do you know any guitar recording that includes non-traditional guitar music? 

 

Concluding question 

• What could be the future of the Colombian guitar in terms of the variety of repertoire 

and its diffusion? 
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APPENDIX C: CD’S TRACK LIST 

 

The following is the track list for the CD Colombian Guitar Vol. 1. 

 

1. Pueblito Viejo by José Morales. Arr. Clemente Díaz. 

 

Suite Colombiana No. 2 by Gentil Montaña: 

2. El Margariteño (Pasillo); 

3. Guabina Viajera; 

4. Bambuco; 

5. Porro. 

6. Bambuco en Mi Menor by Adolfo Mejía.  

 

Suite Ernestina by Lucas Saboya: 

7. Costurera; 

8. De Algún Modo; 

9. Canción de Cuna Para Seis; 

10. Zamba Negra.  

 

 

 


