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ABSTRACT
Ulloa, Juanita MThe Songs of Mexican Nationalist, Antonio GomezaRdhlished

Doctor of Arts dissertation, University of Northe@olorado, 2016.

Antonio Gomezanda (1894-1961) is one of the modeservedly obscure
composers in Mexican music. Apart from being a piprodigy and a music critic, he
composed romantic and early twentieth-century natistic music in many genres
including large, small, instrumental, and vocals Hationalistic topics were often based
upon elements from the Mexican falncheramusical style that he grew up with in
Lagos de Moreno, Jalisco, Mexico. Gomezanda wasgpily trained in classical music
in Mexico City and later in Germany. He composedrd0 original songs, several vocal
dramatic works, and an opel@nchera Gomezanda continued the stylistic path
advocated by his teacher, Manuel Ponce (also krasithe Father of Mexican Song),
with valuable second-generation nationalistic dbaotions. He composed art songs,
rancherasongs, and a syncretic, or crossover blend dfwbe Given the intersection of
rancheramusic and opera in Mexico City after the MexicawvBlution, Gomezanda’'s
songs are prime examples of song syncretism frotassical composer in Mexico’s
second generation of nationalist song. His songslaorter and less difficult than his
virtuosic solo piano works, rendering them useduldniversity-level voice majors as
well as professionals. Access to Gomezanda’s miusie appendices of this document
provides performers and scholars with previouslguanable Mexican art song and

rancheras Rancherasre rarely available with skillful piano accompaeimh. This study



identifies three periods of Gomezanda song comipasih a tonal nationalistic style. Ten
songs are presented in more detail with both peeititliteral song translations.
International Phonetic Alphabet transcriptions (JR#e provided and two keys of each
song are engraved and now available for use byéea@nd singers. A chronology of the
composer’s musical activities and vocal catalogugisoworks are also included.
Gomezanda’s musical contributions to both Mexidassical andancheravocal
worlds should not be underestimated. This publeceatf his vocal works offers the
beauty of Mexico’s little known song repertoirerfi@a second generation of song

nationalists to all, while helping Gomezanda gaiderand well-deserved recognition.
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CHAPTER |
INTRODUCTION

Antonio Gomezanda has been one of the most igndeedican composers of the
twentieth century. He was not alone. Many of histemporaries, for example, song and
opera composers José Roldn (1876-1945), Calendaiiar (1883-1970), José Vasquez
(1896-1961), Gustavo Campa (1863-1934), and tHeeaomposer Melesio Morales
(1839-1908), were and continue to be little knoperformed, and studied on a
worldwide basis. However, even they have achieveremecognition than Gomezanda.

Scholarship on Mexican song remains in its eadges. Possible reasons for this
include (1) economic issues with small Mexican goweent-funded university
publishing runs, (2) limited worldwide distributiai published scholarly works from
Mexico in Spanish, and (3) fewer still English-bdisecal music publications with
research in Spanish. One exception is the metisulark of musicologist Dr. Leonor
Saavedra who has published on nineteenth and ®tlemg@ntury Mexican music in both
languages.

The field of Mexican art song has been de-empkddiy prominent Mexican
composers of instrumental music, for example, Gaflbavez (1899-1978and Blas

Galindo (1910-1993). Both were highly successfukMan composers who chose to

! See Leonor Saavedra, “Race, Religion, and Histolexican Opera of the 1940'sSOpera Quarterly,
23/1 (Winter 2007) 1-27; Leonor Saavedra, “SpaMsiors and Turkish Captives fin de siecléMexico:
Exoticism as StrategyJournal of Musicological Resear¢Riverside: University of California Riverside,
2012), 234-261. Dr. Saavedra has other valuabd¢eetresearch as well.

2 Chavez was a great entrepreneur, educator, andriisdcomposer who advanced Mexico’s music.



focus primarily on larger instrumental-based genlespite the popularity and
importance of vocal music in Mexico since before 8panish Conquest in 1521. Social
hierarchical issues in Mexico may have also coatad to centuries of continued
Eurocentric stylistic preferences of European cosep®and performers over those from
Mexico. This was not unlike some North Americanadals that continued to value
European art music over valid contributions frontikaAmericans. In Mexico’s case, a
much more deeply entrenched hierarchical classtsiieiexists, due to so many years of
foreign rule.
Introduction to Antonio Gomezanda®

Antonio Gomezanda (1894-1961) was known in Mexds@ classical pianist,
piano teacher, music critic, pedagogue, and bailgtestral composer. Gomezanda made
Mexico City his home base after spending his fostteen years in Lagos de Moreno,
Jalisco. As an adult, he studied and concertizeat deast two performance tours to
Europe during the 1920s, but spent the bulk ofitusical career in Mexico City.
Gomezanda’s songs were not his primary compositiocas. At the same time, the
song medium was integral to his nationalistic ideald he wrote short one and two page
songs steadily between 1915 and 1951. His steady laves a solid contribution of

almost one hundred songs to Mexican song literature

% For more on Gomezanda'’s training, specific perfomoes, and vocal works see Appendices C, Catalogue
of Vocal Works and Appendix D, Chronology.



Ex.II: Antonio Gomezanda as a boy in his nativéestd Jalisco dressed asasero
(bullfighter)

As an adolescent, Gomezanda was a young propohariirand new nationalistic
tradition in Mexico City. For at least four yeafigm 1910-1914, he was a top student in
the studio of Manuel Maria Ponce (1882-1948), legdilexican composer and
folklorist. Ponce was the founder of Mexican mukieionalism through song, and the

first to document music articles advocating for ¢bbélection and composition of

* Gabriel PareyérDiccionario Enciclopédico de musicos en Méxi2od ed. (Guadalajara: Universidad
Panamericana, 2007), 437. These dates are confimibd biographical timeline provided by Yolanda
Gomezanda and appeared in several biographies &loonézanda, although the sources disagree as to
whether he studied with Ponce at @entro nacional de artesr theConservatorio nacional de musiga
Mexico City.



Mexican song in 1913, if not befordsomezanda probably studied longer than four years
with Ponce on a private basis although this hasaeh specifically documented. In

1917, Ponce dedicated a piano solo to “Antonio GoArda” entitledPaz de ocas(En

el rio Damuijj [Peaceful Sunset (At the Damuiji River)], a tegtatrto their solidarity.’
Examples Il and IV depict Gomezanda performannds/o recital programs, the first as

a disciple of Ponce on July 11, 1913 at Sala Wagnhewvien, and the second as a solo
pianist at the Teatro Ideal on November 10, 19%3his very same time, the Mexican

Revolution was in armed battle. The Revolution cargd until 1920-1921.

Ex. Ill: Recital program of Gomezanda in Manuel &&a studio, 1913

®> Manuel M. PonceDoce Canciones Mexicanas, Obras para Canto y P{aMéxico: Universidad
Nacional Autébnoma de México, 2008), 6-7.

® Ricardo MirandaManuel M. Ponce47. The author published the cover page of thegith the
dedication above the title.

" According to Yolanda Gomezanda, her father urtiisdwo last names, Gémez Anda, as a one artistic
name while in Berlin during the 1920s. Yolanda Gearala, Interview in Mexico City, March 9, 2015.
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Ex. IV: Solo recital program featuring Gomezandaedtro Real, 1915

In Miranda’s biography of Manuel M. Ponce, he ndr@®mezanda, Chavez, and
Ordofiez as Ponce’s students who would later pldgnaprtant role in Mexican musfc.
Miranda further stated that Gomezanda developedvamsnationalistic language that
oscillated between romantic and modern expressi®unce introduced Gomezanda to
the piano music of Debussy. This is later reflectesome of Gomezanda’s compositions
as will be seen in chapters ahé&®uring Gomezanda’s adolescence, he and Ponce lived
in the same neighborhood, shared an interest momad composition, and possessed a
mutual interest in writing Mexican songs. They austd a friendship between their

respective families until Ponce’s death in 1948.

8 Ricardo MirandaManuel M. PonceEnsayo sobre su vida y obi23.
9 .
Ibid.
9 yolanda Gomezanda, Interview in Mexico City, Mag;2015.
11 i
Ibid.



Gomezanda also studied composition at the Conseiwanacional de musica
with Julidn Carrillo, the originator onido 13a microtonal compositional system.
Gomezanda ultimately chose a more tonal directidms writing, possibly because
tonality blended well with his folkloric interest rhythms and typical Mexicaianchera
expressions. He was later hired by the Consenat@tional de musica to teach for a
short time alongside his private studforhrough the Conservatory position he first met
and taught contralto Josefina “Cha Cha” Aguilar04:94968). She later became an active
performer of his songs. Gomezanda also passeds@achdemic training at the
Conservatory to soprano Maria Bonilla (1902-199@) kater dedicated a song to her.
Perhaps his most important pedagogical achievetheitg his own years as a composer
and performer was the training of acclaimed inteomal pianist, Maria Teresa
Rodriguez (1923-2013Y.

Gomezanda never wavered from devoting the bulksotéry ample song and
dramatic vocal repertoire to topical arahcherastyle expressions of Mexican
nationalism. Gomezanda'’s focus on this topic--ewvbile the composers around him
turned to modernist styles--was a testament tainhesr convictions and zeal to express
Mexico’s identity. He was a true patriot and lovegressing Mexico through song. The
following example V is a dedication page appeaandhe inside cover of Gomezanda’s

operarancheraentitiedMariache'* Antonio Gomezanda dedicated the oparecherato

2 The dates of his teaching have not been corrobdrat

13 Jorge Velazco, “Antonio Gomezand&@iccionario de la Musica Espafiola e Hispanoameriar27-
729.

1% The dedication is found on the left hand pagéeMariachepiano-vocal manuscript. It appears
opposite the title page of the manuscript. It iscuBere with their permission from Northwestern
University as well as permission from living hefiglanda Gomezanda. Many songs were given to me
directly by Yolanda Gomezanda. The composer consilithe operaancherahis first big "song,"
although he wrote more than 90 songs apart frosndiamatic work.



Juan José Segura, painter, financer, and prodacérd operaanchera’smovie version

entitledFantasia Rancher§l947). To date, the opera has never been pertbline

“TO THE GREAT MEXICAN ARTIST

JUAN JOSE SEGURA

WITH GREAT AFFECTION,

BECAUSE WITH YOUR FAITH IN ME

YOU HAVE RESUCITATED MY FIRST SONG TO MY COUNTRY
FROM BEING FORGOTTEN, UNCOMPREHENDED, AND
TREATED WITH INDIFFERENCE.”

Signed:Antonio Gomezand&unday, October 10, 1943

Ex. V: Gomezanda Dedication
Statement of Purpose
The goals of this dissertation were four-fold. Tingt objective was to provide
English speakers with an introduction to the undkr@d field of Mexican vocal music
using original manuscripts. The intent was to miakglish readers aware of the great

wealth of material that exists. One example wagltbeovery that Gomezanda composed



over 90 songs. In 2009 when | began this reseawdhs initially aware of less than ten
songs. It was important to document currently uralsee Mexican vocal music
scholarship for the English-speaking world usinignary sources in Spanish, so as to
increase and promote the interchange of qualiftbdlsrship.

The second objective of this dissertation wasttect, study, transcribe, and
publish Gomezanda’s songs. They are representativarious styles of Mexican song;
many of his songs are mentioned in this documeelver, ten Gomezanda songs have
been studied in more depth and have been provideeeir entirety in Appendix A.
Appendix B consists of poetic and literal tranglas for the ten songs, along with
phonetic transcriptions using the International ittt Alphabet (IPA).

The third objective was to organize and study Gzanda’s three periods of song
composition. By identifying recurring patterns,dsgribed general idiosyncrasies of
Mexican solo secular song as seen through his vioitks early period, Gomezanda
favoredbel cantomelodies, though vocal elements froamcheramusic also intersected.
He often wrote out idiomati@ancherapiano accompaniment and at times shows
coloristic influence from Debussy. Gomezanda’slkiand detailed piano
accompaniment of originahncherasreflected his orchestral training in Berlin duriting
1920s. Gomezanda also wrote his own conversatiodaillen poetry for most of his
early songs. In Gomezanda’s second period, helssdtto highlighting the work of
lesser known Mexican poets and writers. He alwaysahstrated an interest in
representing his hometown of Lagos de Moreno, claliBuring early and middle stages
of composition, he featured rhythmic genres as astipnal song devices, rather than

the poetry as one might expect from traditionahmoof European art song. Gomezanda



often balanced and blended the poetry with thehrhit genre, the melody, and the
accompaniment. He favored using rhythmic genrestablish, drive, and sustain a
particular mood in his middle period. In his firstage of composition, Gomezanda
ventured into art song inspired by poetry from Maxi female poets. In this period, he
allowed the song form to evolve from the poetrglitsather than rely upon specific
nationalistic rhythmic genres or topics. Gomezasdiaal vocal songs represented
somewhat of a transformation into a more persayld that was less dictated by
nationalistic issues. His overall style evolvedhaatgradual but linear change.
Gomezanda had intimate knowledge about musicalesiesthat identified Mexican song
as Mexican from his training and upbringing in @l Jalisco. Ponce, his teacher, also
provided a typical song form, phrase lengths, agdreeral structural framework for
Mexican song as dictated in his recommended bléfadimpean and Mexican styles.
Gomezanda followed this model in his early peribdamposition, building it into his
own sound over time. Gomezanda'’s personal knowlefigiassical piano music and
rancheramusic style, mixed with Ponce’s first-generati@tionalistic ideals are the
foundation of his song style. Through recurringgais in Gomezanda’s songs, |
deduced stylistic features that identify secondegation nationalistic song.

As a fourth and final objective in the dissertatibpresented materials from the
composer to promote further study on Mexican sakblp with composers, historians,
voice professors, and singers. These materialsded photos, song covers,
transcriptions, and a catalogue vocal works (segeAdix C). | provided a chronology of
his musical training, travels, and vocal performem@ppendix D). Having received

permission from the Gomezanda estate, the pulditati these songs now offers more



accessible song availability for performances amdpetitions that require published
materials (see Appendix A). It also opens the dopscholars to continue documenting
the intersection and interchange of classical atidrincheraelements in Mexican song.
These features have historical antecedents in Mead may enrich future music
university programs in both Mexico and the Unitedt&s.
Literature Review
Biographical Scholarship
To date, all biographical publications on Gomezamale been published
exclusively in Spanish. In 1991, Jorge Velazco shigld the first definitive and more
thorough article on Gomezanda in thein American Music Reviel#.Velazco was a
well-known Mexican orchestra conductor, author, studient of Antonio Gomezanda.
The article is based upon his personal knowleddgle mo source listings. In the article,
Velazco identifies Gomezanda’'s music as one ohtble points of Mexican Romantic
nationalism. Velazco details Gomezanda’s instruadesymphonic repertoire along with
his biographical background. No mention is madeocafal music beyond listing several
titles within a larger list of works. Velazco aldscusses three main schools of musical
thought in Mexico from about 1920 onwards, nambbse of Manuel M. Ponce, Julidn
Carrillo, and Carlos Chavez (1899-1978). The auttudes that Gomezanda aligned
himself artistically and professionally with thesfi two composers, most especially,
Ponce.
In his article, Velazco also describes Antonio Geamgla’s musical values,

stating that Gomezanda wanted his music to reftecpeaceful, high quality rural and

15 Jorge Velazco, “Antonio Gomezanda y el Nacionatistomantico Mexicano,l'atin American Music
Reviewl2/1 (Spring/Summer, 1991), 65-73.
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religious lifestyle of higancherabackground in Jalisco. Velazco bases this comment
upon autobiographical unfinished notes written lyr@zanda himself This is the only
existing journal article published exclusively onr@ezanda with a comprehensive
approach.

Other references to Gomenzanda’s music in schgbatyications include the
following: (1) A recent article on Gomezandé’a Virgen de San Jugoublished by
author Juan José Escorza in 261@) several encyclopedia entries ranging from one
paragraph to one or two pages with pictures of Gramea'® most entries written by
Jorge Velazco, (3) a substantive encyclopedia emtr@gomezanda by composer Gabriel
Pareyén, published in his two-volume d&tcyclopedia of Mexican MusiciarzQ07 %°
and 4) Ricardo Miranda makes several brief mestafmAntonio Gomezanda in his
book on Gomezanda’s teacher, Manuel M. Péhce.

Mexican Song Scholarship

Musicological and linguistic studies in Englishis#or post-Conquest Mexican

classical secular and sacred vocal music. Howévey, contain little mention of solo

'8 Jorge Velazco, “Antonio Gomezanda,” 65-66. Thehiggraphical notes mentioned by Velazco were
not made available to me and Yolanda Gomezandadaltichention them. They may be lost.

7 Juan José Escorza, "Opera, cine y mariachi. Lgeviide San Juan del compositor Antonio Gomezanda,"
in Memorias del coloquio El Mariachi, patrimonio cultli de los mexicanogd. Arturo Camacho Becerra
(Guadalajara: Secretaria de Cultura-Gobierno decdal2012), 21-38.a Virgen de San Juanas
Gomezanda’s original manuscript of his openacherg which was finally copyrighted in 1943 as
Mariache: Primera opera ranchera Mexicana this conference article, however, Escorza dmgs
discuss this connection.

18 Jorge Velazco, “Antonio Gomezand®@iccionario de la musica espafiola e hispanoamerical.

Emilio Casares Rodicio (Espafia: Sociedad GenerAuteres y Editores, 1999), vol. 5, 727-729. See al
Jorge Velazco, “Antonio Gomezanda: Orchesterwer€®"Liner Notes tderliner Sinfonisches
Orchester(Berlin: Koch International, 1995).

19 Gabriel PareygrDiccionario Enciclopédico de Musicos en Méxivolume 1, 437-438. Pareyén drew
from an anonymous source from Jalisco, but alsm fitee well-known musicologist, Otto Mayer-Serra in
his Misica y misicos de Latinoamérje4.

2 Not all of his information is corroborated.

% Ricardo MirandaManuel M. Ponce: Ensayo sobre su vida y obra.
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song and no mention of Gomezari@i&re-Columbian sources show little research on the
topic of song. Mexican song researchers generé#ity a limited perspective on Mexican
song when ignoring pre-Columbian roots, assumieggetiis nothing to learn for lack of
actual music; much poetry from the songs is avkaldiowever. The poetry has been
studied by linguists. The late musicologist, Rolh@is Stevenson from the University
of California at Los Angeles, has studied the figlghre-and post-Columbian instruments
with limited mention of the poetry, song, and chonasic in general® Shawn M.

Roberts wrote a percussion dissertation in Enghahincludes valuable pre-Columbian
Spanish chronicler research on Aztec song poettylaythm. He cited Mexico’s first-
known documented singer and composer in the prartlmbhn world was
Nezahualcoyot{Hungry Coyote), who lived from 1402 to 1472. Henvbeyond

singing, composing, and improvising, to also serv@ lawyer and ruler of the Azteés.
The tireless scholarly work of Stevenson resultetivio landmark books in English
covering Mexican music topics beginning in 1958edi Music in MexicaandMusic in
Aztecand Inca Territorythe latter of which was written later. Stevensamtioned
documentation of two hundred pre-Columbian Aztetgspalso known as Flower Songs,
due to their many flower metaphors. These songfa@ameCantares Mexicano@exican
Songs) stored in the Florentine Cod@According to linguist John Curl,

singer/composer/ruléfezahualcdyothuthored 36 to 41 of the two hundred soffgare-

22 Dr. Mark Brill specializes in Mexican Colonial Cfa Music from the Oaxaca church and has written
articles on the topic, apart from his newer landntaxt, Music of Latin America and the Carribegsee
Referenes). Robert Louis Stevenson devotes Chdpeand 111 of his book on Mexican Music including
sacred choral music. Robert Louis Stevengasic in Mexico: A Historical Surve$1-172.

% Robert Louis StevensoNlusic in Mexico: A Historical Surve$1-172.

24 Shawn M. RobertsAztec Musical Styles in Carlos Chavez's Xochipilit Imagined Aztec Music and
Lou Harrison’s The Song of Quetzalcoatl: A Paralleld Comparative Studg0.

> Robert L. Stevensoiusic in Mexico 8-9.

% John, Curl, “The Flower Songs of NezahualcdyotthMa [Aztec} Poetry,Bilingual Poetry 1-54.
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Columbian sources are an important consideratiothfe dissertation, despite limited
information on the songs themselves. While maniponatists glossed over or exoticized
pre-Columbian vocal music within larger genres, ®Gaanda wrote a song set entitled
Seis Canciones Aztecglix Aztec Songs) translated into Nahuatl with @@umbian
instruments for which only a portion of the musastbeen located.

More recently, between 2010 and 2012, Leonor Shavaublished classical
music articles in English on lesser-known compofers Mexican Romanticisr.
More recent publications that mentioned Mexicanaocusic include Janet Sturman’s
book,A Course in Mexican Musiaot yet available at the time of this writing.€Tlate
Hugh Cardon, originally at the University of Texa<€El Paso, published a dissertation in
English in 1970 on Mexican Art Song, although Antco@omezanda was not
mentioned™® Cardon followed the dissertation with a short lcagae of Mexican art song
in the Journal of the National Association of Teastof Singing (NATS) in 199%.
Gomezanda is once again glossed over. In 2009li&btntemayor published a
catalogue listing many art songs by Mexican comgosghe lists 71 songs by
Gomezanda. Some titles have been verified but ®tiere yet to be confirmed (see
Appendix C)*° With no books specifically on Mexican vocal mugitblished in English,
the abovementioned works represents a limited daurate foundation.

Many more Spanish-language publications exist mega, especially those that

document music research in studies of Mexicanuolisic and musical anthropology. An

" Leonor Saavedra, “Race Religion and History in Mam Opera of the 1940'sPpera Quarterly and
“Spanish Moors and Turkish Captives in fin de sédexico: Exoticism as Strategy]durnal of
Musicological Research

% Hugh CardonA Survey of Twentieth-Century Mexican Art SdddW.A. Dissertation.University of
Oregon, 1970.

2 Hugh Cardon, “Twentieth Century Mexican Art Sofidsational Association of Teachers of Singing
15-20.

30 Cecilia MontemayorEl Lied Mexicano.A Catalogue of Music for Voice dtdno.
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important 2008 collection of Manuel M. Ponce’s semrgists, entitle@oce Canciones
Mexicanag Twelve Mexican Songs) for voice and piano. Thdawre to this collection
covers important information on song form with qgstfrom Ponce’s articles, along with
the songs and arrangemetittandmark Mexican musicologists Vicente Mendoza and
Otto Mayer-Serra followed in Manuel Ponce’s fogtstecollecting folk melodies and
classifying them according to sociological functmmrhythmic genre. Yolanda Moreno
Rivas’s bookHistoria musica popular Mexicanaffers strong historical coverage of
solo vocal folk traditionsrancheragMexican indigenous folk song tradition that iscals
played and dancedorridos(Mexican historical balladgndla cancién romantica
(Romantic songjrom just prior to and after the Mexican Revoluti®r. Jesus
Jauregui’s anthropological work @ancheramusic was especially useftfl William
Gradante also reviewed the classifications for &alkg as a prelude for his discussion on
the song topics of folk songwriter José Alfredo direz>
Methodology

This dissertation was a product of archival andqeal research initiated in 2009
in Mexico City, Mexico, with follow-up in the UniteStates in the Special Collections
section of Northwestern University in Evanstonniis, and the Library of Congress in
Washington, DC. | reviewed the biographical and Max song scholarship published on
Gomezanda in Spanish and English to date. Thisdies both English and Spanish
language sources, especially the latter, thoughcesiare scant beyond the manuscripts

themselves. | have examined and blended anthrojgalpinguistic and musicological

31 Manuel M. PonceDoce Canciones MexicanaBreface, 6-9.
32 JesUs JalreguE] Mariachi: Simbolo Musical de México.
¥ william Gradante, “El hijo del Pueblo,” 38-44.
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publications to identify, describe, and substaat@assical andancheravocal
expressions in Gomezanda'’s songs.

During one of my visits to Mexico City, | condudtan interview with Yolanda
Gomezanda, daughter of the composer. Ms. Gomezarde a letter granting me
permission to publish and use any and all mateaiadsit her father, Antonio
Gomezanda. This letter is provided, along with aglish translation (se&ppendix E).
The interview was approved by the Institutional RevBoard at the University of
Northern Colorado (see Appendix F).

Primary source material includes programs, resi@ahd letters organized by
Yolanda to honor her father’'s work. Yolanda, hestber Antonio, and older sister Alma
are the living heirs of Gomezanda’s legacy, butarida has been the most informed,
active, and involved of the three.

Organization

The current chapter describes my purpose forigsedation, available source
material, methodology and delimitations. It congawvith a very brief overview of
Mexican vocal music prior to Gomezanda’s time, udahg a discussion of nationalism
and modernism as conflicting styles during Gomeaantime. Mention is made of the
growth and influence of film on crossover betwekssical andancherastyles as
transmitted by singers and composers between 1®88260. In Chapter I, | conclude
with a review of Gomezanda'’s training and backgrband heritage with respect to
rancheramusic, including definitions of the termsncheraandmariachi.

Chapter Il contains a discussion of why it is rssegy to broaden the term

“Mexican art song” into the term, “Mexican song hi$ allows for the inclusion of
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crossover piano-vocal Mexican music. While thisesessary for the Gomezanda songs,
it also applies for many of his musical contempiesarSongs by Antonio Gomezanda
include European traditional art song, crossoviemssongs, andancherasongs written
for voice and piano. Mexican song origins are lyidfscussed, along with mention of
nationalistic composers that contributed to Mexitaentieth century music. The chapter
concludes with coverage on Gomezanda’s line&glg Gomezandactivities, and

specific elements of his song style.

In Chapters lll, IV, and V, | identify and desaithe composer’s three periods of
song composition citing specific examples fromdbags that exemplify the formation of
and changes in the composer’s style. Chapter Wiges conclusions about
Gomezanda’s songs within the field of song literatnd directions for future research.

A representative selection of ten Gomezanda sisng®vided in Appendix A.
The music was engraved, translated from the ori@panish to English, and prepared
using International Phonetic Alphabet (IPA) trareshtions. The songs chosen do not
have a range beyond one to one and a half octékiey.are transposed into two keys and
are appropriate for university-level voice studef@smezanda’s art songanchera
selections, and crossover songs are all represengther classical or alternate keys for
popular renditions. A catalogue of Gomezanda’'s hawcaks appears in Appendix C. A
chronology of key events in Gomezanda’s life aatesl to his vocal works is provided in
Appendix D.

Delimitations
This project focuses upon the study of Gomezarstas secular songs and his

song style. Sacred liturgical, choral, staged dtameorks, and instrumental music were
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beyond the scope of the project. The composerdnhamnk operaancheramanuscripts
have not gone unmentioned but were not analyz#dsatime, as the topic is worthy of

its own future project. Gomezanda’s work as a mosic and pedagogue are mentioned
but remained outside the central topic for thiselitation. The composer’s piano and
orchestral music are also beyond the scope optbiect except as they relate to his
songs. Although the texts are discussed in theegbof the songs, detailed information
about the poets was not available and is not imcluditerary movements and/or a
comparison of muralists and fine arts movementsigueomezanda’s time were also not
a part of the project. Additionally, historical iménces and theories from before and after
the Revolution are complicated and controversiad, &ere therefore excluded from the
dissertation. Musicological sources including aofilmogical coverage aohnchera

music are mentioned, as they provide direct backgtdo the traditions and style of
Gomezanda’s songs. A future comparison of fine &rgarature, and/or historical
movements to the work of Gomezanda and otherdindtsecond-generation music
nationalist composers along with the musicologasal anthropological sources in this
text could be illuminating.

One of my objectives has been to encourage fuif®rmances of Gomezanda'’s
work in Mexico and abroad by presenting his voedhlogue and individual song
selections, most of them unpublished until now. Téve that were originally self-
published by Gomezanda in his early phase of coipodiave long been out of print.
The publication of these songs now provides schalédih access to previously

unavailable manuscripts. It has been my most senigepe that other scholars will delve
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further into his songs and his vocal dramatic wpaksng with his nationalistic piano
repertoire.
A Revolution of Musical Styles
Revolution and Nationalism

The Mexican Revolution was initiated in 1910 bg thverthrow of President
Porfirio Diaz who had ruled since 1876. At the begig of the Revolution, Antonio
Gomezanda was only sixteen years old. During tlee Dictatorship, often called the
Porfiriato, the President favored foreign European commaite, and influences. Music
was no exception. Spending was excessive, clagfediwere deep, and lower strata
Mexican Indians as well asestizogmixed ancestries) continued to be deprecidted.

The Mexican Revolution served as a catalyst fokibbns to reassess and
redefine their Mexican identity. In 1921, José \tasmlos was chosen to form the
cabinet entitledSecretaria de Instrucciéfsecretary of Education). Led by Vasconcelos,
the government made a concerted, national effagdognize and include Mexico’s
depreciated ethnic indigenous groups as part ofitdexculture® *® The movement was
also calledndigenismoand having Indian blood was “the thread that waulde the
diverse populations*’ Musicians and muralists were a necessary pantressing
Indigenismo Ponce, and later Gomezanda were contributork, ance’s work

beginning in 1913, prior to the work of Vasconcelos

34 Donald HenriquesPerforming nationalism: Mariachi, media and traoshation of a tradition (1920-
1942).(Ph.D. Dissertation, Austin),12-13.

% Rick A. Lépez, “The India Bonita Contest of 192ddahe Ethnicization of Mexican National Culture,”
295.

% According to Yolanda Gomezanda, Vasconcelos wstsraisponsible for offering Gomezanda a faculty
music position at the Conservatorio nacional deicajisvhich lasted one or two years. Personal |iggry
March 9, 2015.

3"Rick A. Lépez, “The India Bonita Contest of 192idahe Ethnicization of Mexican National Culture,”
295,
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The Revolution sparked Ponce’s earlier concertgmmnalistic efforts, beginning
with articles advocating Mexican musical priti¢de collected, arranged, and published
Mexican folk melodies much in the manner of compd@sda Bartdk in Hungary, as well
as Felipe Pedrell and Joaquin Nin in Spain. Mamgicter him “The Father of Mexican
Song”. Ponce continued defining and advocatingfexican song with another article,
published in 1918 He described popular folk songs of the local coyside as simple,
colorful, and genuinely Mexican. Ponce discusseiddy meaning, song structure, and
performance of the songs as telling the real stbgut Mexican people, which, in turn,
created Mexico’s histor$f

Strangely enough, Ponce took recourse in Eurasemtwhen suggesting
“polyphonic European accompaniment” to Mexican rdede with no mention of
including indigenous pre-Columbian roots; omgstizablended) roots. He may have
referred to a European tonal harmonization of tleéodies in order to garner public
support to avoid social class conflicts. By doihgs the was also comfortably reflecting
what would later be the status quo for nationaksndictated by Vasconcelos in “The
Cosmic Race*! In the article, he favoredraestizablend as a new race, but evolved the
idea as compared to Europe, in particular, FraRoace was accused of being
scandalous for recommendingestizismpeven without mention of indigeuous roots,
because he encouraged Mexicans to appreciateotieimusic over European “higher
class” song. While his choices were somewhat antyitin ignoring Mexico’s very

important pre-Columbian roots, they were also mweasonable, given that pre-

3 Manuel Ponce,“El Folk-lore musical mexicanBgvista Musical de Méxich’5 (15 September 1919), 6.
39 i
Ibid.
“Obid., 9.
“L Gilbert Joseph, “The Cosmic Rac@fie Mexican Readgel5-19.
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Columbian song was unavailable and would requirsicierable research,
reconstruction, and/or compositional recreation.

In his articles, Ponce also mentioned the popduiexican folk flavoredarabe, a
multi-sectioned rhythmic genre featuring 12/8 metdrejarabe draws upon polymeter
and new rhythms in each section and is usuallyunsntal. Each section is traditionally
from a different Mexican region, thus symbolicallyiting Mexico in its presentation. In
Ponce’s 1919 article, he spoke of thmbestill being censured even in his d&yThe
censure accurately described the class and/or gaosstal conflict inherent in accepting
Mexican identity without a European associatiomdgoaddressed this with comments
about Mexico’s backwardness:

Se intentaba cubrir asi, de pronto, nuestra desninidigena con el frac de

Ultima moda . . . sin considerer que . . . debedsimaber comenzado por adopter

el traje apropiado a . . . nuestras costumbtes.

We try to suddenly cover our naked Indigenousnagsthe latest style of frock. .
. we should have started by accepting the outft beited to our own customs.

During the Mexican Revolution, Mexico’s musica¢idity was at stake. Ponce
declared Mexican songs “the soul of the peoffecomposers of both folk and art song
styles experimented with the genre of song, esfheamesetting folk songs into original
arrangements as well as larger genres.

Ponce’s nationalistic work along with the Revadatiry movement itself inspired
and led Gomezanda to compose idiomatic Mexieaicheraand art song. Gomezanda
was not the only composer influenced by Ponce; scnossover art song-folkloric song

examples following Ponce’s recommended binary stylg in the commercial market

2 Manuel Ponce, “El Folk-lore musical mexicanBgvista Musical de Mexich/5 (15 September 1919), 5.
43 [

Ibid.
4 Manuel Ponce, “La musica y la cancién MexicateVista de Revistg81 December 1913), 17.
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include Miguel Lerdo de Tejada (1869-1941) whottemOrquesta Tipica, Mario
Talavera (1885-1960), and Ignacio Rodriguez Espexidéo known as “Tata Nacho”
(1894-1968). Their arrangements werermmcheraand popular ensembles despite the
classical background of the second two composasigzanda’s vocal and piano
arrangements reflect a stronger alliance with ssital piano foundation.

Song was a necessary and authentic part of Gomazgpatriotic expression.
This is later described even more clearly in Gomdas opening dedication of his 1943
operaranchera,where he describes his feelings about the powsormd and his
patriotism. He describes the opeaacheraas his firsttcanto(song) to his homeland (see
Example 5f°

Both Gomezanda and Ponce shared an indefatigablest in furthering the field
of Mexican nationalistic song above their own paeddalents, regardless of whether the
Mexican community was interested, willing, or readyccept Mexican nationalism as
designed and promoted by Ponce or others. Ponca waesat mentor for Gomezanda.
Today, Ponce is recognized as one of Mexico’s rhektved musical symbols of the
past. Gomezanda has been overlooked and obvialsikofas indicated in his
Dedication in Example 5, but nevertheless offefsnde musical contributions. Both
were active during a complicated but inspiring pesolutionary time of great musical
exploration and debate about Mexico’s musical fitur

As a composer, Ponce composed in many genreshanged styles more
dramatically than Gomezan&aln Ponce’s early nationalistic phase, he colleébéd

rancheraflavored songs and advocated simple song harmirziaut did not focus

5 Gomezanda’s strong patriotism was also emphasigéis daughter, Yolanda, in an interview with
Yolanda Gomezanda in Mexico City, March 9, 2015.
“® Ponce also composed in a modernist style latkfiein
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upon originalrancheracomposition, as did his student. Gomezanda madeawms
contribution to nationalism with original art songgiced withrancheraflavor as well as
songs in fullrancherastyle set for voice and piano. While Gomezanda¥ed Ponce’s
footsteps musically, both expressed nationalisashghtly different manner.
Gomezanda’s nationalistic style was initially imeg by Ponce and the
Revolution itself, but he was influenced by othasswvell. According to Yolanda
Gomezanda, her father was also encouraged by Gemusic professionals in Berlin to
incorporate Mexican folk compositional feature®ihts classical music composition
during his two European tours during the 19%0sis interesting to note that he received
as much encouragement to incorporate folk elenfemts outside of Mexico as within.
Gomezanda also continued to cultivate nationalisims music long after others,
including his teacher Manuel Ponce, had shifted tbeus to other styles.
Gomezanda’s songs, along with Ponce’s own 100ave song4® exemplify
Mexican nationalistic musical expressions, exhilgitiolk topics, local poets, melodic
rhythmic syncopation, and Mexican rhythmic genFe=atures of Gomezanda'’s
nationalism include usingncheraflavored song texts or topics and mariachi
arrangements on piano. He also incorporaa@dheraand other folk rhythms to flavor
his lovelybel cantomelodies and when expressing a particular topicfinal aspect of
Gomezanda’s nationalism lies in his choice of telx¢ésset music with inspiration from

exclusively Mexican poets.

*"Yolanda Gomezanda, Personal Interview in Mexidy,®ilarch 9, 2015. She did not specify which
European musicians led Gomezanda in this direction.

“8 According to Hugh Cardon, Ponce wrote only 68thist article was published in 1991 and the Ponce
Archives in Mexico City assured me in 2015 that¢heere many, many more. See Hugh Cardon,
“Twentieth-century Mexican Art SongNATS Journgl15-20.

9 Commonrancherarhythmic genres arajabe, son jaliscience, huapango, ranchera valseadd
ranchera lentaDr. Moreno Rivas offered a solid a historical dission on these vocal-rhythmic genres in
her bookHistoria popular de la misica mexicana
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Modernism Versus Nationalism

Gomezanda, Ponce, and other nationalistic composay have assumed that
Mexican audiences would begin to accept less-E@amiped Mexican nationalistic song
after the Mexican Revolution. However, during tl2Q’s, prominent Mexican composer
and educator Carlos Chavez strongly advocated éafermism as Mexico’s future
musical direction® Ponce, and later Chavez were part of a 1920'gtarpvement of
“urban cultural elites [that] began exploring theXitan countryside to learn who the
Mexican people were” (Ponce was an instigator exairii 1913 as previously
mentioned)* Chavez became a central part of the Mexican govenh movement to
create a post-Revolutionary modern nation. It vesesvhat idealized and, as previously
mentioned, most unfortunately, based upon Euroicemindels’® While themestizo
(blended) Indian was now included, they were masle viewed as exoticisms from the
past than a realistic depiction of the presentv@h&reated a modernist musical style
focused upon larger genres, also evoking his overpretation of what pre-Columbian
song might have sounded like. This included aniexagrspective of the distant past of
Mexico’s pre-Columbian Aztec Indians. Chavez calédmusic, Nationalism, bypassing
Ponce and his initial ideals and work. Through @&zafuture directorial positions as
the head of Bellas Artes (INBA), as well as throlghown repeated touring to the US

and promotional talents, he promoted nationalismis®wn concept, unfortunately,

* Leonor Saavedra’s Ph.D. dissertation “Of Selvas@thers: Historiography, Ideology, and the Pditic
of Modern Mexican Music,” University of PittsburgR001) offers a fascinating discussion of the malsic
factions that divided Mexico as they clashed phifdscally over their musical identity and future.

L Rick A. Lépez, “The India Bonita Contest of 192ddahe Ethnicization of Mexican National Culture,”
294,

*2 |bid.
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without mentioning Ponce’s work.Chavez also worked diligently to improve Mexico’s
orchestras and music curriculum at Mexico City'sx\€&rvatorio nacional de musica,
offering new twentieth-century music to Mexican eumdes. Chavez’s educational
concept for Mexico was nationalistic, but his matgtyle remained modernistic and
disconnected from Ponce and Gomezanda’'s concéyxitan nationalistic song.

Chévez’s interest in song literature included &&angs, of which only six were
published®® His art songs are diametrically opposed to thsnalist philosophy of
Ponce and Gomezanda. Chavez had a keen inteiastriimental colors, leading him to
set many of his songs for chamber combinationsyuniite Mahler. Nationalistic songs
were melodic, with spinningel cantolines and lively, regular indigenous rhythms,
whereas Chévez favored irregular meters and spaxgges in modernist style.
Nationalists such as Gomezanda set texts of loexfiddn poets, while Chavez chose
non-Mexican poets, Heinrich Heine (Germany), Vidtdugo (France), Ronald de
Carvalho (Brazil), and a song in English called ft4aCarolina Blues>® Only three of
the poets he selected for his songs were Mexichav€z envisioned global rather than
domestic song expressions. Even Ponce went beyexitlh poets to explore others
from Russian and Spain; in this sense, Gomezanddahganost extreme nationalist in
his interior focus on Mexico only.

There was a third musical faction that evolveérafie Mexican Revolution;

avant-garde music promoted mainly by Julidan CaxriBomezanda’s teacher at the

*3 Christina Taylor GibsoriThe Music of Manuel M. Ponce, Julian Carrillo, aBdlos Chéavez in New
York, 1925-1932Ph.D. Diss., University of Maryland, 2008), 78.
** Robert ParkeiChavez, Carlos.A Guide to Resear8B-37.
55 i
Ibid.
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Conservatorio nacional de musica. This style @ilimicrotones and was less compatible
with art song. Gomezanda showed only a minor istereit.

In conclusion, three styles of music co-existadrahe Revolution: nationalism,
modernism and Carrillo’s microtonal experimentalsicualthough the third style was
less influencial in the genre of song. The firgtestnationalism, as defined by Ponce,
was the most tonal with legato melodic lines, dretéfore, easily adaptable to the song
tradition. Composers simultaneously advocatedHeir tpreferences alongside emerging
popular styles, while Chavez seemed to garner thet attention on the classical side
after the 1920’s, especially as he took on govemal@and music administrative
positions of influence. Chavez used the term natism with a broad brush to describe
his modernistic twentieth-century musical movenwrttis own, mixing in Aztec
exoticism, especially using pre-Columbian instruteemhe reigning government
promotingindigenismdound Chavez’s musical advocacy an important piitie
construct for Mexico’s future.

Some believe Ponce and Gomezanda are anachrarustjmosers as compared to
Chévez; yet today, many songs from this era atesjuerging through scholarly work
and others have yet to be discovered. Furthermaaay twentieth-century Mexican
songs and dramatic vocal works have yet to be gldi, studied, performed, recorded,
or shared on a large scale with singers and avelefi@omezanda’s nationalistic songs
represent a personal statement about his ownyliéeas well as often representing a
realistic description of the non-urbarestizavlexican through his nationalistic topics.

His style offers us a documentation of past lifestyandrancheravocal style, apart from
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the beauty of his art songs. In short, his songe laalded much to Mexico’s rich,
unstudied landscape of Mexican song.
Definitions and Overview: Rancheraand Mariachi
Definitions

Confusion has existed regarding the termariachi, mariacheandranchera
music or songRancheramusic is the generic name for a folk music tradifiedigenous
to Mexico that is sung, played, and/or dandeancherasre first documented in the
1830s along Mexico’s western coastal states runasnigr north as today’s US city of
San Francisco, Californi.Ruralrancherasongs may have existed long before the
1800s. The genre was based upon an oral traditatrcalled for communicative
interplay between dancers, singers, and a mobiteggdbased instrumental ensemble.
Rancheramusic traditionally included cultural sharing ticalebrated rural and regional
life events such as baptisms, funerals, fairs veeddings>’

The genre experienced a strong phase of urbamzatiMexico City after the
Mexican Revolution, and gained international attenas early as 1907, when President
Porfirio Diaz used a mariachi ensemble costumedhamro black costumed suits for the
first time to entertain US Secretary of State ERuot (1845-1937)°As a twentieth
century phenomenonancherasinging, instrumental playing and dancing becamesm
specialized, while also coming into contact witasdical and other folk music national
and international styles. Todagncheramusic is often presented with less of the

original collaboration on a regular basis betwdengingers, dancers and

%% Jesus Jauregui| Mariachi: Simbolo Musical de Méxic®77 and 48. Jauregui writes extensively on this
topic and shows a map marking the mariachi rancéitions from 1833 forward. He provides numerous
examples that include singers, dancers, and insintafists.

*"Ipid., 48.

*®1pid., 52.
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instrumentalists. Song references of nostalgianavertheless made to regional lifestyles
en elrancho(on the ranch) through the continued popularitpadtalgic song texts from
the past. This folk style has gained special ingraré abroad, where Mexicans have
embraced this folk-based style as a symbol of natistic cultural identity while, at the
same time non-Mexicans enjoy it as an exotic mufieeor.>®
Mariacheandmariachiare terms that fall within thencheratradition. They
have many contemporary and historical meanfigée two termsmariachiand
mariachi have been interchangeable, according to Dr. JEairegui, the leading
anthropological scholar on this topic.mariacheor mariachican refer to the ternfgesta
or fandango(celebration/party). Anariachimay also refer to a specific body of folk
song repertory (“l singnariachisongs”or “I sing rancherasongs”).lt may also refer to
the singer of those songs. (“I anmariachi’) Contemporary performers eancherafolk
music in both Mexico and the United States haverofteen unfamiliar with the many
historical meanings and applications of the war@siache, mariachiandranchera.
Some professionals and academicians in both cesrtiave promoted the word
mariachi perhaps unintentionally, as an ensemble of stgpihstrumental players in a
black costume and wide sombrero who also happbe 8ingers. The broader, original
term,ranchera is inferred but often bypassed, especially inUinged States. Yet, the
intent of the broader termancheramusic, clearly refers to the larger original framoek

of artistic collaboration between rural artiggancherasvere originally collaborative,

%9 JesUs Jaureguil Mariachi. Simbolo musical de Méxicg94.
bid., 14, 16.
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with live three-dimensional performanc®dn his songs, Gomezanda most often uses the
termrancheroto describe this stylegncherais feminine anadancheromasculine).
Overview

Therancherasolo-song tradition clearly emerged froamcherafolk music as
Mexicans from all over the Republic flocked to MaxiCity seeking work during and
after the Mexican Revolution (1910-192%)The period from the Mexican Revolution
forward is often namenhariachi modernmr mariachi urbangcontemporary or urban
mariachi). Thanks to radio airplay from 1923 onwaathcherasingers from different
regional areas of Mexico listened to and blended stglistic ideas as they came into
contact with classical opera ardrzuelain Mexico City®® Beginning in 1930, programs
featuring singers and songs on XEW Radio in Mexitttacted more performers from
many parts of Mexico, Cuba, and even South Améfidaidiences and singers from
different areas and diverse styles could now easitess and enjoy live concerts of both
classical, opera, amdncheramusic, while also being able to regularly listenmhported
Italian singers and live Italian opera productions.

Many artists and composers after 1930 benefitimu 5olo performance
opportunities on XEW Radio in Mexico City. EmiliazAarraga Vidaurreta purchased
XEW in 1930 shortly after purchasing XET Radio imMerrey, Mexicd” He also

operated and distributed the Mexico City based dogoration, RCA Victor (Radio

®1 Jests Jauregui, “El mariachi-tarima. Un instrunmensical de tradicion amerindiaitquelogia
Mexicana 66.
62 yolanda Moreno Rivadiistoria musica popular mexican@2.
63 i
Ibid., 69.
* Ibid., 71.
® http://www.televisa.com/corporativo/quienes-sorhisbria/
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Corporation of America}® In 1938, Azcarraga also became an affiliate witB.Uased
NBC (National Broadcast Corporation), and a disttiolo for both U.S. affiliates. At the
same time, XEW Radio grew in wattage towards naticoverage. This enabled
Azcérraga to build a monopoly in artist represeatatpromotion, and distribution. He
then purchaseBstudios Churubusc@hurubusco Recording Studios) and became
involved in films as well. Since 1930, XEW Radicsh@ntinued as an important
Mexican media force. It is known today as Televaae of Mexico’s largest worldwide
networks. The continued expansion of Mexican mediaveen 1930 and 1950 offered
exciting new artistic opportunities for Mexican ioaals, including singers, composers,
and instrumentalists.

From 1936 onward, the Mexican musical film indystiso promoted trained
national solo singers a&harros(Mexican cowboy singer/actors) in highly decorated
black costumes witiombreroghats). Most were men. The industry received foivag
from Hollywood to produce and feature folk drivemcheramusicals in Spanish
throughout Latin America and Spain. Many singeag&d classically and sang in both
opera andancheramusicals®’

Many of the leading opera actarro singers were trained opera professionals
from the vocal academy of José Pierson, famed we@eher in Mexico Cit§® His name
is still revered as one of Mexico’s best voice teas®® Pedro Vargas (1904-1989)

studied with Pierson, singing Mexican popular sohg& rancherasand opera. He was

® bonald HenriquesPerforming Nationalism: Mariachi, media and transfation of a tradition (1920--
1949, 113 and 20-21.

7 Yolanda Moreno Rivadiistoria musica popular mexicana38. According to Dr. Moreno Rivas, Jorge
Negrete studied with both Pierson and Silva.

®®pid., 138.

% Diana NegreteJorge Negrete44-45.
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also selected as the young leading tenor in Gontezswoperaancheraadapted into
Gomezanda’s operancheramovie,Fantasia rancheraeleased in 194%. Those who
studied with José Pierson received both operaitigiznd studies in Neapolitan song and
folk Mexican repertoiré’ Other international Mexican opera singers traingdosé
Pierson included Fanny Anitda, Dr. Alfonso Ortizato, José Mojica, and Mario
Talavera’? An important crossover opera arhcherasinger also trained by Pierson
was Jorge Negrete (1911-1953), also nicknaEigdharro Cantor(The Singing
Mexican Cowboy) for his many heroic rolesrancheramovie musicals. In short, the
urbanization ofancherasong brought the genre in direct contact withsitad song and
Italian opera, adding classical vocal productionatacheras This resulted in crossover
performance opportunities in Mexico City betwee20-9950. The merging of operatic
elements withrancherafolksong through celebrities such as Jorge Negrepgesent a
symbolic reconciliation between the previously safed classeS.

Soloists were hired for their celebrity status/antheir singing virtuosity. If
trained vocally, they relied on operatic productidtale singers defined the style during
this time, deliveringancherasongs with robust tone, full use of range, loegato lines,
and sustained top notes. However, notalcherasingers were men. In approximately
1915,rancherasoloist Lucha Reyes (1906-1944) performed as oMdexico’s first

career driven solo female singersavio style (aggressive robust style with chest or

" The movie is somewhat autobiographical and thetféas! includes most of Gomezand&/&riache:
Primera opera ranchera Mexicanaopyrighted in 1943 in both the U.S. and Mexico.

"I Diana NegreteJorge Negretg45.

2 |bid., 42. Talavera was both a tenor and a songmri

3 JesUs Jaureguil Mariachi: El Simbolo nacionall53.



30

belt vocal technique), accompanied by all male awhiiensemble¥.” She was also

later featured imancheramovies.

Many leadingancherasongs have vocal elements reminiscent of classical
Italianate arched, lonigel cantomelodies with sustained top notes, reminiscefiiatiin
opera. For the first time in Mexico’s history ofrgpand opera, promoters had a reason to
hire Mexican national soloists for vocal producton lieu of imported European
entertainers. It was during this rich period frof2Q to 1950 in Mexico City that
Gomezanda wrote most of his art soragcheras, and crossover songs.

Another reason for the increased popularityamicherafolk music was the
Mexican government’s funding and promotion of the&ed mestizaace.Ranchera
music could be safely promoted asiastizdolksong genre with charro celebrities (some
of whiter Spanish ancestry, as in Jorge Negretagdess so, as in Pedro Vargas). The
government supportedncherafilms as representative of a somewhat idealizetedni
Mexican culture. Theharro costume, originally a costume of the ruling etiteregional
haciendaswas now the costume of folk musicians playingrthesic of everyday people,
depicting a conciliatory union of the twdThe government even chose to claim Jalisco
as mariachi’s idealized center over the many statgshad roots in this style. This
decision was negotiated as part of collaborati@ia/éen a group of intellectuals in

Jalisco and the central governméhés a result, Agusacalientes, Colima, and Nayarit

" Yolanda Moreno Rivag{istoria mUsica popular Mexican&0.

"5 Belt vocal technique is often used in U.S. musibahter. Its use irancherasinging includes vocal
coloring of darker vowels and is preferable to tlsasging. If the singer lacked training, the throas
used in production with a raspy tone that was oftamfused with the aggressive emotional vocal style
This often led to vocal issues for femasmcherasingers who were singing in the bottom half ofrthe
range for stylistic reasons.

Jests JaureguEl Mariachi: EI Simbolo nacionall53. As an aside, similar blackarro suits closely
resemble traditional costumes from Salamanca, Spain

" Ibid., 100 and 151.
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were severed from consideration, along with a lohigeof regions where this folkstyle
was traditionally performeff Darker skinned people fromncherastrongholds such as
Guerrero were also excluded. Cities with too mudxinity to Mexico City would not
establish a necessary distance to promote ransbags as an exotic flavor. Guadalajara,
Jalisco was promoted as the ideal model, altholigbet more familiar witihanchera

music know otherwise. Regardless of the somewlealimed conciliationganchera

song represented more of Mexico than most musiesstgnd continues to successfully
represent Mexico abroad with operatic flavor inréscherafolk roots.

During the second half of the twentieth centuancheramusic films declined in
popularity, but mariachi performances continueeggasentative symbols of Mexico.
Today, the termyancheramusic,” has been confused by radio station prograram
They arbitrarily applied and continue to apply teen to other regional music styles.
Some such styles have includeattefio bandanusic with brass instruments and pop
vocals from the northern border of Mexico with theited States. This style has little to
do with the aforementioned description of stringdzhandel cantoinfluenced vocals in
rancheramusic that began in the western Mexican statefatasrth as San Francsico,
California).

Rancherasongs have been shared internationally as Mexioamsued
migrating to and from the United States and absiace the Revolution. Most agree that
rancherasongs (also calleshariachisongs in the United States) have become a
worldwide nationalistic symbol of Mexican identityr those wishing to hear a taste of

the homeland®

8 JesUs JaureguEl Mariachi: El Simbolo nacionall50.
9 Ibid., 353-373. All of Chapter X is also relevant.
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CHAPTER I
TOWARD A DEFINITION OF MEXICAN SONG AND
GOMEZANDA'S PLACE IN MEXICAN
SONG LITERATURE
Introduction

In the first part of this chapter, | discuss thaltdnges inherent in defining
Mexican song. Defining Mexican song can be difficdde to its complex history and
diverse influences. Few studies concerning thigtepist and those that do exist have
have limited dissemination. Consequently, therediss been little scholarly discussion
on how to define Mexican art song as opposed toiddexfolk song.

In the second part of this Chapter, | provide aaw\of the too often ignored
origins of Mexican song as pertains to salon, tiesdf and folk arenas. | also present a
survey of Gomezanda’s twentieth century contempesan song literature.

In the third and final part of the chapter, | dissiGomezanda’s training and style,
with mention ofSala Gomezand@somezanda Salon) performances as evidence of
second-generation nationalist activity in MexicayCGomezanda’s highest period of
local performance activity at ti&ala Gomezandaas between 1925-1945 (see
Appendix D).These dates coincide with his most productive yes®ng compositiof
Gomezanda’s lineage and style is considered wahiistorical framework as part of a

larger description of Mexican song.

80 A tertulia is an artistic performance gathering, as so@éeor salon performance.
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Towards a Definition of Mexican Song

In one of the few articles written in English on kitean art song in 1991, author
Dr. Hugh Cardon described the field of Mexicansang as follows:

Only a very few Mexican or American musicians hawg knowledge of the art

songs of twentieth century Mexico. This neglecthaf repertoire may stem from

an unfamiliarity with the genre, or doubts concegiihe quality of the composers
themselve§’
Global unfamiliarity with the genre may be a resiltow volume of sheet music
publications, small publishing runs, and scantritiistion. Unfamiliarity could breed
doubt and further lack of appreciation.

Despite this perception, twentieth century Mexiegnand folk song repertoire is
quite rich and voluminous. One example on the #adle is the many songs and from
Mexico’s comedias rancheragancheramusical comedies) written and recorded by
classical singers and composers. Two prime exanigesthe classical salon tradition
have been Ponce’s one hundred or more songs, améZanda’s catalogue of just under
one hundred nationalistic songs (see Appendi¥ Each of these examples includes its
own natural and rich stylistic blend of classicadl@ancherasong style. The volume of
material represents a stark contrast to the lagklodlarly activity on Mexican song and
demonstrates the popularity of the genre of song.

Until now, most of Gomezanda’s songs have negenlpublished, although his

piano and instrumental works have received moenatn®® Gomezanda’s most

classically styled songs evolved from the romapiano salon tradition. Both

8 Hugh Cardon. “Twentieth Century Mexican Art Sonlyational Association of Teachers of Singing
(January/February,1991). Cardon also wrote a véguhlesis on the same topic in 1970.

8 The number of songs is not precise because thigifirst publication of the Catalogue of Vocal ké®
and several titles, manuscripts and dates havio Yt corroborated (see Appendix C).

8 His best-known instrumental compositions are peshagos Xiuhtzitquilo(Fiesta del Fuego/ Fire
Dance, andFantasia Mexicanagr Mexican FanatasyThe titles and styles are also nationalistic.
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Gomezanda and other composers from the same eraditluded ever-increasing folk
influences in their songs. Mexican folk rhythmslkted into theatrical song
performances and salon songs from at least 185@mtiFolk songs and rhythms
flowed more freely beginning in the Mexican Revauatin 1910, as demonstrated, for
example, in the articles and song publicationsoti $ong collected by Manuel Ponce.

The unique folk flavors expressed by Gomezandaoémet classical Mexican
twentieth century song composers blend in divetgeiean, Indian, and African folk
influences. For this reason, they are not alwagd\eelassifiable as art song in European
terms. While Schubert also composed original mwaic folk rhythms, he did was not
working from a contemporary mix of rhythmic genfesm cultures spanning three
continents. According to Moreno Rivas, “la interi@ccde lo popular y lo culto era
absolutamente normal” (the interaction between &vil elite music was absolutely
normal), referring to music after 1880The tendency toward blending folk and art song
styles also increased with the passage of timafiagea large crossover body of music in
twentieth century classical salon song style. Tais also been evident in commercially
successfutancherafilm songs composed by classical composers betd880-1950, as
well as the operatic vocal techniquerahcherasingers. The blend in either direction can
run a range from suggestive of the other stylethallway to a full crossover blend. As a
result, if one uses only the specific term of *sohg” in Mexico they can exclude a large
body of vocal music.

Gomezanda’'seuvrepresents a challenge when measured only by cidlgsic

driven norms of European art song. This has eslhebieen true when considering his

8 Yolanda Moreno Rivag{istoria mUsica popular mexicana9.
85 i
Ibid..
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musical emphasis on rhythm and rhythmic genreshadrossover explorations between
folk and art song styles. For exampBnmezanda often uses repetitive, rhythmic genres
in the bass line of the piano to create specifiodsoand interplay emotionally and
rhythmically with the voice and text. The songsaftepresent a mix of European,
African, and indigenous rhythms. When present,@liagthmic traits are sometimes even
more prominent and important than the poetry ompibetic-vocal-piano mix. He also
writes originally composed and worked out piandganstead of a melody and chords
often presented in a typical folk song.

Cecilia Montemayor defines Mexican song with treri@an terntied in her 2009
catalogue publication of art songs from MexicceetitEl Lied MexicandMexican Lied).
She listed many of Mexico’s art song composers argosadly little known and very
worthy of study. Gomezanda was included in the #khough he was not mentioned
with Ponce in the introduction under a long lissofig composition masteisAs seen in
the book title El Lied MexicanpMontemayor preferred the European based tiexin
instead ottancién(song) orcancién artisticalart song).

Yet, some of the songs listed are folk based ahéu songs in the European
sense of the term. As an example, she lists segbabmezanda’s piano-vocal
arrangements agincherasongs in her catalogue, includiBgy MexicanaThis song is
clearly arancherasong with a full piano-vocal arrangement writtend female in
contralto range in a 3kanchera valsead&ancherawaltz meter). Are we to label it an
art song because the arrangement is written owtioce and piano despite the song’s
obvious folk leanings? This example demonstratesrtherently sticky problems in

classifying Mexican song.

8 Cecilia MontemayorEl Lied Mexicano: Catalogo de muisica para voz ypja1.
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As a result, in this dissertation, | define Gonredads catalogue ddexican song,
differentiating it from art song even though Gonrefaalso writes art songs that fit the
traditional European definition. The broader tefMe@xican song more accurately
encompasses the natural diversity of Mexican sofiigances. It also allows for freedom
to explore and redefine Mexico’s own stylistic reda of dance-based rhythms, poets,
vocal line, and harmony without having toforce Mma song into art song molds from
another continent and from a much earlier tffhe.

In this dissertation, whenever possible, | delieeeghich of Gomezanda’s songs
rely more on folk rhythms and ideas and which fareneasily within traditional
definitions of European art song. Some might sthsider a good portion of
Gomezanda’s song output as art song in its fullesse. Despite the composer’s
proclivity to userancheraexpressions, he always accompanies the voice vatiop
instrumentation and specifically written out pigrarts. Both the singer and pianist need
certain training or skill level to master the sangs

The term Mexican song is generally used in théselitation as pertains to folk,
popular, or art song, although additional spediftces are almost always imperative. The
broader term allows space for the very large greg ahared among the styfésvexico
boasts many “popular” and folk composers contenydraGomezanda who were
classically trained but also wrote “popular” orif@helodies with a “salon” light classical

feel including folk and/or popular trait Some important composers included Maria

87 In this dissertation, | used the term Mexican Stnijpclude Mexican crossover classical aadchera
songs. | described Gomezanda’s songs as eithsorags orancherasongs only if they seemed to clearly
have no crossover flavor.

8 william Gradante, “El Hijo del Pueblo: José Alfediménez and the Mexican Cancién Ranchératih
American Music Revie®/1 (Spring/Summer 1982), 38-44.

8 |t should be noted that the word “popular” in Sighris often used synonymously with “folk.”
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Grever (1885-1951); Consuelo Velasquez (1916-20@8acio Fernandez Esperén,
better known as Tata Nacho (1894-1968): and Maspéron (1911-201. The works
of all these composers including Gomezanda shalidduded in the Mexican song
canon; from within the canon, one may specify angs popular commercial song, salon
song,rancherg or crossover style with specific descriptions.

One defining factor between folk song and art sertge accompaniment. Not
unlike the above-mentioned composers, Gomezaned livthe classical piano world,
while the others had strong connections to comrakneusic recording, despite their
classical training. Gomezanda crafted piano parfseccably for Mexican oral tradition-
basedancherasongs to denote the traditional sound of strisgyuments, resulting in an
idiomatic sound. Moreno Rivas even cites pianodwirchestras, and string orchestras as
the normal accompanimenttancheravocal songs during the 1920s, probably referring
to the changes irancheramusic when musicians urbanized into Mexico City.
Gomezanda’s use of the piano to emulate guitardohanored the tradition, yet
reflected the trend to perforrmncherasongs on piano during his compositional years.

The differences imancheraand classical accompaniment must be taken into
account when defining and describing Mexican s@@nezanda offers strong
contributions to both classical amahcheraaspects of Mexican song from 1920-1950,
most often blending aspects of each genre. Gomazandtural mix of styles was a
reflection of the culture.

In this dissertation, | use the term Mexican sbagause it encompasses varied

influences, which make the style undeniably unidies grander view of song with

% Yolanda Moreno Rivag{istoria mUsica popular mexicanéi.
' bid., 135.
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additional specifications is more representativéheffull body of work. It allows for
better descriptions of the rich, fresh Mexican soepertory available for concert
performance. The Mexican song field comprises apdimated amalgam of influences,
yet its very diversity is what makes it so fasdimgt It has great variety to offer for
singers and pedagogues.
Song Literature
Origins and Conflicted Development

Mexican song shows a myriad of deeply blendedarty@nd folk elements from
diverse cultures of the past and present. Someexidd’s pre-Columbian music origins
remain little explored, for example, and the maualures involved present a complex
history. Folk songs from Mexico traditionally inde rhythmic accompaniment or
references from genres in Africa, Spain, Cuba,Emepe, mixed into Mexico’s own
indigenous andnestizanfluences’? The diversity of the songs has roots beginningrpri
to the 1521 Spanish Conquest. Limited informatibowa pre-Conquest song does show
fascinating poetry without the actual songs thattweth the poems. The elite ruler
Nezahuacéyotl (Hungry Coyote; 1400-1472) is alsatineed as Mexico’s first singer-
composer (that we know ofj.According to linguist John Curl, Nezahualc6yathored
thirty-six to forty-one of the two hundred songsrfrCantares Mexicano@Vexican
Songs), a valuable collection of poetry despiteféioe that no musical notation was made

for the songs?

2 yolanda Moreno Rivaddistoria de la musica popular mexicaréy.

% Shawn M. Robertsztec Musical Styles in Carlos Chavez's Xochipilit Imagined Aztec Music and
Lou Harrison’s The Song of Quetzalcoatl: A Paralleld Comparative Studgp.

% John, Curl, “The Flower Songs of NezahualcdyotthNa [Aztec] Poetry,Bilingual Poetry 1-54.
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A subsequent blending of cultures and music oculftethg years of political,
linguistic, cultural, and musical domination by 8paver Mexico. The Spaniards called
Mexico, Nueva Espafi@New Spain) and African slaves were imported. Med newly
found independence from Spain in 1821 allowed thebegin to take steps as the
Republic of Mexico. The population had diverse \gemith needed changes and yet,
simultanenous resistance and conflict within gowent, church and its peopl&sThe
country was regionalized and not yet urbanized @&s to take place almost 100 years
later after the Mexican Revolution. After the 18B@ependence, the Mexican elite
gravitated towards Rossini and other Italian o song composers in lieu of Spanish
composers. During the reign of Porfirio Diaz, Fieralture was the preference of the
elite. In 1864, the French also tried to take dvexico, finally leaving in 1867° These
cultures also blended musically over time in vagyitegrees although class differences
between the elite and lower classes remained latgerich cultural influences from the
nineteenth century are later reflected, yet recaetbin Gomezanda’s own stylistic
expressions fromomanzasand European influenced art songaacherafolksongs.

According to Moreno Rivas, post-Conquest Mexicamgs(1521-1821) evolved
out of the Spanistonadilla or sainetea veryshortzarzuelafolk based operetta from
Spain)andtravelling theatrical revue performancésSpanish drama was used by the
government as a vehicle to teach Spanish valuashwiey described as “moral

values”?® Eventually “the broad economic, social, and caltgap that existed between

% Michael C. Meyer and William H. BeezleJhe Oxford History of Mexic®24.
% |bid., 384-389.

°”Yolanda Moreno Rivagiistoria misica popular mexicans6.

% Juan Pedro Viqueria Alb&Rropriety and Permisiveness in Bourbon Mexig6.
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the elite and the people of New Spain made suabaddiffusion of ideas impossiblé®.
Little is known about independent secular folksomependent of insertions as
interludes within Spanish drama. This is true ndydecause it is an oral tradition, but
because the ruling Spanish elite often suppressgda@verned dramatic performances.
The church and government promoted music as dittatehe Spanish elite and imposed
decrees about the productions and musical propaigbgrformances; despite this,
Mexican folksongs/rhythmic genres such as the unséntaljarabe are documented after
the Mexican Independence in 1821 After 1850, if not before, Mexican songs
(including thejarabe) were inserted into interludes of Spanish-basedywstions with
increased frequency, gradually allowing culturak ini theatrical sond”* Thejarabeis a
suite ofrancherafolk dances from various regions united with rimgtt changes from
piece to piece. Thrabeis not a genre with overt intentions, yet was decla
outlandish along with other rhythmic genres (ibfen instrumental but occasionally
involves lyrics). Musicologist, Gerard Behague disses how despite the repression, the
jarabewas declared Mexico’s national anthem around 186@ay it remains a popular
symbol of Mexico’s identity®?

After Mexico’s formal independence from Spain ir218a conflict still existed
with the government and Catholic Church regardirexido’s non-European musical
expression. The differences between the elite &adyday people event led to a split into

two types of theater in post-Independence MeXie&olk and popular songs were

% Juan Pedro Viqueria AlbaRropriety and Permisiveness in Bourbon Mexigb.

190 hid., 86. Viqueria discusses the laws imposed and obgsthe elite had in using drama, songs, and
dances to govern and “teach moral values”.

%1 yolanda Moreno Rivaddistoria de la musica popular mexicartr.

192 Gerard Béhaguédusic of Latin America98-100. Béhague discusses howjtrabebecame the
national dance after being prohibited

103 Juan Pedro Viqueira AlbaRyopriety and Permisiveness in Bourbon Mexico, 95.
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considered a corrupt influence on society and fbezelewd® This proscription called
into question the value of Mexican song in genérhk government also suppressed the
performance of Mexican folk instruments and denedrfolksongs ascivias
canallescas y las mas animalescas actitytlescivious villainous acts with animal-like
expressions)>° The following Mexican and Cuban folk rhythmic gesramong others,
were condemned even in secular circis, jarabe, rumba, danzén, and habanéf4s
While thehabaneracan be associated with sensuality,daezoénis a standard, sedate
couples dance and thembacan vary. These rhythmic genres were from Cubagkier,
and were probably associated negatively with Afrieeements of Cuban culture, while
also seeming outlandishy explicit to the Europdde.a

As late as 1852, Catholic minister, Cosme SantaaAwnmote a letter to his
Catholic bishop complaining about the loud musid disorder of Mexican mariachi folk
musicians outside his churcf{.Rancherafolksong was the expression of the common
man, not the elite. As a secular, orally transrdittadition,rancherasincorporated
indigenous and African influenced rhythms that warabbed by elite culture.

It is not yet clear whether Mexican folk music veagppressed for being a non-
European based folk style representative of a canityjas opposed to actually being
lewd or rowdy to get attention, to celebrate, antbqrotest. Certainly, there was a
cultural divide.Rancherafolk music is well documented at both solemn aad-solemn

events, including not only festivals and weddirtmst, also baptisms and funera?8 It

1% yolanda Moreno Rivagistoria misica popular mexicanay and 19.
105 ||
Ibid., 17.
198 |pid..
107 jests Jaureguil Mariachi: Simbolo Musical de Méxic85-36.
198 |pid., 177-178. Municipal officials and priestspkevritten records of these events, also annotating
was present and including the namariachiif there were performers.
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was probably used for both. The wide variety ofctions that mentiomancheramusic
indicates a broad community preference for thikesy various life events. It is
documented across a wide region beginning in 1888, presence on ranches and ranch
communities throughout Mexico’s Western states,athr north as San Francsico,
California®® Certainly,rancheramusic had local style variants but was also verghma
regional style. Mexico had many other vibrant sydé folk music that were centered
more closely around a particular state or smadlgron such a$rova Yucatecérom
Yucatan,Son Jarochdrom Veracruz. Despite the suppression, nineteeetury
rancheramusic was Mexico’s largest folk expression of tbenmon man, and tharabe
was a symbol ofancheramusic. Both the rhythmic genre and the style caito be
important musical symbols of Mexico’s identity.

Despite the questioning and suppression of MexXicksong and rhythms, as
previously mentioned, after 1850, crossovers betveeesong and folk songs were
absolutamente normé&hbsolutely normal)*! Sheet music for songs in salon
performancesse vendian como pan calieh{eold like hotcakes}* This led to
increased volume by song compos&adly, most of these songs have been fdgtlso
in 1850, pianist-composer Julio ltuarte (1845-190K)te over one hundred songs using
the popular Cubahabanerarhythmic genréX This rhythmic genre crossed over

successfully into Mexican music and has importaasence in Mexican song.

199 Jestis Jauregul Mariachi: Simbolo Musical de Méxic@12-213.
110 Gerard Béhagud/usic of Latin America98-100.
1yolanda Moreno Rivagiistoria misica popular mexican.
112 s
Ibid..
13 bid..
14 bid. Also cited in Gerard Béhagudusic in Latin America98-100.
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Moreno Rivas cites the popularity of the “sentinahor “romantic” song in
salon music and outdoor countryside music settifijs song type was similar to the
Italian romanzathat appeared in Mexico from Italy and France leetw1830 and
1845° Theseromanzasisedassymetric rhythms also present in regional folkgsd®
They were strophic, short, not too difficult to gior play, and openly evoked love and/or
longing withbel cantomelodic construction. The termancién sentimentgdsentimental
song or romanzawere used interchangeably with the texamcién(song)**’ Melesio
Morales (1838-1908), Angela Peralta (1845-1883), laeardo de Tejada (1869-1941) all
composed Mexicaromanzas® The description of theomanzaresembles Gomezanda’s
many short songs of love and longing from his earlgt middle period of composition;
in fact, he labeled the songs from his middle mkasromanzas

Mexican pianist-composers of the nineteenth cgrdlgo continued to emulate
Europe stylistically, composing European-stylesartgs in Italian, French, and German
along with piano compositions. The salon-going umbess audiences spurned Mexican
song written with national rhythmic genres, yetited production also continued.

In conclusion, until the Mexican Independence fispain in 1821 and for a
period afterwards, the ruling Spanish elite apptledrees and reforms to their
presentation of Spanish drama, assigning specifi@hvalues to Mexico’s common
classes; this, in turn, suppressed the growth ofiéa@ song, calling its value into

guestion. Mexican songs previous to this were igd@s well, for example, pre-

Columbian song through poetry. A wide gulf exisbetiwveen the values and music

115 Gabriel Pareyériccionario Enciclopédico de Msic&09.
16 yolanda Moreno Rivagiistoria misica popular mexicari.
17 Gabriel Pareyériccionario Enciclopédico de Msic&09.
18 yolanda Moreno Rivagjistoria musica popular mexicang.
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dictated by the elite as opposed to the common toahg point that separate theater
traditions evolved at Mexico’s Independence from ®panish in 1821 European
based classical song composition and dramatic qeaioces continue to be cultivated
and valued by the elite during the 1800s. Folk emedsover rhythmic genres are first
documented from 1850 onward although they existedipus to this. Italiambel canto
melodies were especially favored and remainedaifyrifor Mexican song composers
during the nineteenth century and into the twenteemtury. Much is owed as well to the
Romantic pianist-composers preceding Gomezandanchaded song compositions in
their oeuvre Some composers focused upon stylized salon dasstcal short songs
popular at the time, including tmemanza also calledcanciénor cancién sentimental

Classical, folk, and new crossover song exploratappear to have all existed
regionally during the 19008&ancheramusic had the largest regional presence of
Mexico’s many folk styles, documented along the Wiescoastline northwards to
today’s city of San Francisco, California. AfteetMexican Revolution (1910-1921) an
urbanization ofancheramusic occurred. Nationalism became part of the ibéax
government’s educational and artistic large-schda  promotenestizajealong with
media and movies investments.

Antonio Gomezanda, a patriotic nationalist fromsgal living in Mexico City,
was a natural composer for both art and folk sayigs as well as newer crossover traits
that identify Mexican song as Mexican. Gomezandil®wn Mexico’s romantic piano
and song tradition withomanzashabanerasandrancherarhythmic genres from the
nineteenth century music styles. Few classical as@fs beside him are singularly

devoted to the style of originedincherasongs as classical composers.

119 Juan Pedro Viqueira AlbaRyopriety and Permisiveness in Bourbon Mexi@s.
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Twentieth Century Song Literature

High levels of Mexican song production are primaaltwentieth century
phenomenon, as earlier centuries favored and oftpased Spanish, Italian and French
styles over Mexican song. Twentieth century Memisang evolved at least in part due
to the work of nationalists such as Manuel M. Poii&82-1948), who advocated
incorporating Mexico’s many folk elements in varyidegrees into Italian influenced
classical songs. Ponce’s work gained the attemtidwsé Vasconcelos (1882-1959),
who, as a government representative, actively ptedha new “Cosmic Race”. The
Cosmic Race was defined as a fifth new race mad# apxed races, and was used to
promote nationalistic valué$® Vasconcelos sponsored Ponce’s music along with
famouos muralists of the time. Ponce’s early contipmsl period was decidedly
nationalistic and romantic, while his later periat®wed strong impressionistic
expressions, quasi-atonal influences, and exptoratinto modernism. Ponce wrote at
least nine original song collections apart frompublished arrangements of folk songs.
He also wrote many additional individual originahgs, and published two sets of
children’s songs. Ponce looked towards his Spditestary heritage with the song
collection,Seis Poemas Arcdéic#Six Archaic Poems). In this case, the poetry that
inspired him was Juan del Encina (1400-1474) wilieoearly Spanish anonymous
sources. Ponce also makes use of early modes ke seands from the 1400'&"

Other nationalistic song composers worthy of memtlaring the first half of the
twentieth-century includ&l Grupo de los Cuatr¢The Group of Four) led by the Mayan

composer, Daniel Ayala (1908-?). This group wasa#dd to indigenous expressions in

120 Gijlbert M. Joseph, “The Cosmic Rac@ie Mexico Readefl5.
121 Hugh Cardon, A Survey of Twentieth-Century Art §p85.



46

song using languages such as Mayan and the Aztegallawith or without pre-
Columbian instruments. The composers cultivatedanadt compositional techniques
mixing in nationalistic indigenous ideas such aages of pre-Columbian sound. Other
members of the group were Salvador Moreno (191&)1%8ablo Moncayo (1912-1958),
and Blas Galindo (1910-1993). Galindo was also el Indian who trained under
both Chavez and Coplantf According to the Hugh Cardon, much of their vocal
repertoire remains unpublish&d. The total song output of the four composers coettin
however, is less than the ninety songs of Antoramé&zanda.

During and after Gomezanda and Ponce’s composity@aas, two compositional
styles existed side by side during the twentietitwg. On the one side, were composers
like Carlos GOmez Barrera (1918-1996) and Carlogdiez Mabarak (1916-1984).
These two composers continued a tonal romanticiglmseng collections such as
Barrera’s,Canciones del HogaiSongs from the Home), and Mabarak’s Arab infleghc
Mexican lullaby,Cancién de la PilmanéSong of the Nursemaid). On the other
compositional side were modernist and atonal areperimental vocal works. Without
further investigation and studies it would be ingibke to generalize about post-
Gomezanda music nationalism in art song, but maeslarwas certainly favored in both
music as well as the fine arts.

Concurrent with the Mexico City classical song areinom 1930 forward, the
rapid growth of the radio and film industry alsdluenced the growth afancherasong

and interchange between opera, art song, and dolgss This allowed for even more

122 Hugh Cardon, A Survey of Twentieth-Century Art §069.
123 |
Ibid.
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crossover song version&.In this manner, the media influenced the growtMekican
song. Folkrancherabased movies callecbmedias rancheraganch musical comedies)
were among the most popular. Songs and singersngesa important that movies were
named and written around the song titles themselmdgopular singer became
celebrities irrancherasong®?® Ay Jalisco no te raje€Oh, Jalisco don't give up) ardla
en el rancho grandéver There on the Big Ranch), both composed B618re
examples of the many popular staples in Mexicaixherasong repertoire even
today?°

The investment, volume, and demand for mamcherasongs and films was so
great that the industry depended upon trainedickdglexican composers for a quick
turn around on song production. One of them, Magisgleron (1911-2011), was a friend
and colleague of Gomezanda from Jalisco who congposssic for seven hundred
films.*?” 1% Though these songs were popular in style, thelicantolines required a
classical vocal foundation, especially for malegsirs'*° Composers wrote catchy and
shortrancherasongsspecifically designed to show off the lead singttraias presumed
that the singers had developed an extended vaogérgonsummate legato and breath

management for lonigel cantolines, and an ability to sustain extended higlesdor

124 yolanda Moreno Rivaddistoria de la musica popular Mexican@?.

125 bid.

126 id.

127 Gabriel Pareyériccionario Enciclopédico de Misic&866.

128 Manuel Esperén was also involved in the produatibGomezanda’spera rancheras a film, later
released with the nant&antasia ranchera.

129 For reasons beyond the scope of this dissertatiomen were segregated as either opera singers or
rancherasingers with almost no crossover; a stark contcagte men. Contralto, Josefina Aguilar (1904-
1968), was a well-known Mexico City contralto whezorded in both styles, although primarily opeffze S
was therefore a perfect choice for many of Gomeaargbngs, which she often performed, as well as th
casting of his movidrantasia Ranchera.
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four measures or more at a time. Both Mexican wdaBg trained male singers and
composers were fully employable within the Mexicgmmre ofrancherasong.

Both singers and composers became highly impottaltexico City’s film and
radio industry from 1930-1950. Classical singemssed over into light classical and
rancherafolk songs for film musicals, including JosefinaH&Cha” Aguilar, Dr.

Alfonso Tirado, José Mojica, Jorge Negrete, and®®drgas, all acquaintances of
Gomezanda (except Dr. Alfonso Tiradb¥ Voice teacher, José Pierson provided expert
vocal training to singers for opera roles, art sontie salon, and demandiranchera

star movie roles®

Despite the fact that Antonio Gomezanda was oahjpperally involved in the
film industry, he enjoyed his highest periods afig@roductivity during this same
period, from 1920-1958% His bel cantoand/orrancheraflavored songs were cleverly
arranged on the piano, his primary instrument,roftéh a mariachi string based
ensemble clearly in mind. Gomezanda wrote mostso$dngs specifically for voice and
piano, finding more performance opportunities ia thassical music world, both in
Europe and in Mexico. His shadmanzasvere particularly suited to the salon medium,
especially his owrnSala Gomezand@omezanda Salon). He offers a solid contribution

to the field of nationalism through his songs.

130|1n Gomezanda’s 1947 opemncherafilm, Mariache Pedro Vargas and Josefine “Cha Cha” Aguilar
sing title roles.

131 biana NegreteJorge Negrete45.

132 Gomezanda filmed his operanchera Mariache in 1947 in a fim entitleéfantasia ranchergsee
Appendix D).
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Gomezanda’s LineageSala Gomezanda
and Song Style

Gomezanda Classical Lineage

Antonio Gomezanda wrote at least 90 songs, apmart his piano and orchestral
output(see Appendix C: Catalogue of Gomezanda’s VocalkdjoHe used the term
romanzafor songs set to Lagos de Moreno and Mexican Reppbets, after the short,
strophic romantic songs imported from Italy andtfilocumented in Mexico in 183%
Gomezanda’s compositions are the outcome of a galilition of romantic and early
twentieth century pianist-composers as well asrs¢pdolk influences from his
childhood. The following four pianist-composer-pgdgues represent a partial list of
contributors that established a foundation forfthare growth of Mexican piano and
vocal music: Melesio Morales (1838-1908), GustaamnPa (1863-1934), Ricardo
Castro (1868-1907) and Manuel M. Ponce ((1882-1948ny other composers may
have influenced Gomezanda indirectly.

The earliest romantic pianist-composer, Melesiad¥es, established the lineage
by teaching Campa, Castro and Ponce. As previgushtioned, Ponce, who was known
as the Father of Nationalisit’ was also Gomezanda’s most important piano teauotr
musical influence. He also became a lifelong fri&fidviorales, Campa, and Castro all
wrote piano music, songs, and operas in variougulages in a European Romantic style.
Ponce composed in many mediums, languages ang.gtjtest Mexican musicians

studied abroad and Ponce was no exception. He spenyears in France under the

133 Gabriel Pareyériccionario Enciclopédico de Msic&09.
134 |bid., 692-693, 163-164.
135 personal Interview with Yolanda Gomezanda, Marck(a5.
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tutelage of Dukas and Boulanger, with additionaltiin Italy and Cub&° All five
pianist-composers (including Gomezanda) featuregtano music of Beethoven, Liszt,
Chopin, and Debussy, among others on their reditdidexico City’*’ Gomezanda
outlived Ponce by twelve years and continued laslter’s original nationalistic quest.
Gomezanda wrote his song texts almost exclusivellge Spanish language, contrary to
his mentor and predecessors. Otherwise, Gomezacalagositional style emerged
directly from this romantic classical and natiosadi lineage.

The modernist movement in Mexico did not have aificant influence on
Gomezanda’s style. As part of his Conservatoryingiin Mexico City, he also studied
briefly with modernist composer and orchestra doecdulian Carrillo. Carrillo initiated
a novel microtonal style of composition with a goaaf composers entitleBonido 13
Gomezanda composed one atypical short song eritidedintatein 1932 and a 1934
non-nationalistic set of three songs in a more modg/le. He dedicated the latter song
collection to Carrillo in his early period of congon but never returned to this style of
writing. Mexican modernism led by composer Carlt&:z, was antithetical to
Gomezanda’s intimate, nationalistic style. Moddro@mposers such as Carlos Chavez
avoided longoel cantomelodies and traditional tonality in favor of largnstrumental

genres with truncated melodies and roving tonality.

136 Gabriel Pareyén, Diionario Enciclopédico de Misic840-841.

137 These European composers are listed in Gomezaeagjspiano recital programs while studying with
Ponce. The author saw these recital programs iandal Gomezanda'’s private collection during a peison
interview with her, March 9, 2015. Ponce influen€amezanda with his love of Impressionism, in
particular, Debussy.

138 Gabriel PareyorDiccionario Enciclopédico de Masic490-195.
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Ex. VI: Main room of theSala Gomezand@gGomezanda Salon). The room was later
filled with dark wooden seats
Sala Gomezand@omezanda Salon)
Soirées and recitals were regular evenSadd Gomezand@Gomezanda Salon)
betweenl925-1945. Gomezanda’s main hall with a stage awodyrand pianos is
depicted inExample VI. Example VII depicts a smaller roomtst same location that

Gomezanda often used for composition and smallkiegags.
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Ex. VII: Sala Gomezand@omezanda Salon) had a smaller room tiiegequefio salén
that was decorated in Mexican style

According to Yolanda Gomezanda, events were hgbdoxmately once per
month3® Gomezanda was an active and charismatic man. pf®sed his family
through training piano students, and regularly ls#ldient recitals. Gomezanda also used
the salon to premiere his own solo piano worksJevlliso inviting singers to perform his
songs. He also sponsored other events and coropstisee Appendix D). Gomezanda’s
compositional drive and excellent piano skills fednany collaborations and
performances in Mexico City. Gomezanda’s promotibperformance activity in
Mexico City helped disseminate Mexican song and@iaorks in music circles and for

Mexico City audiences. The easy access of perf@mpportunities at his Gomezanda

salon may have inspired Gomezanda to write a kaogene of short songs. His highest

139 personal Interview with Yolanda Gomezanda, March(d.5.
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period of local performance activity at tBala Gomezandaas between 1925-1950.
These dates coincide with his most productive yeseng compositiofi*°

Many of Gomezanda’s songs are dedicated to famogers in Mexico City,
some of who were documented as performing aStla Gomezand&omezanda
dedicated the songevantatgGet Up) to contralto, Josefina “Cha Cha” Agui{a®04-
1968). Aguilar is listed several times in the Goareda Chronology as having performed
atSala Gomezandgee Appendix D). She also was broadcast live thithcomposer at
the piano on XEW Radio, and performed his song®onin Buenos Aires. Aguilar
additionally sang a principal role in the moviesien of GomezandaMlariache:
Primera opera ranchera Mexican@he movie title is-antasia rancherdsee Appendix
D). Although an operatic contralto, Aguilar alseoededrancherasongs and was a

friend of Antonio Gomezanda. Example Vdiépicts a typical gathering of peopleSatia

Gomezanda

Ex. VIII: Tertulia (Soirée) gathering of artists in the main halthef Sala Gomezanda
(Gomezanda SaloHf}

140 A tertulia is an artistic performance gathering, as so@éeor salon performance.
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Other dedications include the art soAgiulladora Mexicana(Mexican Lullaby),
which is dedicated to well-known Mexican sopranafd@onilla (1902-1990) in 1932.
Evidence has not yet surfaced as to Bonilla’s parémce of this song, although she
studied with Gomezanda at the Conservatorio natamandsica. Likewise, it has not
yet been corroborated whether leading Mexican tdnend and fellowJalisciensgAlso
from Jalisco), Dr. José Mojica (1896-1974) perfodn@omezanda’s songs. The two

maintained a friendship as seen in the 1935 pastoassage sent from Mojica to

Gomezanda from Santa Monica, California in Exam{e.

Ex. XIX: José Mojica postcard to Gomezanda, PostethNovember 15, 1935, from
Santa Monica, California

141 The picture is dated 1929. Ink markings on thekbadicate that Gomezanda is seated in the frdnt le
on a pillow with a woman next to him. A penned niagknames her as “Singer, Martha Mirasol.” Manuel
M. Ponce and his wife, Clema, are marked in pamresentin the picture but it was not clear wheey th
were in the picture.
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In an English translation of the letter, Mojicateta

Very dear friend: It was a pleasure to receiveaimeouncement of your

marriage. | wish you congratulations, most singevakhing you

happiness. | return to Mexico soon and it will lpeag to see you.

Once more, greetings from your friend, José Mojica.
Mojica also penned a dedication to Gomezanda ondher of the composer’s song
Serenata eterngEternal Serenade). He writes the dedicationyuader the picture of
Gomezanda, using the composer’s original last n&wenez Anda”. Sometime after the
publication of this song, Gomezanda united his lagb names while on tour in Germany.
Example XX illustrates the original last name agtem by Mojica*?

In an English translation of the dedication, Majigrote:

With my immense admiration, great pianist composer

Antonio Gomez Anda, a memento from his friend.

José Mojica 1931.

These dedications demonstrate the composer’s shterbuilding and maintaining strong

ties with the Mexico City community of professiomgdera singers.

142 personal Interview with Yolanda Gomezanda, Marcka5.
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Ex.XX: Gomezanda shared a friendship with Mexieot José Mojica. Mojica’s
dedication to Gomezanda appears on the song ceemnata EternéEternal Serenade).
Gomezanda’s Song Style

Gomezanda ardently believed that the essence oichlexmusical identity would
be expressed if intertwining Mexican topics withtaral stories about everyday people.
He combinedancherastylistic folk elements, such as popular rhythmthwiis classical
training and sensibilities. Gomezanda was excealipwell suited to developing many
mixes within these styles. He used his talent giaist for both classical amdnchera

arrangements for voice and piano.
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Like his classical piano predecessors, Gomezarsdecabitalized upon lItaliael
cantomelodic expression. In hrencheraand crossover songs, these melodies
demonstrate an important intersection betweenvibestyles. His lines tend to be longer
than popularancherasongs and he employs a broad selection of clasfotialand
specificallyrancherarhythmic genres, along with Mexican topics. Thesdniques
allowed Gomezanda to explore aspects of both stylese elements of one to highlight
the other in his song compositions. All these fexctepresent the essence and core of
Gomezanda’s early and middle period song style.

As previously stated, virtually all of Gomezandsfg texts are written in
Spanish. Only one collection was not in Spanigiroaip of six unfinished songs were
written in the Aztec language of N&huatl, entitiels Canciones AztecgSix Aztec
Songs). For this song set, Gomezanda had a nafikiadtl speaker translate his Spanish
poem and he sets the work for solo voice, duo,ciuasnber ensemble of pre-Columbian
instruments*® One Gomezanda song was written in French to a fiyefaul Verlaine
but appears to be either an orchestral settingr@nacription of a sont*

Gomezanda wrote most of his pieces with the selifitbr voice and piano or
piano solo,” especially in his early period. As Garanda molded his personal art song
style in his late period of composition, he stoppefdrring to songs as either solo piano
or voice and piano as an option. One example ikatesperiod song collection entitl&dl

pensamiento poético de la mujer MexicgRaetic Thought of Mexican Women), which

143 Several Aztec songs appear in both Yolanda Gondeesisong collection as well as at Northwestern
Library's Special Collections, but what appearbéoa six-song collection showed few songs andsis lo
and/or unfinished.

144 Refer to Appendix Song Catalogue under the ye&6 IRevons c’est I'heurd his manuscript was
reviewed at Northwestern Library’s Special Collens. It was difficult to establish much on thisqees it
appears to be a transcription only and there isisaription or signature. Gomezanda may have coipied
practice the style.
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has no such special indications under the titten@xanda also favored cello solos in
several song introductions, for exam@lanto de amo(Song of Love). This interest
stemmed from his wife, Maria de Refugio de Andas@&s, who was a cellist.

Gomezanda’s main influences are:

. Romantic piano-vocal music Mexico City salon traofit

. Nationalism as advocated by his teacher Manuel €onc

. Popularrancheravocal songs from films afancheramusic composed by

classical musicians in Mexico City

. Gomezanda’s own folk origins in Lagos de Morentisda, and

«  His exceptionally strong piano skift&>
Based on these elements, the evolution of Gomezasty#e was gradual and linear with
occasional overlap. Art song appears in all thiegops, but the early and middle periods
show more stylistic and topical variation, rangfr@gm his experimentation with
Carrillo’s Sonido 13to more crossover versions of art aadcherasong.
In the ensuing three chapters, each of Gomezatt@s periods of composition will be

discussed through analysis and commentary frorsdhgs themselves.

%5 Jorge Velazco was a conductor, author and stuaféBomezanda’s. He theorized that many of
Gomezanda’s piano works have not been performed diécause of their difficulty. He states this in a
published biography on Gomezandaiccionario de la muasica espafiola e hispanoameri;at28.
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CHAPTER 1l
GOMEZANDA'S EARLY PERIOD (1914-1934)

Gomezanda’s song repertoire can be divided ingetberiods. These periods are
discussed in detail in Chapters 1ll, IV, and V wigferences to many representative
songs. A total of ten Gomezanda songs represetitenthree periods have been made
available for performance and further study (sepeiglix A) Most of the songs from
Gomezanda’s middle and late periods of composhere been unpublished until the
writing of this dissertation, although he self-pabéd several song collections and
individual songs in his early period.

Gomezanda’s early period of song composition |lasteamty years, from 1914 to
1934. This period represents his largest body ofjsblis two main song collections from
this period are entitleBeis TrozosandZentzontles: Primera serie de cantos mexicanos
Some of his modtel cantoindividual art songs includéiernamenteArrulladora
Mexicana,andSerenata eterndn the Mexican sondglegaria de una indita a la
virgencita morenahe focuses on nationalistic topics with crosseaacheraevocations
of the dark-skinned Indian woman praying to theg¥ir of Guadalupe. He also writes a
ranchera,Corrido de Higaditoswith art song influence. Gomezanda briefly explores
avant-garde music witRoema de la roséthree song set) aridevantate as he matured
as a song composer. In most of his first songs, €&amda used the formulaic phrasing
advocated and practiced by his teacher, Manueldvic®. The stylistic qualities of his

songs include the song form, AABBA, usually in gigar phrases, simple, tonal
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harmonies, and reliance on ltalian-influenced, tama conjunctbel cantomelodic
structure™*® During this early period, Gomezanda wrote his ¢exts, organizing verses
into regular stanzas that fit the strophic songifofFhese songs tend to have strong folk
flavor and often crossover in nature, not strictsangs. He typically wrote four to eight
bar piano introductions, featuring the melody iastentally prior to the vocal entrance.
Piano interludes between strophes are common anthkes use of piano alternations
with the voice. Rarely, the composer would add wdada pre-existent melody
alternating sung text with piano interludes. Onarmegle is Gomezanda’s piano-vocal
setting of the melodYieja danzgOld Dance) based upon a pre-existing theme. It is
subtitledUn antiguo tema mexicar(@n Old Mexican theme), illustrated in Examples
XXl and XXII. This piece also includes a virtuosic arrangementte left hand, which
doubles and sometimes alternates with the voideg@ping with a penned cover
dedication to sculptor, Paul Wittgenstein, who lustright hand. The vocal melody is of
secondary importance, around which the left hanttt@piano dazzles. No evidence has
emerged confirming that Gomezanda and Wittgenste®n met during Gomezanda’'s
trips to Europe.

Gomezanda’s early style compositions generally madye on pianistic versatility
than vocal expression, probably because he wasstine better versed in piano
performance and composition than vocal works. Tiaegparts are more difficult than
the vocal portion and sometimes dense or virtudsiExample 11 of the same song, the

piano parts often double the melody in parallehwes.

146 Manuel M. PonceDoce Canciones Mexicana®,(Preface). This structure is also advocatedtiero
articles promoting the collection and arrangemenhfslksong melodies.
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Vieja Danza
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Ex.XI: Vieja Danzamm. 1-14 showing Gomezanda’s piano virtuosity

One might infer that a piano soloist would plag grarallel octaves, but when

accompanying a singer the pianist might automdyicatluce to a single line.
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Gomezanda may have been saving on printing costtsone published version that
functions both as a vocal-piano song as well ad@@ano work. Performance practice
at the time may have inferred an accompanimeng styperformance with vocalists,
while still publishing versions that offer variounstrumental-vocal options. Without

recordings of this music, it is impossible to comfior deny this.
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Ex.XII: Vieja DanzaPage 3, mm. 40-45. Note the parallel octaveBerptano line that
also double the melody along with the alternatibmaice and piano parts.

The songMafianitas de ManzanillMornings in Manzanillo) was written in
1931 and is rich with folki flavor. Once again, Geranda displays his pianistic
emphasis by incorporating the text within the pigad rather than writing an
independent vocal line. In Example XXIll, the cortagersion of the piece appears on the

top in large notation.
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Ex.XIll: Mafanitas de ManzanillMornings in Manzanillo), Page 2, mm. 41-44. The
lyrics, beginning wittEscucha NifigListen Girl) are imbedded into the piano parthwit
no independent vocal line.

He provides a simplified version in smaller notaten the bottom. In both cases, the
vocal part is overshadowed and secondary to theopikhe text is the only indication
that any part of the piece is intended to be sovaking it difficult to read.

The piano parts are also soloistic and dense inégzanda’s 1934 song set
entitledEl Poema de la Rog®oem of a RoseT his work was subtitled as follows:
Ballet para Canto y Piano o para Piano solo en tpastes(Ballet for Voice and Piano
or for Solo Piano in three parts). The thick tegtaf the piano part would require a
heavy, non-lyric voice with a rich middle timbrert@atch it. Of all Gomezanda’'s song
collections, this three-song set is the only soyalec The three song titles are about the
birth, growth, and decay of a rose. One song leatigrally into the next as the rose goes
through its natural course of life. Though the ¢éhsengs can be performed separately,

when performed together the set has a deeper ngetir@n does each individual song.
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Most interesting about this song set was that foécdeed it to his first
composition teacher from the Conservatory, Juliarrio, the founder of th&onido 13
(Sound 13)oving tonality and microtonadompositional style. Gomezanda’s dedication
reads:

Mi primera colaboracion en la musica
revolucionaria del Sonido 13

My first collaboration in the revolutionary
music ofSonido 13

The left hand tonality moves up chromatically fré#to A in only twelve
measures beginning in measure 19 as depicted ire@mda’s original manuscript in
Example 14. Note also the dense piano texture wdpahmetimes obscures Hisl canto
arching melodic line and enharmonic coloring ofdland sharps between the vocal line
and right hand of the piano for three bars at reds@umber 5. Multiple enharmonic
modulations, chromaticism, and parallel motion nmeat harken to Debussy, a
composer Gomezanda knew well, performed, and adnieema de la Rosaas one of
Gomezanda’s only true explorations with extend@glity. The set makes use of roving
tonality but is never atonal or micro-tonal as @larmight have done, despite the
dedication. The pictorial nature of these songs hseorchestration training from
Carrillo and/or Richard Hagel at the Berlin Philamct (between 1919-1925 in
Germany) to reflect visuals and colors on the pidhGomezanda premiered this work
with a ballet dancer, adding further visualizataord color (see Appendix D). These

techniques are illustrated in Example XXIV.

147 Jorge VelazcoDiccionario de la Musica Espafiola e Hispanoameniaa727-728.
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Ex.XIV: Poema de la Rosg?oem of a Rose) Song #2 Rehearsal Numbers 448.1Mgh
level of piano activity and dense texture as comgao the voice on Gomezanda’s
original manuscript.
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Gomezanda also experiments with roving tonalitthenshort songLevantate!
(Get up!), written two years earlier in 1932 andlidated to contralto Josefina “Cha Cha”
Aguilar. Though neither Carrillo nor his grouponido 13s mentioned in the dedication
for this song, he employs some of the modernistrtees found ilPoema de la Rosa
During the brief 51 measures of this song, Gomeaah@nges keys seven times, much
of it enharmonically. He also changes the metetiteas and uses chromatic movement
in both the melody and harmony. In Example XXV, Gaanda favors a chromatic
instead obel cantomelody with constant key and meter changes. Freasores 18 to
29, during his key change from C sharp minor té\dlat major chord, he plays with
color through chromaticism when the melody (on @rgh goes to E flat instead of D
sharp. Gomezanda did not continue writing in thykes
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Ex.XV: Gomezanda sonidLevantate!mm. 18 to 29
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It is noteworthy that, while Gomezanda did not pera compositional
relationship withSonido 13he did draw further inspiration from Debussy’si@imonic
and coloristic ideas in his late period of throwggimposed art song. This is true as well
for one middle period son@risto (Christ) written in 1944, which foreshadowed hi®la
period of composition.

Most of Gomezanda’s original song compositionsaatk his preferences for
featuring Italian-influencebel cantg with regular phrase lengths and arching, long
melodic lines. Two examples of this are his soAgsilladora MexicanaMexican
Lullaby) from 1933 andiernamentdgTenderly) from 1931. Both songs feature typical
bel cantomelodies from his early period. Both are solidigal and are predominantly
organized in four- or eight-bar phrases, with omoea use of six-bar phrases.
Gomezanda cultivates melody to express and enlthadeeauty and meaning of the
poetic expression. Both the piano and vocal expesse well balanced.

Arrulladora Mexicanais a representative song from Gomezanda’s earlgge
It was published in 1932 or 1933 as part of Goméaanfirst published set of songs
entitledZentzontlesPrimera serie de cantos mexican@entzontlesFirst Series of
Mexican Songsj?® The six songs are a collection of short childrewags, each of
which functions independently with unrelated thenfdgese songs do not constitute a
cycle. For example, the sorgg Guitlacochas for mixed chorus, in a lively 6/garabe
rhythm and is not meant for a solo sing&mulladora is a quiet contrast to other livelier

songs.

148 The Yolanda Gomezanda catalogue indicates 193f@ Wig back cover of the songs show the date of
1932.
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Arrulladora Mexicanain the middle of the set, is written with samegsing
and harmonic scheme as Ponce’s famous desteellita (Little Star), written in 1913
Arrulladora Mexicanaillustrates Gomezanda emulating his teacher'£stylh an
original art song that uses folk flavor and sentitaéty. Ponce advocated Italifel
cantolines, European harmonization, and AABA stroplirtacture with sentimentality
describing a particular Mexican song sty1&Ponce refers to this in his esshg forma
de la cancion mexican@lexican Song Form):

El canto, que es una transformacion lirica de la
Palabra hablada, expresa de manera mas efusivadngimentos>*

Singing, that is lyric transformation of spoken dr
Expresses feelings in a more effusive wa§.

One interesting fact was Ponce’s recommendatiamtiogicians highlight Mexico’s love
of Italian opera andomanzasover Spanish melodies, which often featured tripéand
melismas. Gomezanda follows this with no tripletsn@lismas in this song or his others.
He replicates the Ponce structural pattern iregican Lullaby Each of the two A
sections is comprised of eight bars made up offowmo-bar phrases. The B section is four
bars long and the final ritornello is also four$kmng.

Gomezanda publishe&trulladora Mexicanan 1932, more than fifteen years
after Ponce releasétktrellita. As mentioned above, Gomezanda dedicated the
Arrulladora Mexicanao one of Mexico’s best-known operatic sopranahatime,

Maria Bonilla. Each of the two songs project daicget passionate and nostalgic

149 Estrellita was first published in 1913 by De la Pefia Gil cading to author Gabriel Pareyén,
Diccionario Enciclopédico de Music&40.

150 Manuel M. Ponce “El Folk-lore musical mexicahBevista Musical de Méxict/5 (15 September
1919), 6.

1 Manuel PonceDoce Canciones Mexicanag.

2 bid., 14.
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longing by encompassing the entire range of thg sath a difficult, huge jump within

one long phrase, as seen in Examples XXVI and XXVII
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Ex.XVI: Estrellita, mm. 3-4. Ponce’s original key is F Major. The asatrance features
wide vocal range within one to two babgl cantoline, and constant rhythmic motion.
The vocal line features a leading tone on the d@ahhgainst the tonic chord, with the
ensuing tonic used as a passing tone. There isaalgoplied fermata and 2-1 suspension
on the next strong beat. This use of strong haratty@arning” within a melody to

resolve is what gives the phrase its nostalgia.sSdaing nature and wide range lend it
passion, especially give then dynamic marking #iflatvs the singer to crescendo to the
top note. Both composers rely upon ledag@bcantoarched lines, a written or implied
fermata to sustain top notes in key phrases, sitndamonies, and a continuous left hand
rhythm. In both songs, the role of the piano isupport the melody. Each composer uses
a slightly different rhythmic pattern. Gomezandaafcally describes a lullaby with
repeating chords using only minute changes frommcttmchord, if at all. Ponce’s left
hand moves in octaves with a specific accompanshgthm, while Gomezanda floats a

continuous legato in his left hand. A comparisoferamples XXVI and XXVII
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illustrates the Ponce and Gomezanda similaritiesgawith the small rhythmic

difference.
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Ex.XVII: Arrulladora MexicanaMeasures 11-13. Depicts Gomezanda’s usebtanto
melody and softly repeated floating left hand clsord

Arrulladora Mexicanamay have been written in 1916, sixteen years edhHan
the publication date for the entire set. This exgdhe simple harmonic structure. The
final line of textEl dltimo adiégThe Last Goodbye) is probably an earlier, origiitéed
for the same song. Both titles are listed in thegstatalogue as separate songs. The title
El ultimo adiés(The Last Goodbye) first appeared in 1916. No meanipt for this song
is currently available. The stylistic similaritiefArrulladora Mexicanawith Estrellita
would lead one to believe it was written immediaiier the success of Ponce’s
Estrellitain 1913 It is possible thafrrulladora Mexicanawas added later into the
Zentzontlesix song collection as a pre-composed song.ldinger and decidedly more
romantic than the other songs. The song functisresguiet contrast amidst a lively
collection. It is likely that this Gomezanda sotiggrefore, was entered in the catalogue
twice; once when written in 1916 and once whenighbl in 1932-1933 (see Appendix

C).
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A contrasting song to th&rrulladora Mexicanan the composer’s early phase is
Gomezanda’s 1929 songrancherastyle, Corrido de HigaditogCorrido/Ballad of
Higaditos). Although this song is published inxagart collection entitle®eis Trozas
(Six Pieces), it is a solid stand-alone song. Busnezanda song collection was probably
gathered together for publication purposesSas Trozosloes not have a uniting theme.

Corrido de Higaditogells a story in a somewhat typical Mexicaorrido style.
While thecorrido is a musical genre first documented during theD$8{ter Mexico’s
independence from Spain, the genre became a papuidool of Mexico’s freedom of
expression during and after Mexico’s 1910 Revohut®5 As a result, it became one of
the most popular song genres in Mexico from 1908018 Thecorrido has Spanish
literary roots in theomance a genre narrating stories and events.

Many pre- and post-Mexican Revolutioarridosare of unknown authorship and
served to document events albeit as historicahlégieOne representative example in the
songEl Mayor de los Dorados written from a standpoint of a soldier in Frigco
(Pancho) Villa’'s army during the Mexican Revolution

Fui soldado de Francisco Villa

De aquel hombre de fama mundial

Y aunque estuvo sentada en la silla

Envidiaba la presidencial

| was one of Francisco Villa’s soldiers

That man of worldwide fame

And even though he was in the saddle,
He coveted the Presidencial thrane.

133 Gabriel Pareyémiccionario Enciclopédico de misica85-286.
154 |h;
Ibid.
155 |pid.
1% pybic Domain Corrido.
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Gomezanda chose tkerrido genre unique to Mexico and the Revolution to
relate a charismatic and true storydarrido de HigaditosGomezanda uses a proper
name Higaditosin the title, but the song clearly describes thebrous cross-cultural
experience of one of his best friends, Ricardo el&$sld, of German origin. Gomezanda
met Ricardo on his first trip to Berlin in the gatl920’s. Ricardo was also his dance
choreographer and librettist collaborator. Accogdio Yolanda Gomezandal b
Ricardg” (Uncle Richard)left Germany after a love affair went sour. Gonmeiza
invited him to Mexico and Ricardo never returnedstermany. He became part of the
Gomezanda family?’

Gomezanda’s originakncheratext and music for piano and voice illustrate a
clever syncretic mix ofancheraand art song, making it a crossover song. He dedwa
great deal of creative cross-cultural commentatyisriext about Ricardo Hasse-Held.
Gomezanda relies on the stylistic and historialitron of the genre itself to structure
the song. Though the song is felt as a @lAchera valsead&ancherawaltz), he writes
it out the meter in 6/8, probably in order to fullyite out the piano accompaniment for
those unfamiliar with the polyrhythms within thgk style. He knewancheramusic
intimately through his Jalisco upbringing, and wésourse, aware of Ponce’s folksong
arrangement$:® Gomezanda may very well have been more familigh iincherastyle
than Ponce, and Ponce is known for arranging folgsdout not for writing original

rancheras

57yolanda Gomezanda, Personal Interview, March 952Blasse-Held danced and choreographed with
Gomezanda. He was also the librettist for the ustiied comic operett&su Majestad el amot.He

probably returned with Gomezanda after his secopdd Berlin circa 1928.

1% These publications are available in the Poncehathollection at Mexico City’€scuela nacional de
musica part of theAutonomous University of Mexico (UNAM).
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The musical structure f@@orrido de Higaditogs the same AABA as advocated
by Ponce. This ballad has a strophic feel withraresting B section (see Appendix A).
The A sections are all in A Major beginning withahsets of regular four bar phrases.
The ensuing B section continues with two phrasemgsaf four bars each, followed by
two sets of regular four bar phrases set to a fit@inello. The text begins by recounting
a location/home as was common wetirridos

Higaditos salié de Alemania

Y hasta Mexico vino a parar.

Entendié muy prontito el idioma

Y en un mes aprendio a gritar. jAy!

Higaditos left Germany

And came to Mexico.

He learned the language very quickly

And learned the Mexican yell. Ay!

In verse twoHigaditoscontinues higorrido adventures in Acapulco, Mexico, gets
pricked by a cactus, prefers tortillas to Germatatoes, and above all, discovers a
preference for Mexican women. By recounting Ricardbory as aorrido, the story
becomes immortalized as Mexican historical legendjlar to the abovementioned song
about Pancho Villa.

Most interesting about thorrido is Gomezanda’s musical treatment of the B
section after the two initial verses in the A sactias illustrated in Example XXVIII.
Corridostraditionallyrelate their stories in one key with a small siggiange for all to
sing-alongCorridosare usually written in one meter--either 2/4 mé&dera polka rhythm
or 3/4 meter as mncherawaltz**° Gomezanda provides entertaining comedy for the

song by using key changes in the B section to destine variety of emotions in the text.

He immediately announces something new by begintmagew B section in a new key

159 Brill, Mark. Music of Latin America and the Carribeai.



(F Major) (see Example XXVIII)
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. He modulates byngithe tonic note of A from

measure 27 as the starting note of the melodyam#éw key in the following measure 28.

Gomezanda uses the new key to first annotiigaditoscelebrating all the national

holidays in Mexico, in one four-
from measures 34-37, Gomeza

dancing and singingeder from P

32

bar phrase. In s§eeond four-bar phrase of the B section
nda activates a Mamgbotéo describéligaditos

russia as well as Mexico.
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Ex.XVIII: Corrido de Higaditogn
meter changes in Section B. Co

m. 33-48. Gomezanda employs many quick tempo and
ntinued on p.76.
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After two groups of four measure phrases in F lvJdjee composer uses the same
compositional technique from his first modulationaichieve the second one. Gomezanda
modulates out of F Major in measure 37 after actoesolution to F by treating the F
tonic melody note as a third melodic step in Db dfafhe composer then smoothly
switches into Db Major, addingsaibitopiano dynamic shift. The change is marked
andante rubatan 4/4 meter, which contrasts the previous marofpt® Gomezanda does
this to describe the emotional intimacy of Ricasdattraction to Mexican women in
measures 38-41 (see Ex. XIX).

Musical phrasing continues in four-bar groupingsept for two 3-bar phrases
that finalize the B section. In the first three-parase, Gomezanda textually references
the famougancherasonglLa Valentinapronounced with a German accent with a shift
into 3/4 meter with syncopated tenuto markings Yalentinawas a famous song
associated with the Mexican Revolution). The corepsdinal three-bar phrase is
markedlento for thesubitoquietcontrast describing the German wor8shlaf, Kindchen
Schlaf(Sleep, Little Child, Sleep). Gomezanda makesofiseultiple meters in the B
section to musically drive his lyrics, changing ereta total of four times. Example 19
illuminates the many tempo changes and rhythmicrasts of the B section of this
corrido.

Gomezanda’s innovation was to transformabgeido into an entertaining art
song, while retaining references to its traditiomalts. He uses an intersection between
folk and classical music to do so. His treatmerthefMexicarcorrido is refreshingly
playful and filled with humor, cultural storiesatesm, and cross-linguistic references. He

infuses thecorrido genre with ideas from classical music, yet retésm$olk authenticity.
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The modulations and meter changes color the Baebgightening the expression of the

lyrics and make this song more musically complexiie singer and pianist than a

standaraorrido.
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Ex.XIX: Corrido de Higaditoamm. 33-48. Gomezanda employs many quick tempo and

meter changes in Section B.
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To deliver the song successfully, the singer maesaware of the cultural and linguistic
references and knowhow to perform a Mexican yedim&zanda treats tlo®rrido, a
Mexican popular oral tradition, as a classicalted@iece. The traditionaorrido is

usually strophic and sung as an oral tradition.okdmg to Dr. Moreno Rivas, it was
accompanied either by a guitar with a lower stimgjrument, as in thguitarra sexta
(lower sounding guitar), guitarrén, or by a harg®® Gomezanda’sorrido is written out
with piano accompaniment in a clever arrangematttimts of string sounds but is at the
same time idiomatic to the piano. In this fashiBomezanda succeeds in syncretically
uniting elements of a crossover style within tressical salon tradition.

Another example of Gomezanda using the piano tdyitnaditionalranchera
ideas is found ifRemedios para el am@Remedies for Love). This song is part of the
same collection published in 1929 entitteeis Trozo¢Six Pieces), along with the
previously mentionedzorrido de HigaditosBoth songs have crossover elements. This
song is highlighted in Example 20, measures 1 am\2hich the composer evokes
virtuosic quickly moving mariachi violin parts ohe high register of the piano. The
facility with which Gomezanda visualoized instrurteewhen writing and arranging for
piano probably stemmed from his orchestration ingim Berlin in 1922-1923 with
Richard Hagel, one of the conductors of the Beéelilarmonic in Germany. Example
XX depicts mariachi sounds at a fast tempo witldesmatic piano feel that also

demonstrates virtuosity.

180 yolanda Moreno Rivagistoria de la musica popular mexicar@2.
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r
Ex.XX: Remedios para el amomm. 1-2. Gomezanda composed using the pianofs hig
register to imitate mariachi violins

Gomezanda’s piano and orchestration training dfeoded him the ability to
translate additional colors into songs, such assmging verbal folk expressions that are
typical inrancherasongs. In Example XXI, also froRemedios para el amor
Gomezanda delineates a very spec#itcherostyle indicating a vocal slide and yell
with the directions lo ranchera(rancherostyle). After therancheroslide, the song
dramatically stops with a pause that would normladyextended in typicaanchero
style. Gomezanda leaves it up to the individualquarer. The pause is indicated by a

rubatomarking.
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Ex.XXI: Gomezanda'emedios para el amomm. 15-16a lo ranchero(ranchera
style)
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Apart from writing out typicatancheroyells and creating mariachi string sounds
on high registers of the piano in th@cherasong, Gomezanda plays with linguistic
registers, hinting of rural Indian dialectical udéinces in the Spanish language. He
purposefully leaves out certain letters from worddijcating perhaps that the character
speaks a rural dialect, is not a native Spanishlsgeand/or has a minimal educational
background. Gomezanda could imply simple playfudrniesnterpreting a character. For
example, in measures 25 and 26 of the same songometh aboveRemedios para el
amor,the composer’s text reads “Que no lo cure el dofNio doctor can cure him). The
word doctorbecomeslo-tor. In this manner, Gomezanda painted a topical ckerat
an Indian of rural background using a lower regisfehe Spanish language.

During Gomezanda'’s first phase of composition iB81,%e wrote his first and
only song to the Virgin. The song is titl@egaria de una indita a la virgencita morena
(Pleading of an Indian Woman to a Dark-Skinned Miygnd is an original folk song.
Each year on December 12th, it is customary ta aff@gs devoted to the Virgin of
Guadalupe, Mexico’s patron saint of the peoplédaping with this populist tradition,
this Gomezanda song is simpler than other songsgitiiis period. The piano part is
written as background accompaniment that is repet#nd light-textured. This
emphasizes the importance of the melody and mes§hgeéharmonies are a basic I-IV-
V-l scheme reminiscent of popular or folk song, &melsong form is strophic. The
melody has a small range with conjunct intervadd #n everyday person could sing. The
key and meter remain the same throughout the Sdveoverall structure is in an ABA
form. The phrases are regularly irregular: A7 B4 +8,and A3+3+2+2+ 3+ 3.

The melody is conjunct and smooth, highlighting @ooh of introspection. Example XXII
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illustrates the vocal entrance in measure nindaditst seven-bar phrase of the song.

The vocal melody is first presented instrumentadlthe introduction.

Allegretto J=108
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The B section can also be considered a conjunictdicevariant in inversion of
the A section making the song somewhat monothemnigtie B section of the song

begins in measure 23 until measure 32, as illedrat Example XXIII.
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The vocal part sits evenly more conjunctly togethehe lower range of the
original melody. This provides a small contrastite song as if the singer is thinking or
talking out loud to herself, also reminiscient gfrayer. She is in an ongoing, continuous
one-way only prayer that sounds like a conversaiitve pleading continues within the
concept of a quiet and holy prayer. Example XXBpttts most of section.B

Most interesting abolRlegaria de una indita a la virgencita moreisathe text.
Gomezanda uses a cultural twist with the text towadne end of the song. The singer is a
female, deeply in love. She hints of her partnedadsomeness, strength, yet his possible
indiscretions. In the last several lines, she sa@ak request beyond simply honoring the
Virgin as is the custom. The Indian woman asks&lp as if in a two-way everyday
conversation and pleads for the Virgin to make faithful only to the Virgin and her,
specifying that he could love the Virgin more amilydoe with her (just not another
woman).

iAy, Virgencita de Guadalupe!

Si es mi destino que no sea todo

Todo todito, todo pa’'mi;

Que solamente a ti le vea

Que unicamente contigo esté

Aunque te quiera mas que a mi.

Oh, Beloved Virgin of Guadalupe!

If it is my destiny to not have him be all

All, completely all for me;

May he only see you

May he only be with you

Even if he loves you more than me.

The simplicity of Gomezanda’s language is somedigressed in contractions,

for example, in measures 41-42 in Example 24 wherases the contraction “pa’'mi” to

mean “para mi” (for me). The contractions lower a@guage register into everyday non-
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poetic language as in the previous sBagnedios para el amofrhe simplicity of the
music also matches the textual simplicity keepithfpaus on the prayer

itself.
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Ex.XXIV: Gomezanda favors contractions to creatergday non-poetic language as
seen in in mm. 41-42.

Gomezanda’s personal poetic style consists oflsingirect language telling a
story about an everyday, common woman. This is iWeditrated both in the song

Plegaria de una indita a la Virgencita Moreiaa well as the aforementionedr@do de
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Higaditos Gomezanda chose the Virginrascheratopic in Plegariade una inditaa

una VirgencitaMorena The Virgin of Guadalupe was, and continues toobe, of the
most important themes of syncretism in Mexicanuwelt Catholicism was first imposed
in 15211 In 1531, an everyday man, Juan Diego, saw an iopeof a dark-skinned
Indian Virgin of Guadalupe. Since then, the Virbas been an important component of
Mexican Catholicism. Gomezanda’s poetic style dbaamous story telling recounts
what has possibly been a common Mexican prayentory women. Additionally, his
music style could be sung as a art song just aly @asan original folk song. This
illustrates his musical syncretism, an perfectectfbn of the already syncretic Virgin
topic.

Gomezanda’s flexible yet specific use of langu&gepiano arrangements of
mariachi ensemble sounds, his syncretic topicsramcheroyells add new flavors that
describe regional customs and everyday peoplemilid genre of Classical art song.
These topics harkened back to the Spanish litéradition ofcostumbrismogelebrating
regional customsCostumbrismdad been traditionally practiced in Mexico within
Spanistearzuelaperformances (folk-flavored operetta from Spainges the nineteenth
century:®? Gomezanda’s songs are portraits, painted withalistie glimpse of Mexican
post-Revolutionary lifestyles. His songs offer \adlle documentation of early twentieth
century Mexican identity, reflecting an identityathwas syncretically mixed.

One song that shows elements of early period comnosvithout a direct

nationalistic topic is the sorf@omo una amapolitélLike a Little Poppy). lis subtitled

161 Mark Brill, Music of Latin America and the Carribea68.
162 Rafael OcasicLiterature in Latin America36.
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Cancion de Pabl@Pablo’s Song) and is modeled on an Italiamanza While

Gomezanda published the song independently, herseded it as his main tenor aria in
the beginning of Act Il oMariache: Primera opera ranchera Mexicafsee Appendix

A). The operaancherais a nationalistic work, although the song off@temporary
diversion from stronger musical moments with Mericausical flavor. The song is only
forty-five measures long and has a strong Italdluencedbel cantofeel, making it very
similar to an Italiamomanza Thelegatomelody carries and delivers the entire song with
a mood of gentleness and simplicity with light ahedraccompaniment. The
accompaniment is purposefully sparse but legatw tla@ absence of any rhythmic genre
or activity allows the melody to shine. Example X)X€picts thdel cantostyle

accompaniment.
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Como Una Amapolita

Cancion de Pablo (Tenor)
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Ex

XXV: Como una amapolitéLike a Little Poppy) is also entitlgdancion de Pablo
(Pablo’s Song) and has legato lines viieh cantoaccompaniment.
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In Example XXVI, the original published song cover the work also describes
how it was later integrated into Gomezanda’s mé@etasia ranchergRanchera
Fantasy). The film incorporated his opeaacheraentitiedMariache: Primera opera
ranchera MexicanaThe structure and form of the song resemble Ganu's early and
middle phases of composition despite the later kghyyand publication dates for the
final 1943 version of the operanchera This indicates it was probably written earlier
and incorporated into the opeemncherg indeed, the song is found in the earliest version
of the operaancherafirst written in 1929. It remains unpublished witte title,La
Virgen de San JuafThe Virgin of San Juan). The song technicallysfaito

Gomezanda’s earliest period, although it has nmmnalistic topic as one might expect.

AT

PRIMERA OPERA RANCHERA
MEXICANA

(v

@ COMO UNA AMAPOLITA
A
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FANTASIA RANCHIRA
(3
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Ex.XXVI: Cover of independently published sor@pmo una amapolita

Como una amapolitaalso entitled “Pablo’s Song” expressesstalgic sentiment.

He sings quietly to himself with no one else préskntheoperaranchera Pablo is a
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soldier returning from fighting in the Mexican Réwtoon. He doubts if the woman who
captured his soul could still remember him, orafdan even find her. This song is one of
the most intimate moments in the opeaachera Without even knowing the historical
background of the operanchera however, anyone can si@mo una amapolitas an
intimate love song without assessing nationaltstis.

The range of the song is only one octave, andndledy moves in step-wise
legato fashion featurinfgrmatasand few rests. Gomezanda composes with the rounded
binary song format of AABA in the regular eight-tghrases recommended by Poff€e.
Gomezanda uses two identical eight-bar phrasesefdion A in D flat major, followed
by two eight-bar B phrases that modulate to thatired minor. He finishes with a return
to D flat major repeating the into a final eight-Baphrase,with a whole note tied into a
ninth bar for the finale.

Example XXVIl illustrates the modulation to B flatinor in measure 25 of the
contrasting B section which has an ascending malwstgad of the A section descending
melody. The B section melody is also less conjuficeé second phrase modulates to the
relative minor (B flat minor), building in intengiand passion as Pablo describes
unsuccessfully searching far and wide for his betovhe wordéa busquél searched
for her) begin exactly on the change of key sugggsbaming or movement. The B
section ends with a strong three-bar half cadence @aominant F chord. Gomezanda
enjoyed chromatic mediant shifts as seen here h&svin the previously mentioned
Corrido de HigaditosIn measure 33, the original four-bar instrumeimttdrlude returns

in the original D flat major key symbolizing a ratuo the hope of love. Measure 36

163 Manuel PonceDoce Canciones mexicanas (in English), 8 (Spanish). This material dralirectly
from Ponce’s 1913 article entitléd cancién MexicanéMexican Song) published Revista de Revistas.
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illustrates the return of the A section with theneamelody and new text in the original

key. The song requires a beautiful, floating, colled legato.

Como Una Amapolita
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Ex.XXVII: Como una amapolitéCancién de Pablpdepicting modulation to Bb minor
in Section B
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To summarize Gomezanda’s early period, he religdapily upon nationalistic
topics. His allegiance was primarily to Ponce’saradlistic strophic phrase structubs|
cantomelodies, and his own knowledgerahcherarhythms. The composer mixed the
rhythms with different linguistic registers to paaportrait of the topical character being
depicted. Gomezanda often wrote his own textsltstEries about Mexican lifestyles
and identity. These topics harkened back to theSpditerary tradition of
costumbrismocelebrating regional custom¥' This tradition served as a perfect model
for Gomezanda’s nationalistic message. The compwssty explored modernist song
but quickly returned to the direct simplicity oftrmaalism. Gomezanda’s songs evolved
out of his piano solos with initial songs featurimgno virtuosity. He quickly adjusted
this with more vocal-piano melodic interplay, asrsé other early phase songs
TiernamentandArrulladora Mexicana(see Appendix AJGomezanda could stay close
to his central nationalistic theme by featuringaidrel cantomelodies and tonally based

harmonies. This allowed him the freedom to feaMexican themes and characters.

164 Rafael OcasicLiterature in Latin America36.
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CHAPTER IV
GOMEZANDA'’'S MIDDLE PERIOD (1943-1944)
While Gomezanda’s early period lasted for twentgrgerom 1914 -1934, his

middle period covers only two years (1943-1944)ibyithis period he composed 20
songs. His most productive year of song compositiaa 1944 with 13 songs. During
this shorter period Gomezanda began to composéstemsy with inspiration from other
poets. He also broadened his concept of nationalsng geography and location as a
topic. Gomezanda drew inspiration from little knopets native to his hometown of
Lagos de Moreno, Jalisco. He later expanded thisnore songs by poets from all over
Mexico, most of them unknown. Finally, he broadkissharmonic explorations. Two
key songs from this period a@risto andVieja cancion

One example of Gomezanda using a little-known daloet is found in the song
Cristo (Christ) with text by José Becerra finished in 49%he text references the Bible
story when the disciples, deep in doubt, suddesly Ghrist walking on the water. This
song, along with the previously discus$tddgaria de una indita a la virgencita morena
reflects Gomezanda’s deep and life-long devotioiéoCatholic faith (see Appendix A).
Cristo is moderately difficult and requires more vocaterpretive, and piano capabilities
than his song to the Virgir€ristois through-composed rather than strophic withehre
short, yet distinct sections and irregular contuimiphrases of seven, four, and eleven
bars in sections one, two, and three. The songbegih the tempo cAllegro

Moderado A constant right hand chromatic movement of tlaa@ symbolizes doubt
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with rapidly moving sixteenth notes. The lack olig¢ahords in the left hand destabilizes
the tonic. Meanwhile, the left hand of the pianayslan ominously repeating open fifth
ostinato twice per bar. The piano part aptly deyilee singer’s text describing a state of
doubt and instability:

Cuando la duda sin piedad me azota
Como barquilla rota sacudida
por el impetu violento

When doubt assails me without mercy
Like a broken ship being tossed
By the impetuous wind.

14 Lento magestuoso
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Ex.XXVIII: Cristo, mm. 14-18
The middle section from measures 14 through 18istsof four bars marked
Lento magestuosas seen in Example XXVIII. This section serves &sxtual transition

from doubt to healing. During these measures, thsiecrmodulates from B minor to C
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sharp minor. The third and final section of thisotilgh-composed song continues with
the same tempo and modulates enharmonically fraha@p minor to Dlat major in
measure 18. The enharmonic modulation and the sudgbetition of tonic chords on
each quarter note is reminiscient of the origieéilhand ostinato. It evokes revelation
and subsequent stability depicting the moment wlieist first walks on the water. A
mood of wonder and peace is established througheZanua’s harp-like rolls of the

tonic chords as the melody continues to rise. Blie resemble waves on the water.
Example XXIX illustrates this last section of theng from measures 19 through 24.
Gomezanda unfolds each sectiorCoisto as unique and different with uneven measures
and without a repeating ritornello. This short séorgshadowed the composer’s third
and final phase of song compositi@risto also represents Gomezanda’s first attempt at
through-composed poetic expression; for the firseéthe avoids using Ponce’s ritornello

structure.
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Ex.XIX: Cristo, mm. 19-24 depicting waves with arpeggiated piatis on tonic chords.

Another significant song from his middle periodigja cancionOld Song),
writtenin 1944. While Cristo is through-composedieja Cancidrreflects the more
familiar AABA structure used in Gomezanda’s earyipd. He selected a specific
rhythmic genre to delineate a united mood and ngesdaVieja Cancién Gomezanda
uses a sultry and consistératbanerarhythm (dotted sixteenth repeating rhythmic
pattern) in the left hand. A symbolic conflict ocewhen this mood is expressed against
a different set of right hand rhythms, which are wets of triplets against thabanera
The different paths are clearly described beginmnrge one of the text below, with

constant references to distance and different mbetigeertu (you) andyo (me). The
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conflict creates the topic: a mood of yearningddove that has been broken as described

in the text by Becerra, the poet:

Hoy por distinto sendero
Vamos distantes, los dos:
Tu, con tu vieja alegria
Yo, con mi viejo dolor.

Today with different paths
The two of us are distant:
You, with your old happiness
Me, with my old pain.

The rhythm of thdnabanerain Vieja CancionOld Song) is treated as an equal

expressive partner with the text. Its persistemoged home the message of longing.

Example XXX depicts measures 13 through 16, whef@tiypnezanda wisely drops out

thehabanerarhythm for one measure only in bar 15, so thawtliiee may sustain the

highest note of the song. The note is marked wfthrraata and provides contrast to the

rest of the composition.
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Ex.XXX: Gomezanda breaks himbanergpattern for only one measure in bar 15

Example XXXl illustrates thé@abanerarhythm in the introduction, which is

repeated and sustained to create a mood when ite emters in measure 3. The

composer also uses arpeggiated left-hand pian®twlmitate the guitar or harp for this
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romantic song, another example of his use of ins#ntal colors with piano

arrangements.
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Ex.XXXI: Vieja cancionOpening of song and vocal entrandabanerarhythmic genre
featuring arpeggiated guitar strum on downbeats

The equality between the rhythm and textual expwadseatment contrasts with
that of Manuel Ponce, who used the same rhythnmgsyssubliminal background in

Estrellita (Little Star).

Ex.XXXII: Ponce’sEstrellita, m. 6. Trace ohabanerarhythm in left hand used only
occasionally.

Example XXXIl illustrates how Ponce inserted thétse dottechabanerarhythm
occasionally for one or two bars as backgroundhénléft hand of the accompaniment of
Estrellita. It is not a main part of the song, as seen fraxamaparison of this section with
the beginning of the same song in Example XXXII& tises it only one bar as a

suggestion, contrary to Gomezanda’'s deep conneictithre rhythmic genre and the text.
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Otherwise, Ponce leaned on a regularly paced bachdgrrhythm in the left hand, as
shown in measures 3 to 5 of Example XXXIIl. Gomeadanlosely tied together rhythmic
genres with his song settings. His ability to blehgthm with needs of the text is one of

his significant contributions to Mexican nationaksng after Ponce’s generation.
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Ex.XXXIII: Estrellitamm. 3-5. No trace diabanerain main body of song.

It is noteworthy that in his middle period for tfiest time Gomezanda chooses to
highlight a non-Mexican rhythmic genre; in this eakse features tHeabanerafrom
Cuba over a Mexican stylednchera valgrancherowaltz). Thehabanerapolka, waltz
andmazurkarhythms were common and acceptable non-Mexicaddpr Mexican
salon song and piano composition during the rorog@riod for art song, but
Gomezanda otherwise ignored these rhythms as @naéiit’®> Some romantic
composers such as Julio ltuirte publishetbanerasafter 1850-°° While the Cuban
habanerawas common in Mexico, it was atypical for Gomezaifdne considers the

composer’s carefully cultivated patriotic style. sEems to have purposely chosen a

185 Gabriel Pareyén, Diccimrio Enciclopédico de Music&ne paragraph entry on Salon Music in
Mexico, p. 937.
186 Gerard Béhague, Music in Latin America, 98-100.



98

rhythmic genre from another country in classicadlition to highlight the sentiment of
“otherness” reflected in the lyrics of the song.

Until this point, Gomezanda'’s patriotic sentimemasl often led him to mix
elements from the folkancherasong medium into classical song, instead of rglyin
romantic piano rhythms from Europ¥.In the song/ieja CanciénGomezanda sets
intimate love lyrics from Lagos, Jalisco, and inmmates a subtle Cub&abanera
flavor, at the same time remaining classical indla This song resembles a typical art
song with folk feel, but without a specificallgncherafolk flavor. The song also has a
different classical-folk balance than his earlieng, Corrido de Higaditosywhich depicts
a syncretic folkkanchera waltzstyle featuring art song instrumentation withia galon
tradition. Gomezanda is less nationalistic in #uag and succeeds in using babanera
to describe the deep sentiment of separation @rotiss as expressed in the text;

Y hoy por distintos senderos, vamos distantesdss d
Tu, con tu vieja alegria, yo, con mi viejo dolor.

Today we’re on different paths and far apart
you, with your [same] old happiness, me with mynjshold pain.

To summarize, Gomezanda’'s middle period of songpomition is marked by
new explorations with Jalisco writers and later xMan poets in general: he abandoned
his own song texts. Gomezanda demonstrated exearcaqually matching the poetic
mood with the mood with particular rhythmic folkrges within the context of art song.
He often retained an AABA song structure and keqitirg short songs, but began to
explore through-composed songs, as se@risto. Gomezanda’'s middle period showed

active productivity within a short two-year period.

187 Gabriel Pareyon, Diccimrio Enciclopédico de Misic&ne paragraph entry on Salon Music in
Mexico, p. 937.
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CHAPTER V
GOMEZANDA'S LATE PERIOD (1945-1961)

Gomezanda’s third and final period of compositi®ihis most sophisticated with
regard to the maturation of his overall vocal-piaonog style. He composed thirty-two
songs between 1945 and his death in 1961. Durisg#riod, the composer continues to
explore poets from all over Mexico. Many of thera &ttle known; however, for the first
time, he sets music to poetry by two internationegknown Mexican authors, Sor Juana
Ines de la Cruz, and Amado Nervo. Gomezanda alsgh$@ut the work of Mexican
female poets writing an unpublished song collecéntitiedEl pensamiento poético de la
mujer mexicangdThoughts of Mexican Female Poets). Songs dunsi¢ake period are
based on themes of love rather than nationalisticfalk themes.

Musically, the songs of this period continue tdobef but are now almost
exclusively through-composed. One exception isthrgSoy Mexicanawith a theme of
Mexican patriotism using @ncherastyle original song in AABA format. Gomezanda’s
voice and piano parts are more delicately interdgim this last period of composition.
During his final years, Gomezanda integrates, ezgmland polishes the relationship
between his vocal parts, piano parts, rhythms,paratic expression. He synthesizes these
elements by consistently using a through-composed style. Legato, conjunct lines are
still important but he no longer crafts melodieshwa dramatic use of a wide vocal range
within a small amount of measures, as seen indrigest works. Songs in the late period

display constant slight melodic variations thatelep minutely from phrase to phrase,
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allowing the melody unfold as the song progresateer than presenting it, contrasting
it, and returning to repeat the original preseatatirhe melodies of his middle and late
periods are quite conjunct and continue to be iofigry importance in Gomezanda’s
compositional style.

Gomezanda also relied on song motifs instead odmealistic topics and/or
repeating rhythmic genres to organize his songs. @ample of this is his collection of
five songs entitledEl pensamiento poético de la mujer mexicéRlaoughts of Mexican
Female Poets). He allows the poetry of the womealtdhe story and focuses instead on
the music as a reflection of the poetry. In thissse the stories of the women are their
own nationalistic topics. The set was probablytentbetween 1946-1951, although
some of the songs are not specifically dated. Stmgghrough five are written in a
similar vocal-piano style that flows easily fronngoto song despite mood changes.
Gomezanda chose little-known female poets excegh&ofirst song. His opening song
features a lovelorn text about a woman in paintemiby Mexico’s top female poet,
author, scholar, and feminist, Sor Juana Inés @rua (1651-1695). In keeping with the
time period of the text, he composed the songseve@nteenth century style. The other
four songs in the collection have an early tweht@gntury romantic sound with hints of
early tonal Debussy and occasional enharmonicssHifte first song is a full three-page
piece, while the last four songs are only one t pages long. The set takes
approximately twelve minutes to perform. This cdlien represents the composer’s
mature and sophisticated classical art song dtglstyle is transitional in that both
modern and romantic music elements are presentsdings are lush and introspective,

united by intimate descriptions of various mentatess or moods of unrequited love.
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Each song may be sung independently but aparttinerfirst song, which evokes a neo-
barogue and non-romantic style, the songs flow a&h unit. They are remarkably
delicate with a generally smooth, constant legaxoept for song number one. Song
number one is entitleDétenteand has a modified strophic structure. Its opening

instrumental and vocal phrases are illustratedxianiple XXXIV.
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Ex.XXXIV: Opening ofDetentein neo-Baroque style set to a poem by Sor Juagmade

la Cruz.

All the rest of the songs in the set are througmjoosed without relying on particular
rhythmic genres as nationalistic topics. For exanipl song number two in the

collection, entitledA una GolondringTo a Swallow), Gomezanda focuses upon painting

images of the swallow in flight. Example XXXV illtrates his use of continuous, quickly
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moving piano figurations, lightly flying under tvecal part instead of a rhythmic genre
creating the mood.

In the text, the singer asks the swallow whatiesphim to take flight. Notice
that Gomezanda bypasses an introduction for teetfine. Also, his through
compositional style evolves out of the text itsédf;, example, in measure eight, the
second six-bar phrase begins with a melodic vanatiat jumps later in the measure.
This perfectly matches the more important textualdraurora (dawn). In Example
XXXV, the piano part oA una golondrinas always moving forward in continuous
motion, a contrast to the previously mentioeztente a serious, staid, sorrowful, and

highly structured song.
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A una golondrina

Music by Antonio Gomezanda

Andantino Lyrics by Margarita Sanchez Pardo
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Ex.XXXV: A una golondringTo a Swallow) opening depicting romantic piano
figurations resembling a bird in flight.

The only respite from the singer speaking to thell®mw in flight comes between
measures 24 and 27 when the singer ponders fongentdnternally. This is depicted in
the following text as well as Example XXXVI.

¢, Quién tener alas pudiera? Para seguirte en elovuel



(Who with wings could [do this] to follow you ini§ht?)

21
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Ex.XXXVI: A una golondrina Piano figurations briefly pause depicting thegsinin

thought.

One of Gomezanda’s most dramatic and beautiful calidepictions appears at

the end of the sond, una golondrinan Example XXXVII from measures 31 to 35. For

the finale, Gomezanda continues the same brilparto pattern one octave higher
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visualizing the swallow flying high as the singsks: Qué te hizo llegar al cied

(Literally: What caused you to reach the sky? Raditi: How did you reach heaven?).

A una golondrina
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Ex.XXXVII: A una golondrinaPiano part illustrates the swallow reaching heave

One of Gomezanda’s liveliest song settings fronfdmnsale poet song set entitled,
A las Diez(At Ten O’Clock). It is the culminating fifth sorig the set of five songs.
While A las Diezhints of an ABA format, it is actually through-cooged, as the many
repetitions are always slightly varied. The vaaas are both rhythmic and melodic, with
the rhythmically repeated chord expressing therigkf the clock. The opening four-
bar piano introduction features the “cuckoo” ofia@ announcing the time. Gomezanda
uses the tritone interval to denote the cuckodls \éhen the text begins, the piano

accompaniment maintains a light texture and as#mee time has a gaited rhythm of a
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horse trot, which highlights the excitement of $iveger’'s message. The text dictates the
piano introduction, melody, and rhythms.

In the piano introduction illustrated in Example XXIII, an identical chord
repeats ten times with tenuto markings that crregeffect of a resounding clock
striking ten. When the vocal melody begins in meadu, the accompaniment texture in
the piano part lightens with an expressive lillpwing the voice to shine with the
excitement and anticipation expressed by the tettie following phrase;

Al dar el reloj las diez, ha llegado por fin mi adwa
When the clock strikes ten my lover [will have] §harrived

The vagueness of the verb tenses written by theipagentional. Both the piano and
voice shine equally in this song, as depicted erbibitom vocal and piano lines in

Example XVIII.
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A Las Diez

Music by Antonio Gomeznada

Allegro Lyrics by Maria Enriqueta
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Ex.XXXVIII: A las Diez(At Ten O’Clock), mm. 1-14 featuring word paintinga
cuckoo clock and light textured rhythmic piano anpaniment to the vocal entrance.

In the ensuing Example XXIX, the song conclude®bge again repeating the

resounding ten piano chords once again depictiaglitck. This time the singer holds

out a climactic high note in joyous anticipationnoéeting the beloved at ten o’clock. The
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cuckoo rhythm from the introduction is once agaiesent prior to the ten chords but
without the tritone interval, perhaps indicatingdeension or anticipation about the
possible impending meeting. Gomezanda purposels pleth and reflects the warped
sense of time described in the text of the poermadmjusing the listener as to whether the
singer’s lover is living or dead and/or awake araining, and whether the relationship is
about the past, present or future. The cuckooeabéiginning and end of the marks the
passage of time, yet the poem stays in preserg tamd never confirms if they have met
before, are meeting, or are to meet in the fufline. entire song might even be an
imagined fantasy about a person one is convinoggrtiust meet, will meet, or are now
meeting. Gomezanda’s use of the cuckoo alertagtemeér to the issue of time from start
to finish. A comparison of the beginning of the gam Example XXXVIII with the end

of the song depicted in Example XXXIX, illustratesw well constructed this short song
is with the well-linked similarities between theaspng and finale. One of the only
differences is that the repeated ten chords aredséd the end in 2/4 meter, giving a more

heightened exhilaration and faster feel to theadrttie song.
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Ex.XXXIX: A las Diez(At Ten O’Clock), mm. 52-63. The sorglas Diezfeatures a
pictorial announcement of a clock with a cuckoorgbsimilar to the introduction,
followed by the same ten repeated chords.

As previously stated, during Gomezanda’s last peihn® composed one final
rancherastyle song in AABA form entitle®oy MexicanaThe song is strophic and
Gomezanda also wrote the text. He employsdhehera valseadahythm as a
foundation for the song as depicted in Example dédn¢herastyled waltz). This song
might be consisdereed an aberration because ddontgezanda’s late period he focused
more on through-composed songs. The song hasditd@gement with stock I-1V-V
typical rancherachords and a very basic piano accompaniment asar@apo earlier

rancherasongs such @&emedios para un amor Corrido of Higaditos He may have
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written the song on a whim or in a rush. Despits, tthe song is just as entertaining as
his previougancherg Corrido de HigaditosGomezanda once again evokes humor with
a poem about an independent woman. According tantid Gomezanda, the actual
woman was “Charito” Rosario Granados, a friencheffamily and aspiring actre¥¥.

The song is strophic featurng two eight-bar peridl a chorus, which was probably
intended to repeat although this is not markedusts four-bar phrases throughout with
no variations. The song does not show any of tepagred modulations he innovated in
Corrido de HigaditosNevertheless, the short, four-bar introductiothatbeginning
shows off a violin flavored solo in the right haofthe piano, and the left hand of the
song is marked with staccatos, once again depistiiigg accompaniment in typical folk
rancherastyle.

Gomezanda’s text fddoy Mexicanas thoroughly entertaining. The poem
describes a liberated and career driven Mexicanavowho is knows her Mexican
identity and how to have fun, yet can still filletihole of the virtuous Madonna with an
occasional prayer. Her last line is indicative shadern woman who asks if there is a
man who is brave enough to follow her (insteachefdther way around);

Soy Mexicanay libre con alas para volar
Canto y bailo jarabe mas yo también sé rezar.

I’'m a Mexican woman and free with wings to fly
| sing and dance the jarabe but | also know hopréy.

The last line of text is:
A ver si hay un valiente que me quiera acompanar.

Let's see if there is a man brave anough to accasnpee.

188 yolanda Gomezanda, Personal Interview, March 2520
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During the course of this song, Gomezanda also snaerences to two familiar
Mexican topics, including swallows, along with #govementionegarabe dance. While
in 1953rancheraswere no longer a central part of the composegisvre the presence of
this song demonstrates the continuity of Gomezanidaals through his three

compositional periods.
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Ex.XL: Soy Mexicanalntroduction and eight measure phrases.
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CHAPTER VI
CONCLUSION WITH GOMEZANDA’S CONTRIBUTION

Gomezanda’s Mexican songs provide evidence ohaistent and important flow
of nationalistic song composition during the finsif of the twentieth century. He
represents a solid part of a larger nationalisbwement dictated by the post-
Revolutionary government for education and the Mitssically speaking, he learned
from, continued, and developed the nationalisteaglof his teacher, Manuel M. Ponce,
who initiated his ideas as early as 1913. Deshaddct that Gomezanda’s main
compositions were instrumental, his laggivreof over ninety songs documents an
active presence of a second-generation of nat&irationgs in Mexico City between
1920 and 1950.

Gomezanda’s compositional style was derived fragrotvn life experience in
Lagos de Moreno, Jaisco, Ponce’s alobe-mentiondyl mationalistic influence, the
Revoution itself, and later encouragement from Germusicians in Europe. He lived
off his teaching at the Gomezanda Institute, atsdtont at the Conservatorio nacional de
musica as a teacher, and some performance incoiteesetf-publishing his early songs.
Gomezanda did not receive the compositional oppdrés of his colleague and friend,
Manuel Esperdn, in the film industry. At the sanmeet, however, he was free to compose
in the style and flavor that he wished without fidleadlines. He chose nationalism and
stayed close to tonal expressions, as it allowedthiexpress the simplicity and realism

of everyday people’s lives in contrast to moderni$ims became a stark contrast to
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Carlos Chavez’s later reigning non-tonal moderstige including exotic Aztec ideas in
larger musical genres. As a government represeatafiMexico, Chavez gradually took
over Mexico’s music scene using the brand nameatbnalism in the name of
modernization, but composing in modernist stylehwaihly a limited number of art songs.
By contrast, Gomezanda composed with a blendedpalrgpatriotic style that happened
to fit into nationalism’s earliest music ideals.

Gomezanda’s songs capture Mexican culture, langukgee, song themes, and
poetry of everyday people. His texts rely primaalycostumbrismahemes, topics, and
writers that celebrate regional customs, and lez tiraws inspiration from other
Mexican poets. In this manner, Gomezanda highliffesmportance of Mexican
identity in his music.

He pursued a tonal nationalistic song style througlhis life despite the
emergence and popularity of other musical styléss demonstrates his personal
dedication to Mexican song style, above and beydeaxlico’s post-Revolution
promotion of themestizeblended culture through nationalistic depictidds.was one of
Mexico’s only composers of his time to focus almestlusively on song composition in
only the Spanish language witiincheratopics. The nationalistic movement included a
large scale promotion @dncherasongs as a construct to define Mexico’s identitgra
the Revolution. The nationalistic style was alspamant to Gomezanda as it reflcted his
upbringing and a natural, realistic part of hissomal identity.

The genre of solo song is particularly well suitedsomezanda’s highly melodic
and topical nationalistic style, and his songs wva@ut of his piano solos. This reflects

his lineage in history as part of a larger Mexicamantic classical piano tradition.
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Despite Gomezanda’s stronger background in solwopiausic, he used the spoken word
through song to highlightostumbrismdopics with rich storytelling about regional
culture. He gradually stopped writing his own lgreometime between 1931-1935; yet,
he never took his gaze from Mexico in song compmsitHe also never stopped writing
songs although he slowed down during the last égamsyof his life. Gomezanda
continued writing short songs even while devotimyetime composing in other
mediums.

Gomezanda’s three periods of composition demorstrgradual and linear
evolution fromrancheratopics in song into a mature through-composedopeiisstyle of
art song composition. He expertly mixed art song) fatk styles elements with more
knowledge than most classical composers atamgherarhythms and style. Gomezanda
demonstrated expertise in combining unique rhythmatodic and genre elements of
Mexican style with the song text. He was exceptignaell suited in combining
rancherastyle with his orchestration training from Berloreating full-sounding
mariachipiano-vocal arrangements in his songs, along @atbrful depictions in his art
songs.

In commenting on Gomezanda’s compositional style Ricardo Miranda said
the composer “developed his own nationalistic lagguthat oscillated between romantic
and modern expression¥®Miranda’s comment may have applied specifically to
Gomezanda’s piano and orchestral works. Gomezasdags do not reflect oscillation,
however, as they are virtually all nationalisticaiblended transitional style that includes
both romantic and modern elements: romantic ided®eal cantoexpression,

Impressionismgancherasong styleand other folk rhythms. Gomezanda relied primarily

189 Ricardo MirandaManuel M. PonceEnsayo sobre su vida y obi38.
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on romantic nationalist expressions in his earky mmddle periods of songwriting.
Gomezanda found numerous novel ways to balanceligonship between poetry,
rhythmic genrebel cantomelody, and the music. Gomezanda’s earliest songs
demonstrated his natural talents in piano virtypsitit this changed as he sought to
better incorporate and balance nationalistic topits stories within his songs. He often
allowed the rhythmic genre to create a specific dhad take precedence over poetic
depth, creating emotional depth in a syncretic neamith a folk-classical blend. With
the exception of thPoema de la Rossongset and_evantate his material is
comfortably tonal wittbel cantoarched lines.

In his earlier periods, Gomezanda focused uportieeeaays to identify Mexico.

Some Gomezanda Mexican topics include the following

. Nationalistic themes, such as the s@woy mexican@ am a Mexican
Woman)

. Characters, for example his sdPlggaria de una indita a la virgencita
morena(Prayer from a Indian Girl to the Dark-skinned \firgabout the
revered Mexican Virgin of Guadalupe

. Tempo and stylistic markings, for exampdp ranchero

. Rhythmic genres, such eanchera valseadaancherawaltz rhythm, or
corrido-Mexican narrative ballad

. Costumbrismpa literary style that featured local customs everyday
people

. Mexican poets, including himself

. Colorful mariachistring orchestration in piano arrangements
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. Mexican pre-Columbian topics translated into Nahwéh his Seis
Canciones Aztecas

. Occasional religious themes with the s@rgsto andPlegaria de una indita
a la virgencita moren&Prayer from an Indian Girl to the Dark-skinned
Virgin).

. Reliance on Spanish language, except for one segiefCanciones Aztecas

in Nahuatl

. Linguistic register play to personify charactews, éxample, théendita

(Indian Woman) in the above mentioned sdPiggaria de una indita a la
virgencita morenas presented as a simple Indian woman through the
composer’s use of simpler word choice and wordsimiskey letters
causing them to sound unfamiliar with Spanish agrth@ps more famiiar
with an Indian dialect.

Gomezanda’s Mexican topics highlight the imporiatgrsection ofancheras
and art songs, an important feature of second-g&oarnationalistic song. While
Gomezanda knew that the very foundation of hissatas musical training was
European, he freely used numerous identifiable fieditures to create songs that sound
uniquely Mexican in either crossover style or dsrancheras Mexican folk rhythms
were already used in Mexican salon music, but émsicuction of varied and layered
multiple topics with them was more unusual and ddtkpth to his work. The end result
is an expression of a larger, and richly- layerezkMan identity. Gomezanda’s patriotic
intent was to share Mexico with the world througlbrs vocal-piano vignettes. He takes

Mexico’s identity to new levels with his songs.
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Gomezanda’s late period of song composition reptessemore personal style
and perhaps his most sophisticated art song. Hedaba descriptive topics and uses
modern twentieth expressions while still incorporgitwo nationalistic elements, female
Mexican poets and romantiel cantolines. A twentieth century vocal-piano style is
visible in hisEl pensamiento poético de la mujer mexicamdten between 1946-1951.
In Gomezanda’s final vocal style, he synthesizesbings on a deeper level, allowing the
poet to lead him into pianistic, Debussy-like flogipiano and vocal expressions. The
union of text and music is most evident in thigisgt The poetry, vocal line, and
accompaniment are more equally balanced than Hiereariting. The harmonies are
more complex and song form is through-composedcrattan modified strophic or ABA
song form. Melodies continue to be conjunct andoahiehlly interesting wittbel canto
touches but phrases are less structured and @bldict

It is interesting that in Gomezanda’s late periedanote the topical nationalistic
rancherasongSoy Mexicandorty years beyond the advent of the Mexican Retioh
and the fervor of new nationalistic ideas. This Imigpdicate how closely aligned
Gomezanda’s personal values were with Ponce’snaligileas of nationalism and how
suited his ideas were to the simplicity of the slsong medium.

Gomezanda evolved gradually from the early useoocE’s structural format to
through-composed songs, from his comfort zone c@mpgasolo piano pieces to
idiomatic piano-vocal settings, and from writing lswn poems to setting texts by a
variety of poets. He wrote songs for forty-five gewithout leaving the genre, despite

it's secondary importance to his other compositions
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Gomezanda quietly contributed to the shaping of ifBexsong through his
ongoing monthly soirée and performance recitalgléxico City atSala Gomezandale
featured students and professionals in piano andlweorks between 1920-1950 and
taught several of Mexico’s future eminent perforspéncluding Maria Teresa Rodriguez
on piano, and opera singers, Maria Bonilla andfii@s&Cha Cha” Aguilar. This
demonstrates his leadership in an active Mexicy @#no-vocal scene. Many well-
known and local composers, poets, and singersdatteincluding Manuel and Clema
Ponce (Clema was a singer of French heritage)senggr Martha Mirasol, among
others. There is also evidence that Josefina “Ciel @guilar performed his music on
XEW radio, as well as in Buenos Aires, andata Gomezandan addition, Gomezanda
maintained an ongoing friendship with famed Mexitamor, José Mojica. Some of his
earliest songs featured dedications to well-knowexidan opera singers, for example,
the dedication to soprano Maria Bonillafofulladora Mexicanain 1932.

Further studies of Mexican singers, composers aaddng tradition would assist
scholars in assessing the contributions of secemggtion song nationalists in Mexico.
Scholarly study of Gomezanda’s musical contempesari all kinds of Mexican song
will help further the field. A further exploratiasf the intersection of the two styles
would offer more scholarly research on this fasinggtime in Mexican song history. A
deeper investigation into Gomezanda’'s unknown pamdisauthors could be illuminating,
as would a comparison with the various movementawflists and painters. A study of
select opera an@ncherasingers between 1920-1950 would also documentdheus

stylistic elements present in the crossover fi¢liflexican song at this time.
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The variety and eclectic mix of classical and fotid elements in Mexican song
during the early twentieth century has been astogn&omezanda’s other vocal
dramatic works certainly merit full research, miosportantly his operaanchera
written in 1929 under the nameldd Virgen de San Juaifo date, this work is the
world’s first operaancheraand is richly layered witlkostumbrismaopics through all
three acts.

Future stylistic comparisons and elaboration are suenrich and assist scholars
in better defining the field of Mexican song. Lattlvork has been done and valuable song
repertoire remains largely undocumented or outrioft pFuture publications and
performances of nationalistic songs would assisbises in better assessing the volume,
style, and texts of functions of songs during thiportant time in Mexican history. It
would also better promote Gomezanda’s originaligitrintent to share the beauty of
Mexican identity as seen through song. Given Gom#&'a lack of musico-political
involvement as compared to Chavez, one might betatdafely conclude that he
believed the beauties of the music itself shoufgessede musical-political, modernist,
racial and religious dogma, regardless of the timi@story.

Gomezanda’s deep commitment to Mexico’s song eses is evident, as seen
in his interest in depicting Mexico from so manylistic and topical angles. The sheer
volume of his almost one hundred songs alone,tie#lte conclusion that he left the
world a gift; a glimpse into the extraordinary mefss and abundance of Mexican

nationalistic song.
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APPENDIX A

TEN GOMEZANDA SONGS



Ten Song Selections
by Antonio Gomezanda

126

Title Song Description Original Key Transposed &y Gender

1. Alas Diez Art Song (Female Poet) Db Bb Both

2. Arrulladora Romanzar Song F D Both
Mexicana

3. Aunagolondrina Art Song (Female Poet) Ab F Both

4. Como una Cancion de PablpTenor Db Bb Male
amapolitd "

5. Corrido de Higaditos Corrido rancherastyle C A Both

6. Cristo Religious (Laguense poet) Bm C#m Both

7. Plegaria Prayer to the Virgin G F,C Femaié

8. Soy mexicana Rancheran waltz rhythm Bb D Female

9. Tiernamente Tender Classical Ballad Eb C Both

10. Vieja Cancién Habanera(Laguense poet) Em Cm Both

70 Aria from MariacheéSong

"1 plegaria de una indita moreneould be sung by a man if the gender pronounsesxrsed.
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SONG #1 -A las Diez(Art Song by Women Poets) — Original Key Db

A Las Diez

Music by Antonio Gomeznada

Lyrics by Maria Enriqueta

Allegro
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A Las Diez
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SONG #1 -A las Diez(Art Song by Women Poets) — Key Bb

A Las Diez

Music by Antonio Gomeznada

Lyrics by Maria Enriqueta
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A Las Diez
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SONG #2 -Arrulladora Mexicana (Romanzaor Song) — Original Key F

A Maria Bonilla

Arrulladora Mexicana

Para Canto y Piano o para Piano solo

Antonio Gomezanda

[Arranger]
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SONG #2 -Arrulladora Mexicana (Romanzaor Song) — Key D

A Maria Bonilla

Arrulladora Mexicana

Par nto y Piano ra Piano sol :
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SONG #3 -A una golondrina(Art Song by Women Poets) — Original Key Ab

A una golondrina
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Antonio Gomezanda

Lyrics by Margarita Sanchez Pardo
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SONG #3 -A una golondrina(Art Song by Women Poets) — Key F

A una golondrina

Music by Antonio Gomezanda

Andaniiio Lyrics by Margarita Sanchez Pardo
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PLEGARIA
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PLEGARIA
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PLEGARIA

alargando un poco

a liempo
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SONG #8 -Soy Mexicana(Rancherain waltz rhythm) — Key Bb

Soy Mexicana

Antonio Gomezanda
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2 Soy Mexicana
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* Juanita Ulloa added a coda as an ending for the song, along with the suggestion to repeat the final four lines to get
the public involved. Also, the words “Guatemala, Argentina, Venezuela, Rio Janeiro, or Buenos Aires” can be

substituted for “Puerto Rico.”
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SONG #8 -Soy MexicanaRancherain waltz rhythm) — Key D"

Soy Mexicana
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17 Read vocal line one octave below for a femaleharerange in popular key.
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2 Soy Mexicana
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* Juanita Ulloa added a coda as an ending for the song, along with the suggestion to repeat the final four lines to get
the public involved. Also, the words “Guatemala, Argentina, Venezuela, Rio Janeiro, or Buenos Aires” can be
substituted for “Puerto Rico.”
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SONG #9 -Tiernamente(Tender Classical Ballad) — Original Key Eb

Tiernamente

Music and Lyrics by Antonio Gomezanda
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SONG #9 -Tiernamente(Tender Classical Ballad) — Key C

Tiernamente

Music and Lyrics by Antonio Gomezanda
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SONG #10 -Vieja Cancion(Habanera Laguense poet) — Original Key em

Vieja Cancion

José Villalobos Ortiz

Antonio Gomezanda
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Poetas Laguenses
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-Second verse adapted by Juanita Ulloa
from A.G. description of the evening his
“brother” first heard poetry
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SONG #10 -Vieja Cancidén(Habanera Laguense poet) — Key cm

Poetas Laguenses
16 - Jose¢ Villalobos Ortiz
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2 Poetas Laguenses
16 - José VillalobO},Ortiz
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Poetas Laguenses 3
16 - José Villalobos Ortiz
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-Second verse adapted by Juanita Ulloa
from A.G. description of the evening
his “brother” first heard poetry
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APPENDIX B

TRANSLATIONS AND INTERNATIONAL PHONETIC
ALPHABET (IPA) FOR TEN SONGS
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Ten Gomezanda Song Translations and International
Phonetic Alphabet

(Line two is a phonetic guide for pronunciation mernational Phonetic Alphabet [IPA].
A literal translation is provided in line three dirte four is an idiomatic English
translation.)

1. Alas diez
(At ten o’clock)
[a las dgs]
Text by Maria Enriqueta
Music by Antonio Gomezanda

Al dar el reloj las diez, ha llegado, al fin, mi arado...

[al dar €l re'lox las dgs ake'ga & al fin mi dma &]

When the clock strikes ten, has arrived, at lagt|ove...

When the clock strikes ten, my love, at last h#idtave arrived...

Hoy por la primera vez, en mi oido han sonado lasiek!
[0 por la primeralkesen mi o'i do an 9'na & las dgs]
Today for the first time, | have heard it strikalte
Today for the first time, | heard it strike ten!

Hoy por la primera vez el reloj ha sefialado las é&z!

[0i por laprimera kzselre'lox a € pja’la d las ges]
Today for the first time, the clock (hands) stoppéten!
Today for the first time, the clockhands turnedketo o’clock!
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Con un lapiz encarnado, suavemente he subrayado ehgran reloj las diez.
[kon unla pisen karna & swa \t'men te € supra’‘ja t en el gran &'lox las des]
With an incarnate red pencil, softly | have undwetl ten o’clock on the big clock.
With my blood-red pencil, | have softly underliried o’clock on the big clock.

O dulce significado  de ese niumero anotado!
[o'dul = sig ni fi'ka & de’e $'nu e ro a nota ]
Oh sweet significance of that number written out!
Oh sweet significance of that number written out!

Ved su leyenda: “A las diez, a las diez volvié ehaado.”
[Bed su léjen da alasjds alas @s Pol ' Bjo el a'ma &]
Read the inscription: “At ten, at ten the loveureed.”
Read the inscription: “At ten, at ten the loverugted.”
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2. A una golondrina
(To a Swallow)
[a'u na @ lon'dri na]
Text by Sanchez Pardo
Music by Antonio Gomezanda

Avecilla encantadora ¢qué te impulsa?
[ape'sikaen kan tddo ra ke te im'pul sa]

Little bird enchanting, what impels you?

Little enchanting bird, what impels you forward?

¢, Qué te lleva a volar cuando la aurora sobre elelo azul se eleva?
[ ke te 'Ke Pa apo’larkwan do la auro ra'so bre €l 'sje lo a'sul & €'le pa]
What carries you to fly when the dawn over the gk rises?

What makes you take flight when dawn breaks oeeblile sky?

¢, Qué forja tu fantasia para que vayas cantando?

[ ke 'for xa tu fan ta si'para k 'bajas kartan o]

What forges your fantasies so that you go forthyisigr?

What moves your dreams forward causing you to gogabinging?

¢Queé te llena de alegria? ¢Queé dicha estaras sodaf?

[Ke te'Adenadalk'gria Ik 'ditfaestdras sopan o]

What fills you with joy? What happy things mightube dreaming about?
What fills you with joy? What happy things might Y@ dreaming about?

Quién tener alas pudiera para seguirte en el vuelo
[kjen 'te'ner'a las pudje ra'pa ra s'gir te en el 'vwe |o]
Who having wings could follow you in flight

If one could only have wings so to follow yourtttig

y conocer la quimera que te hizo llegar al cielo.
[ikom'serlakimera ke te'iso Ae'gar al'sje 1o]

and to know the chimera that helped you arrivhatsky

and to know the chimera that opened the way fortgamach heaven.
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3. Arrulladora mexicana
(Mexican Lullaby)
[arruka & ra ne xi'ka naj
Text and Music by Antonio Gomezanda

Si dos con el alma se amaron en vida

[si dos kon el "al ma s ama pn en'Bi da]

If two people with their souls loved each othelifi@
If a couple has loved in life with their souls.

Al fin se separan en vida los dos.

[al fin se s¢'pa ranen’Bi da bs s]

They finally separate in life both of them.
The two finally separate, also in life.

iDios mio es tan grande la pena sufrida
[djos'mi o es tarigran d& la'pe na sufri da]

My God, it's so big the sorrow suffered

Oh my God, the pain I've suffered is so big

Que nada es mas triste que un ultimo adios!
[ke'na daes mastris te ke un 'ul ti mo a dps]

That nothing is sadder than a last good-bye!
That nothing is sadder than saying the last adios!

Amar se promote amarse se jura

[a'mar & pro'me te amar $ s'Xu ra]

Love is promised, swearing to love each other
Love is promised, swearing to love each other

Y en esa palabra se dice: jAdios!

[i en'e sa pda bra s'0i sc & djos]
And in that word is said: Adios!
And in that word: the word is Adios!

iDios mio es tan triste para una alma herida
[djos 'mi o es taritris te'pa rdu na al ma &'ri da]
My God it's so sad for a wounded soul

My God, it is so sad for a wounded soul,

La pena sufrida en un ultimo adios!
[la’pe na sufri da_en unul ti mo_a dps]
The sorrow suffered in a last good-bye!
the sorrow suffered in a last good-bye.



4. Como una amapolita
(Like a Little Poppy Flower)
['ko mo_u'na_ma p'li ta]
Cancion de PablgPablo’s Song)
Text and Music by Antonio Gomezanda
SeltPublished as Independent Song; also
Aria #3 Act Il Rehearsal numbers 32-42

Como una amapolita que de verla se deshoja.
[‘ko mo_u'na_ma p'li ta ke de'Ber la & des's xa]

Like a little poppy flower that upon seeing hert petals fall off.
Her petals drop off like a little poppy flower whiesee her.

Asi erala nifita que a mialma se acercé
[a'si_’e ra la ni nini ta ke_a mi'al ma s_a setko]

That was the way my little girl to my soul camesgo
That is how my beloved came so close to my soul.

Diariamente me besaba su boquita encantada

[dja rja'men te me be'sa ba s§o'ki ta_en kanta da]
Every day she would kiss me her enchanting mouth
She would kiss me every day with her enchantinghmou

y al irse sonriendo me tiraba otro besito.

[i_al'ir se son'rjen b me ti'ra bao'tro Be'si ]

and upon leaving smiling she would throw over aep#tiss
and upon leaving with a smile she would throw matlaer kiss.

Su dulzura y su inocencia encantaron mi esiin
[Ssu dulsu rai su_j no'sen sjaen karita mn mies'pi ri tu]
Her sweetness and innocence enchanted my spirit
Her sweetness and innocence captured my spirit

y la nifia, sin saberlo se aduefiaba de mi ser.

[i la'ni pa sin s&er lo se_a dwe'na ba @ mi sr]

and the girl without knowing it took charge of mgiihg
and before | knew it | was completely taken by ¢ml.

iPasaron diasy dias yjamas la volvi a ver!
[pa’'sabn'diasi'diasi xamas lasol 'vi_aser]

Days and days went by and | never saw her again!
A long time went by and | never saw her again!
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La busqué por todas partes y nunca, nunca, la encta.
[la Bus ke por 'to daspar €s i 'nuy ka'nuy ka la_en kon'tre]
| looked for her in many places but never, neventbher.
| looked for her everywhere but never, never folued

¢, Se murio la amapolita?

[se mu'rjo la_ama p'li ta]

Did it die the little poppy flower?
Did my little poppy flower die?

Sus besitos encantados los dard sin duda algun
[sus lz'si bbs en kanita ds bs ddra sindu da al‘gu na]

Her enchanting kisses would she give without a toub
Would she give those enchanting kisses withoutiatdo

¢A otro hombre como a mi?

[a_ "o tro_"om bre'ko mo_a mi]

to another man like me?

to another man the way she gave them to me?

Ya no pienso mas en ella porque en el alma la lev
[ja no'pjen © masen 'eka 'por ke_'en el 'al ma lake bo]

| don’t think more on her because in my soul | gdrer
| no longer think about her because | carry hemig soul

iTan tiernita y tan chiquita me olvidd como mujet

[tan tier'ni ta_i tan tfi'ki ta ne_ol vi'do'ko mo muxer]

So tenderly cute and so cutely small she forgotikeea woman!
So cute, tender and so small she forgot me, jkestdiwoman!
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5. Corrido de Higaditos
(Corrido/Ballad ofHigaditog
[Ko'rri &o @_ j gadi tos]
Text and Music by Antonio Gomezanda

Dedicated to Gomezanda’s personal friend, Germanisalesigner, Richard Hasse-
Held, who immigrated to Mexico, never left, anddme part of the Gomezanda family.
Higaditos is an imaginary name.

Higaditos sali6 de Alemania y hasta Méxiceino a parar.
[i 4/a’'di tos sa'ljp de_a le ' mapja i_ 'as tame xi ko 'Bi no_a pa'rar]
Higaditos left Germany and to Mexico came to stop.
Higaditos left Germany and came to live in Mexico.

Entendi6 muy prontito el idioma

[en ten'djo ‘'mui pon'ti to_el 1'djo ma]

He understood very quickly the language
He learned the language quickly

Y en un mes aprendio a gritar.
[i_en un mes a pen’'djo a gritar]
and in a month learned to yell.
and within a month could do the Mexican yell.
[Mexican yell is also calledrito]

Si en la mesa le sirvekartoffel

[si_en la'me sa E'sir Ben karto fel]
If at the table they sirve hikartoffel
If they serve him a meal with Kartoffg¢German: Potato]

Pumpernickel y vino del Rhin,
[pum ger'ni kel i'Bi no el rin]

Pumpernickel and Rhine wine,
Pumpernickel and Rhine wine,

Le dan nauseas y grita indignado “jQue me manden ttlla con sal!”

[le dannau sas igritgndigna® ke me'man dn torti ya kon sal]

It gives him nausea and he indignantly yells “Seredover tortilla with salt!”
he gets nauseous and, indignantly yells "Bring oréltas with salt!”

Festejando el grito del quince,

[fes &'xan & el Ari to del 'kin ]

Celebrating the yell on the fifteenth,

Celebrating the Independence Holidays on Septetiitér,



Fin del afio y la Navidad

[fin del'ano i la nafi'dad]

end of the year and Christmas
the end of the year and Christmas

Canta y baila los “Lieder” de Prusia
['kan tg'bg lalbs 'lider & 'pru ga]
he sings and dances Lieder from Prussia
he sings and dances Lieder from Prussia

entre estrofas del himno de aca.
['en tre_es'tro fas dl_'im no de a'ka]

between verses of our anthem from here.
In between verses of our anthem here.

Quiere mucho a las mexicanas
['kje re'mutfo a las na xi'ka nas]
He loves a lot Mexican women
He loves Mexican women a lot

porque dice que saben amar
[por ke 'Oi s ke 'sapen_a mar]
because he says they know how to love
because he says they know how to love

Y canta la “jFalentinal”

[i 'kantala fadn'ti na]

And he sings La “F"alentina

And he sings La “F"alentina

[Valentinais a famous Mexican song; here a German “F” ised{ld

terminando con “Schalf, Kindchen, Schlaf.”
[ter mi'nan & kon flaf 'kin tfen flaf]

finishing with Schlaf, Kindchen, Schlaf
[German: Sleep, Children, Sleep].

Se quemo con el sol de Acapulco
[se ke'mo kon el 91 de_a kapul ko]

He burned himself in the sun froAtapulco
He burned himself in the Acapulco sun

Se espind por subirse alopal

[Se_es pi'no por suBir se_al nopall

He pricked himself trying to climb @opal [cactus].
He pricked himself climbing a cactus
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Y quedo lleno de mataduras
[i ke'do ’ye no e ma tadu ras]
and was left filled with bruises
And he covered himself with bruises

Por querer presumir de charrear.
[por ke'rer pre su mir  tfa’rrear]
For trying to be a charro.
pretending to be charro.

Con todo esto el buen Higaditos

[kon'to do_es b el bwen_i ga di tos]
With all this good Higaditos
Despite all this good Higaditos

Muy contento en México esta
[muj kon'ten t en'me Xxi k_es'ta]
is very happy in Mexico

is very happy in Mexico

Y no piensa volver a Alemania
[i no'pjen sa Pol Per_a_ a k'ma nja]

And he’s thinking of not returning to Germany
And he has no plans to return to Germany

Porque tiene un amor por aca.

[por ke'tje ne_un amor por akal]
because he has a love over here.
because he has a girlfriend over here.
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6. Cristo
(Christ)
[ 'kris to]
Text and Music by Antonio Gomezanda

Cuando la duda sin piedad me azota y va mi fé
['kwan o la 'du da sin pj'dad m aso taiva mi ]
When doubt without any pity hits me and my faitavies me
When, without mercy, doubt assaults and my faghpmpears

como barquilla rota sacudida por el impetu vianto.
[ 'ko mo barki £a’ro ta sa kudi da pr el 'im pe tuBjo’len to]
Like a broken ship tossed about by force thataevit.
Like a broken ship tossed about by violent force.

Cuando en el fondo de mi pecho
['kwan b en el 'fon b de mi'pe tf5]
When, in the depth of my chest
When, deep in my chest

siento extinguirse el fulgor de mi esperaaz
['sjen b eks tin'gir sc_el ful 'gor de mi_es px'ran sa]
| feel the extinguishing ardor of my hope.

| feel the ardor of my hope dying.

Radiando magestad, tranquilo y lento
[ra’'djan & ma gs'tad tranki lo i ‘len to]
Radiating majesty, quiet and slowly
Radiating majesty, quiet and slowly

Cristo hacia mi por sobre el mar avanza

['kris b 'a sja mi pr'so Bre_el mar dpan sa]

Christ towards me over the sea advances

Christ advances towards me (walking) over the sea

Y se calman el piélago y el viento.

[i se 'kal manel 'pje la g i el 'Bjen o]
And calm the storm and the wind.

And the storm and wind become calm.
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7. Plegaria de una indita morena a la virgencita morea
(Prayer from an Indian Woman to the Dark-skinnexyvi)
[ple'ga fja &'u na indi ta a lasir xen'si ta mo & naj

Text and Music by Antonio Gomezanda

Ay Virgencita de Guadalupe
[ Bir xen'si ta d ywa dalu pe]
Oh, Virgin of Guadalupe

Oh, Virgin of Guadalupe

Ay cuanto sufro por culpa d’el!
[a'kwan b’'su frn por'kul pa dl]

Oh, how much | suffer because of him!
Oh, how | suffer because of him!

Haz que s’enmiende y que sea bueno
['as k& s=n'mjen de i ke'se a’'Bwe noj
Make him well again and that he be good
Heal him and make him be good

y que no quiera a otra mujer.

[i ke no 'Kkje ra do tra muxer]

and that he not love another woman.
And don’t let him love another woman.

Ya que le diste tamafios ojos

[ja ke le "Ois & ta'anos's xos]

Since you gave him those big eyes
Since you gave him those big eyes

y esas fuerzotas y ese querer.

[i 'e sas fwer'so tas ie s ke'rer]

And that big strength and that love

And that awesome strength and that special love.

Hora lo cuidas y lo acompafias

['o ra b'kwi das i la_a kom'panas]

Now take care of him and accompany him
Now take care of him and accompany him

para que me ame como Yo a el.
['paralk me'a me'ko mo jo aell

so that he will love me like | do him.
So that he'll love me as | love him.
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Ay Virgencita de Guadalupe!
[a] Bir Xxen'si ta & ywa dalu pe]
Oh, beloved Virgen of Guadalupe!
Oh, beloved Virgen of Guadalupe!

Si es mi destino que no sea todo,
[Si €S mi cES'ti No ke no "se a'to do]

If it is my destiny that he not be all,
If it is my destiny that he not be

todo, todito, todo pa’'mi,
['to do to'di to'to do pa mi]
all, completely, all for me
completely all for me.

Que solamente atile vea que unicamente cortig esté
[ke = la'men te atile'Be a ke_u ni kamen te kon'ti go_es'te]

That he see only you and be only with you
That he see only you and be only with you

Aunque te quiera mas que a mi.
['aun ke te 'kjera mas &k a mi]
Even if he loves you more than me

Even if it would mean he loves you more than me.
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8. Soy mexicana
(I am a Mexican Woman)
[Soi me xi'ka na]
Text and Music by Antonio Gomezanda

Soy mexicana y libre con alas para volar
[soi me xi'ka na ili Bre kon'a laspa rafo’lar]
| am a Mexican woman and free with wings to fly.
| am a free Mexican woman with wings to fly.

Canto y bailo jarabe méas yo también se rezat’
['kan b i'Baj b xa'raPfe mas p tam'bjen s re'sar]
| sing and dance the jarabe but | also know hopréy.
| sing and dance the jarabe but | also know hoyrtoy.

Tengo pasion por las flores. Mucho me gusta reir
[ 'ten go pasjon por lasflo res ‘'mutfo me'gus ta £'ir]

| have passion for flowers. A lot | like to laugh.

| am in love with flowers. | love to laugh.

Sé comprender los amores. Las penas huyen de mi.
[se kom pren’der bs amo res laspe nasu jen de mi]

| understand about love. Sorrow runs away from me.
| understand about love. Sorrow runs away from me.

Golondrina que voy por los aires desde el Norte s&a el Sur?’®
[go lon'dri na ke Boi por los'aj res'dez de_el 'nor te'as tael sur]

Golondrina** | am flying through the air from theokth to the South.
Golondrina** | am flying through the air from Nortto South.

Ando buscando un campito donde poder anidar.
['an o Bus kan do kam'pi to'don de po'der a nidar]
I’'m looking for a little camping place where | caast.
I’m searching for a little place to nest and cal mwn.

El hombre que a mi me ame ha de ser fuerte y forrha
[el'om Bre ke ‘a mime'ane a & ser 'fwer te i for'mal]

The man who loves me should be strong and courteous
The man who loves me should be strong and courteous

"5 TheJarabeis a popular Mexican national folk dance and rhyithgenre dating back to the nineteenth
century.

178 Golondrinais a swallow. In Mexican songs one commonly retoiswallows or doves to solve
problems related to love. Two song examplesGareurrucucu PalomandPaloma negra.
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para que haga conmigo un calientito hogar.
['parak'agaln' mig un ka lgn'ti to_o gar]

so that he can make with me a really warm home

so that we can create and share a warm and cozyehom

Quiero tener mi casita cerca muy cerca del mar

['Kje ro te'ner mi ka'si taser ka my'ser ka &l mar]

| want to have my own little house close, very elts the sea
| want to have my own little house close, veryekosthe sea

bajo esbeltas palmeras en un pais tropical.
['ba % es'bel tas palme rasen un pais tro pi‘kal]

under slender palm trees in a tropical country.
under slender palm trees in a tropical country.

Puerto Rico me gusta de veras Yy all4 voy a para

[pwer to'rri ko me'gus ta &'e ras i akafoj a parar]
Puerto Rico I like truly and over there | will stop

| really like Puerto Rico I'm going to go there.

| really like Puerto Rico I'm going to go there.

A ver si hay un valiente jQué me quiera acompanar
[aBersi g§ wunsaljente ke me 'kje ra a kom panar]
Let’s see if they have a courageous man who wargs with me!
Let's see if they have a courageous man who warge tith me!



9. Tiernamente
(Tenderly)
['tjer na nen te]
Text and Music by Antonio Gomezanda

Tiernamente tus labios se entreabrieron
[tjer n@men te tus'la bjos $_en tre_aprj'e ron]
Tenderly your lips were half open

Tenderly, with your lips half open

Tus ojos sofiadores me miraron

[tus'o xos ® pa'do res Me mi'‘ra’ron|

Your dreaming eyes looked at me

Your eyes, filled with ideas, gazed at me

y con dulzura me tendiste tus brazos

[i kon dul'su ra na ten'dis & tussra 93]

and with sweetness you held out your arms
and you sweetly held out your arms to me

y nuestras manos se enlazaron.
[ 'nwes trasma s g en la'za pn)
and our hands were linked.

and our hands linked together.

Suavemente tus jos se cerraron
[swaPe'men te tuso Xos § Se'rra PN
Softly your eyes closed

Softly, your eyes closed

Tus labios con los mios se juntaron
[tus'la Bjos kon los'mi os & xun'ta pN]
Your lips with mine came together
Our lips united.

y con locura te oprimi  entre mis brazos

[i kon Io'ku ra t_"o pri mi_'en tre mis'bra 9s]

and with a feeling of wildness | tightened you witiny arms
and | tightly held you in my arms, feeling wild

y entre tus brazos dejé mi alma.
[i_en tre tusbra 9s & 'xe mi‘al ma]

and | left my soul in your arms.
and | left my soul in your arms.
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10. Vieja Cancion
(Old Song)
['bje xa karisjon]
Text by Antonio Gomezanda, his close friend andhiladJlloa
Music by Antonio Gomezanda

Como las aves al viento
[ 'ko mo lasapes alsjen to]
Like the birds to wind
Like birds in the wind

Como las flores al sol
[ 'ko mo lasflo res al 3]
Like the flowers to the sun
Like flowers to the sun

Asi ¢te acordaste asomabas?

[a'site_a krdast a9 mapas]

Like that, do you remember you came to me
Like that, do you remember you came to me

Te amaba, te amaba yo.
[te_a'mafa t_a mapa yv]
| loved you, | loved you, | did.
| loved you, | loved you, | did.

Pero ya ves en la vida es como un suefio el amor
[ 'pe ro jaPesen la i daes'ko mo_un'swe no el a'mor]
But you see that in life, is like a dream, love

But you see that in life, love is like a dream

Y como las aves pasan para nosotros paso

[i 'ko mo lasaPes'pa sarpa ra n'so tros paso]

And as birds pass for us it passed

and just as birds fly over and are gone, our tisxalso over

Y hoy por distinto sendero vamos, distantes, losod,
[i_oj por dis'tin'to sen'de ro'Bamos distan ts bs os]
And today by separate paths we go, distant, theofwus

And today we take separate paths, the two of uaviay from each other

Tu, con tu vieja alegria, yo, con mi viejo dolar
[tu kon tu'Bje ya_a le'yi ajo kon mi 'Bje yo do'lor]
You with your old joy, I, with my old pain.
You with your old joy, I, with my old pain.
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Fue inolvidable noche
[fwe_in ol Bi'da bE'no tfe]

It was an unforgettable night
It was an unforgettable night

Noche de embrujoy amor
['No tfe de_em'Bruyo_i_a mor]
Night of enchantment and love
Night of enchantment and love

La noche bafiada de la luna
[la'notfe Banadadla lunal
Night bathed by the moon
Night bathed by the moon

En la esquina con mi hermano se oy0.*

[en la_es'ki na konmi_er'ma m s_o'49]

At the corner with my brother it was heard.
My brother and | heard it while at the corner.

Pero ya ves en la vida...
['pe rojaPesen laBi da...]
But you see that in life...
But you see that in life...

* Second verse added by author, Juanita Ulloa,doagen words at the bottom of
Antonio Gomezanda’s original manuscript of the sdagcribing the evening that his
“hermano” (in this case, close friend, becausedtkerto brother) heard the poetry for the
song.
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Antonio Gomezanda Song Catalogué’
(Songs are organized chronologically)
Early Period (1914-1934)

Gomezanda’s early phase featured nationalistic$optrophic love songs, and
short children’s songs. He worked as both the piyrpaet and composer. The composer
also set popular folk melodies within larger words,inArrulladora MexicanaandVieja
danza In later phases, he leaned on his own originalpmsition for folk flavors.
Gomezanda often labeled songs for voice and piadfmapiano solo. Gomezanda’s
vocal output in his early phase was 38 songs andglthis phase he finished his first

manuscripts of thepera ranchera, La Virgen de San Juan

No Date- 19297 Canto de amo(seeSeis Trozosinder 1929)

1914 Leyenda

1915 Dulcemente (fragment)

1916 Doliente/Révons, c'est I'heure
1916 El dlitmo adios

1916 Valse

1925 No duermas

Composed September 23, 1925

Lyrics by Jorge Isaacs

Dedicated to singer Clara Elena Sanchez

Copyrighted in 1926 by A. Wagner and Levien in
Mexico in a two-song publication &fo
duermasandHoy la he vistoboth published
asDos Romanzas para canto y piano

7 \while this catalogue is as complete as possiblaesworks are missing. Some examples include
Gomezanda’'s Aztec Songs and two shows that wenatellat the Sala Gomezanda in 1933 and 1936 (see
Appendix D: Chronology). Several titles are uncomid due to lack of manuscriptsmores de mi Tierra
(1933),Ha Pasado una nub@933), and-ue en may@1936).



1926

1926

1929

1929-1930

1933

1929

1929

1930

1931

1931

1931

1931

1931

1931

212

Hoy la he visto
(Also published as one of two song®ivs
Romanzas

Viejas cantos
La paliya

La Virgen de San Juan (opera ranchera, later called
Mariache, 1943 and later still made into movie
Fantasia ranchera, 1947)

Arrulladora mexicana (see Zenzontles collection)

Remedios para el amdediciones Gomezanda No. 13
This song is part of collecti®eis trozosvith no
date for the individual song (s&eis
Trozos)

Seis Trozo# collection of six short songs
Remedios para el amor
Canto de amor

El Corrido de Higaditos
Ojos gachos

Ave Maria

Toque de animas

OARWN R

Vieja danza (sobre un antiguo tema mexicano)
“Song for voice and piano or left hand piano”
Based upon an old Mexican melody. Gomezanda
dedicates this song to Paul Wittgenstein on a cover
dated [24 illegible, 1932]

Mafanitas de Manzanillo (en Acapulco)
Plegaria de una indita a la Virgen Morena
Dedicated to daner Xenia Zarina, who danced the
premiere on October 9, 1931
Querida

Rosa muerta

Serenata eterna
Dedicated to Mexican tenor and friend, José Mojica

Tiernamente
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1932 Levantate
192978 Ojos gachosgeeSeis Trozos
19337° Zentzontle Primera serie de cantos mexicanos

(First Series of Mexican Songs)
ahed collection includes (in order):

La despedida

El valiente

La ranita

Arrulladora mexicana

Marcha de la despedida

La Giitlacocha

ok wnE

1934 PetatesBallet, Part | and 1l including a vocal part.
Premiered June 13, 1934
Part | Pregon Part 1l Ballet Pantomima
1934-47 Album intimo
1934 El poema de la rosa
Ballet for Voice and piano or piansolo
with classical dancer
Dedicated to Maria Luisa Escobar de Rocabruna
1. Capullo
2.Rosa de fuego
3. Rosa muerta
Middle Period (1943-1944)
Gomezanda composed more consistently with inspivdtom other poets during
his middle phase. He also defines his own branthtbnalism geographically by setting

songs to little known poets from his hometown ofjbs de Moreno, Jalisco.

Gomezanda’s most productive year of art song coitiposvas 1944, with thirteen

18 This song is listed with a 1932 composition dat¥ dlanda Gomezanda’s catalogue, but the collection
Seis Trozosvas composed in 1929.

19 This is Gomezanda’s first grouping of solo sotigsi The songs in this case are quite simple hod s
as the publication was intended for children. TévegArrulladora Mexicana however is a lullaby and
functions as an independent classical song, mutteistyle and structure of Ponce’s definitions of
Mexican Song structure.
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songs. The composer’'s middle phase includes twsartgs and completion of hipera

rancheraasMariache; Primera opera ranchera Mexicana.

1941, April 4

1943, August 19

1943, August 19

1943, August 24

19438

1943

1944, March 31

1944, April 1

1944, April 2

1944, April 3

Desde que te fuiste, Poetas Laguenses
Text by José G. Correa

La Indiscrecion, Poetas Laguenses
Text by José Rosas Moreno

Arpegio. Poetas Laguenses
Text by Francisco Gonzalez Leon

Solemne, Poetas Laguenses
One line of music written in memory of Frarads
Gonzalez Leon.
No date. [Same author of previous sdxgpegid

Ante un reloj de pared, Poetas Laguenses
Text by Antonio Moreno y Oviedo

Cajita de musica

Mariache: Primera opera ranchera Mexicana con

intermedio de baile (opera ranchera originally comspd

under the title La Virgen de San Juan and later engutio

movie, Fantasia ranchera, 1947)

Theopera rancherancludes three arias and a tenor

aria which is also separately published as a
song, entittedComo una amapolita (Like a
Poppy Flower)lso subtitledCanciéon de
Pablo (Pablo’s songsee Appendix A).

El Ciego y la NifiaPoetas Laguenses
Text by Ruperto T. Aldana

Murmullo, Poetas Laguenses
Text by José Jesus Torres

Te ves tan rechula, Poetas Laguenses
Text by José Villalobos Ortiz

Madrigal, Poetas Laguenses
Text by José Pérez Moreno

180 Cajita de musicavas listed in Cecilia Montemayor’s catalogue ofdidan composers on p.71, but this
song has not been found in Gomezanda’s work.
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1944, April 5 Esperando, Poetas Laguenses
Text by Vicente Veloz Gonzélez
1944, April 7 Cantar Bohemio, Poetas Laguenses
Text by Padre, or Father José Merced Garcia de
Alba

Written onViernes Santoor Friday of Holy Week

1944, April 7 Postal, Poetas Laguenses
Text by Francisco Guerrero Ramirez
Written onViernes Santoor Friday of Holy Week

1944, April 8 Cristo, Poetas Laguenses
Text by José Becerra

1944, April 9 Bajo la Parra, Poetas Laguenses
Text by José Villalobos Ortiz

1944, April 9 Prisionerao, Poetas Laguenses
Text by José Villalobos Ortiz

1944, April 10 Vieja cancion, Poetas Laguenses
Text by José Villalobos Ortiz

1944, April 18 El Niflo y el cohete, Poetas Laguenses
Text by José Rosas Moreno

1944, October 14 Pregdn, Poetas Laguenses
Text by José Villalobos Ortiz
Gomezanda indicates in his signature thasdimeg
is based upon poetry thaii hermano
(Spanish slang for a close friend. Antonio
Gomezanda did not have a brother), José
Villalobos Ortiz, heard one night in Lagos.

19448 Desde que te fuiste
Late Period (1945-1961)
Gomezanda’s third and final period of compositi®ihis most sophisticated with

regard to the maturation of his general vocal-pistyte. He expands his poetic interests

181 This song was listed in Cecilia Montemayor’s Cagale of Mexican composers but it was not located in
Gomezanda’s works, p.71.
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to include writers from all over Mexico. Gomezaisditle for songs by Mexican Female
writers iSEl pensamiento poético de la mujer Mexicghhoughts by Mexican Female
Poets). Songs in this period are primarily compasii a focus on poetic love themes
over nationalistic topics and folk rhythms. Thecsand piano parts are more delicately
intertwined. For the first time, Gomezanda setsiowgdying upon two internationally
known Mexican authors, Sor Juana Inés de la CrdZ2amado Nervo. One exception is
the songSoy Mexicanawher Gomezanda continues his theme of Mexicamopam
with a strophiaancheraflavored original. Thirty-two songs were compo$etween
1945 and his death, along with the 1947 filmindpisfoperaancheratitled Fantasia
ranchera Gomezanda also wrote an unfinished operettafwéhd Ricardo Hasse-Held
as the librettist, entitle8u Majestad el amoGomezanda’s total song output,
corroborated to date, is 93 songs in addition $oskaged operas and movie.
1945, August 14  Por aqui paso, Poetas Mexicanos
Text by Vicente Gonzélez del Castillo
Gomezanda indicates that the author was from

Ledn.

1945, October 23 Claridad submarina, Poetas Mexicanos
Text by Jesus Reyes Ruiz

194582 Breve Romance

1946, May 1 El aire es verde como el Perico, Poetas Mexicanos
Text by Celestino Gonzélez
Gomezanda described Gonzalez pseia
octogenario del sigo XIX oriundo de Leodn
de los Aldamasa(poet in his 80’s from the
nineteenth century, originally from Leén de
los Aldamas)

1946, May 4 Sencillez, Poetas Mexicanos

182 Breve Romancis listed in Cecilia Montemayor’s Catalogue of Ne@n composers but this song was
not located in Gomezanda’s works, p.71.



1946, June 18

1946, June 22

1946, June 24

1946, July 6

1946, July 17

1946, July 7

1946, July 11

1946, July 19

194683

19468
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Text by Efrén NUfiez Mata

Pierrot, Poetas Mexicanos
Text by Manuel M. Bermejo

La Balada del Dolor Infantil, Poetas Mexicanos
Text by Bernardo Ortiz de Montellano

Dialogo de Heraclito y Demacrito, Poetas Laguenses
Text by José Rosas Moreno

¢, Quién eres td, que llamas? Poetas Mexicanos
Text by Jaime Torres Bodet

Breve romance para cantar en voz baja, Poetas rapzig
Text by Jesus Reyes Ruiz

Retablo (Por tu gracias leve), Poetas Mexicanos
Text by Jorge Adalberto Vasquez

Oigo tus pasos, Poetas Mexicanos
Text by Rafael Lozano

Orilla del Mar, Poetas Mexicanos

Text by Miguel D. Martinez Rendén

Gomezanda notes thha parte de piano, sin el
canto es la Danza Veracruzana inspirada en
el son popular de La Bamba. La version
para piano y gran orquesta puede ejecutarse
afiadiéndole coro mixto al unisono a una
sola voz con la poesia de Miguel D.
Martinez Renddn.

[piano part without the vocal melody is the
melodyDanza Veracruzananspired by the
popular sondg.a BambaHe also indicates
how a mixed chorus can be added in unison
to the solo voice along with piano and
orchestra].

¢,De qué color es?

Paz marina

18 This song is listed in Cecilia Montemayor's Catale of Mexican composers, but the song is notiste

anywhere else, p. 71.
184 bid.
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1947 Fantasia rancheraMlovie of hisopera ranchera
Mariache: Primera opera ranchera mexicana
First copyrighted in 1943; the opeenchera
was first penned dsa Virgen de San Juan,
finished in 1930 but never performed live.

19478° Mariposas, adios
19478° Mi mujer y mi caballo
No Date'®’ Orizaba, Poetas Mexicanos

Text by Xavier San Martin

1948, August 9 Un nifio que vio llover, Poetas Mexicanos
Text by Xavier San Martin

1949, October 28 Danza en gris menor, Poetas Laguenses
Text by Antonio Moreno y Oviedo
Dedicated to Bertha Gonzéalez Pefia

1946-1951 El pensamiento poético de la mujer Mexicana
(Thoughts by Mexican Female Poets)
A collection of five songs by various Fematef,
including Sor Juana Inés de la Cruz. The five are
titled Detente Mariposas AzulesA una golondrina,
Tu amor,andA las Diez Each song is also listed
separately below.

1946 or 1951 Detente, Poetizas Mexicanas
Text by Sor Juana Inés de la Cruz, 1651-1695
The composer signddetenteon May 18, 1946.

At the beginning of the song, however, Gomezanda
penned a dedication to Sor Juana Inés de la Cruz at
the end of his manuscript indicating another date.
read as follows:

Homenaje a la inmortal musa mexicana, en
el tercer centenario de su natalicio 1651-
1695

185 |pid,

1% pid..

187 Although there is no date, this song is locatedhensame page with the next song by the same poet,
San Martin.
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[Homage to the immortal Mexican muse,
[written] during the three hundredth year
celebration of her birth 1651-1695).

This dedication confirms that Gomezanda
wrote this song in 1951]. [Of Gomezanda’s
song five poetic choices, Sor Juana was the
most established literary figure. The other
four songs did not have a written date of
composition, but the five are grouped
together].

No Date Mariposas Azules, Poetizas Mexicanas
Text by Delfina Huerta

1946, May 16 A una golondrina, Poetizas Mexicanas
Text by Margarita Sanchez Pardo

No Date- 1946?78  Tu amor
Text by Rosario Sansores

1946, July 14 A las diez, Poetizas Mexicanas
Text by Maria Enriqueta

1946'°° Cancioncita Vulgar, Poetas Mexicanos
Text by Luis G. Urbina

1948%° Caminito, Poetas Mexicanos
Text by Ernesto Cortazar

1953, October 18 Soy Mexicana.
A rancherasong dedicated to “Charito” Rosario
Granados

1954, August 27  Allegro Vivace, Poetas Mexicanos
Text by Amado Nervo

1954, August 27  Soneto #100, Poetas mexicanos

188 Gomezanda’s other female poet songs may havevaéten beginning in 1946.

'8 This songwas listed in Cecilia Montemayor’s catalogue of Mex composers, dated 1946, p.71. This
song is part of the Gomezanda song catalogue baiherer signed with Gomezanda’s usual signature and
had no date.

19 caminitowas listed in Cecilia Montemayor’s catalogue ofdidan composers, dated 1948, p. 71.This
song is part of the Gomezanda’'s song cataloguevasinever signed with Gomezanda'’s usual signature
and date.

¥1«Charito,” according to Yolanda Gomezanda, wasspiring actress and friend of the family. Personal
Interview with Yolanda Gomezanda, March 9, 2015.
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Text by Manuel M. Bermejo

1954, August 30  Diez y seis de Septiembre, Poetas Mexicanos
Text by Celestino Gonzélez

1954, October 54 Desde alla, Poetisas mexicanas
Text by Gomezanda’s sister, Felicitas de Aaela
Gbomez Garcia
This religious themed song includes a short,
monodic LatinPreambuloor Prelude
entitledAve Maria

1954, October 12 Regalo de Bodas
Text by Gomezanda’s father, Francisco Gomez
Garcia
1961 Su Majestad el amor
Libretto by Ricardo Hasse-Held
Unfinished Operetta
Possible Gomezanda songs with no date:
Amores de mi tierra
Aforanza
Ranita maliciosa

Chumelti¢®?

Indita Bonita, Poetas Mexicanos
Lyrics by Solén de Mel and/or Guillermo de Luzgaay Bribiesca

Rosa Enferma’®

Tres impresiones de cabaret romantito

1. Perdon
2. Me diste la luz
3. Consejo

Viejos canto¥”

192 Chumelticis listed in Montemayor’s Catalogue for Gomezahdano information has surfaced to
substantiate this song as Gomezanda’s, p. 71.

193 Author Cecilia Montemayor ilsts this song as Goama’s in her catalogue but it has not yet been
found in the Gomezanda collection, p.77.

¥ bid., p. 79.
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Songs not authored by Gomezanda but attributed toim:

Tequesquitengd958°°

195 |pid,

196 This song is signed by a different composer byntdo@e of Juera and appears in Gomezanda’s song
collection at Northwestern University. It is alsstéd as by Gomezanda in Montemayor’s bebkied
Mexicano.Tequesquitengo is a well-known lake south of MeXity.
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Antonio Gomezanda (1894-1961)
Composer, Pianist, Pedagogue, Writer

1894

1904

1907

1909-1911

1914-1920

1920-1922

Antonio Gomezanda was born in Lagos de Moréalgsco, Mexico,
September 3rd, 1894. He was the second of thrédrehj of which the
first died several months after being born. Hibéatwas Francisco
Gbomez Garcia and mother was Felicitas De Anda Ramir

Gomezanda performed in his first piano rewiith other students. His
first piano teachers were Josefina and ConcepaidezPFSandi.

Gomezanda moved with mother and sister to &deRity. His father
remained in Lagos to run the Pharmacy San JoséeeZamda began
studying in a secondary school program focused riisva career in
medicine.

Gomezanda switched to a music prograk®08 with piano lessons at his
neighbor’s piano academy with Manuel M. Ponce. Gzanda performed
in two group recitals of Ponce’s students on Oatddeand December 2
of 1910, with eleven group recitals in 1911 heldanious locations. Two
of his fellow students on certain programs alsduithed Carlos Chavez
and Salvador Ordofez. He began to add occasioigah@rcompositions
along with those of Ponce, Debussy, Liszt, Beethpaad others.

Gomezanda took on private students asrtewued his own music
studies with Manuel M. Ponce (piano) and Juliarri@@ai(composition).
He began to tour with numerous performances inalyidlis first tours to
cities around the Mexican Republic.

José Vasconcelos was named Directoedftimservatory and named
Gomezanda a recipient of a grant to study in Eurgpecifically with
Eduard Riesler in Paris. Gomezanda arrived in Rari®ctober 27, 1920.

197 According to author Jorge Velazco, Gomezanda pedihis Paris recital in 1919 and therefore may
have been in Berlin earlier than 1921. This chrogyglis based upon my research along with a sixty-tw
page extended chronology lovingly compiled by Ydlaitomezanda with other sources listed in this
footnote. Yolanda Gomezanda’'s compilation was baped her father’s recital programs, her own
memory and newspaper articles. She lists it as #oh889 but finalizes it with the date 1994. Ddtase
been compared whenever possible to either primarpezanda sources located at Northwestern
University, general sources listed in the bibligdrg and with Jorge Velazco’s articleliatin American
Music Reviewsee bibliography). Velazco was not only a studéi@omezanda but also a pedagogue,
historian, writer and conductor. The focus of ttlisonology is Gomezanda'’s vocal works, as they have
been glossed over in the few publications on Gom#agsee Appendix C) for morehronology on song

dates.
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Riesler arranged his piano debut held at the Satard on February 2,
19218 He arrived in Berlin in September 1921. To defeapenses,
Gomezanda wrote 43 articles in Spanish about namnglcculture. Many
were published in Mexico’s main newspapers inclgd&hUniversal
Revista Arte y labgiEl Heraldg andLas Noticias

1922-1923  In Berlin, Gomezanda finished composiagtasia Mexicanor piano
and orchestra based upon two popular Mexican metdca Pajareraand
Payasoslt was performed in Berlin on June 23, 1922. Helistd
orchestration with Richard Hagel, one of the conaltscof the Berlin
Philarmonic. He was fascinated by Busoni’s pianmgosition and
possibly attended master classes (unconfirmed).

1923-1926  Gomezanda returned to Mexico City and ¥@sconcelos named him
Professor of Music. He continued teaching privateents in his own
Academy.

1927 Gomezanda held four piano student recitéiabkt Gomezanddis
private auditoriumSala Gomezandadocated at 327 Chapultepec in
central Mexico City, became an active locationdassical piano and
song performances?

1928 Gomezanda traveled for the second time togeuath focus on Berlin.
Mexican painters Diego River and David Alfaro Sigas were also
aboard the same ship travelling to Euré}fe.

Gomezanda offered a concert in Berlin on Febra8ry1928. He stayed
with the Hasse-Held family. Richard Hasse-Held wésend, dancer, and
choreographer who later joined Gomezanda in MeXitGomezanda
performed his balleXiuhtzitzquilg or Fiesta del Fuegd@Party of Fire), on
February 19, 1928, at the Teatro NollendorfplaizhBrd was his
choreographer and lead dancer. Gomezanda'’s retiexico is
unknown, probably sometime after June’%3.

198 According to Yolanda Gomezanda’s Chronology offagher, he also traveled to Madrid, Barcelona,
Italy, Budapest and arrived in Berlin in Septembet921. Gabriel PareyonBiccionario enciclopédico

de musicad437-438also notes Gomezanda's extensive travels in Euaff®ugh not every location is
confirmed. Velazco confirms that he debuted in asFRecital at the Sala Erard.

199 Note from author: This address is listed on alt@aanda’s self-published sheet music using the name
Instituto GomezandéGomezanda Institute) for his business.

20 yplanda Gomezanda Chronology, p.31.

1 yolanda Gomezanda refers to Hasse-Hel@liasRicardg or Uncle Richard. Hasse-Held decided to
accompany Gomezanda to Mexico after a romantickbupavith a German girl. He fell in love with
Mexico, stayed and never left. Personal Intervigtihwolanda Gomezanda, March 9, 2015.

22 yolanda Gomezanda Chronology, 23. Gomezanda \atmet his ballet and signed it with the date June
23,1928 in Berlin. He often also signed his comipmss with his signature, the date and location.
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1929-1930

1931

1932

1933
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Back in Mexico, Gomezanda continued to compadlets based upon
nationalistic topics, includingeyenda del Nacimiento del Sbhsed upon
a Toltec legend, and8l Toloachewith plot, music, text, and chamber
orchestra. Mention was made of ongoing musicalegaths, ortertulias

at the Sala Gomezanda in which:

asistian gran variedad de artistas y amigos
amenizando alegremente sin contar las hooas,

a wide variety of artists and friends would
gather happily losing track of tinf&>

Some of the artists include included Manuel M. Roies wife, Clema,
and the famed tenor José Mojica, also from Jalisco.

La Virgen de San Juan

Gomezanda composed original manuscript of three@ata ranchera
titled La Virgen de San Juanith inside cover label dbinfonia Escénica
para orquesta y voces con ballet-pantom{8taged Symphony for
Orchestra and voices with pantomime ballet). Acoaydo his own
handwritten dates in his 125 page piano-vocal maimishe began it on
October 7, 1929, and finished it on July 28, 198fvever, on the last
page of the orchestral manuscript, his signatuatifed another date, that
of December 16, also in 1930, indicating the datenight have finished
the orchestration and/or final editing.

Opera ranchera

From 1931 until Gomezanda’s publication with cogitiin 1943 of
Mariache: Primera opera ranchera Mexicana en tresog con
intermedio de bailethe composer used the teapera rancheranost
often to describe the project. On the back covesoofie Gomezanda’s
self-published songs, he listed his published graboning works. In 1931
the opera was listed various ways, for examPleera ranchera en tres
actos, La Virgen de San Juan, Opera ranchera enaotosandPrimera
opera ranchera mexicana.

The Sala Gomezanda continued sponsoring pefares including
November 25, 1932, featuring contralto, Josefined©Cha” Aguilar and
Maria Luisa Escobar de Rocabruna accompanied bye@amia on piano.
Mention was also made of Cha Cha Aguilar perforn@dognezanda’s
songs with him at Radio station XEB on August 18322

Gomezanda composed some of the partially mggsztec Songs entitled
Aztecacuicatlpr Poemas Aztecasr Aztec Songsigned by the composer

2031bid., 34.

24yolanda Gomezanda Chronology, 36.
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on April 6, 1933. Song) was entitledin milli in Nahuatl,andLa milpain
Spanish (The Cornfield}, pp. 11-17. Song IV wagtd Chichilpayatzin
with no title translation, lyrics or music availabp. 30°%

On May 5, 1933, Gomezanda featured one of his saumgg by Josefina
Cha-Cha Aguilar in a musical review show entithedores de mi Tierra
or Things from the Land | Loyat the Teatro Esperanza [if§.

On June 13, 1933, a musical comedy with the HePasado Una Nube

(A Cloud has Gone Byyas debuted at the Sala Gomezanda (composer/
poet unknown). Performers included singer Mrs. Rosaa, dancer

Ricardo Hasse-Held, Gomezanda student Celia GayduioGomezanda
himself at the pian&’’

1934 Gomezanda organized and directed eighteeialseas a Festival at the
Sala Gomezanda for students from various studiadit®ns before jurors
included Mexico’s top artists, among others, sirigaria Bonilla,
Josefina Cha-Cha Aguilar, and students of voicehteaProfessor Sofia
Camacho.

[Attendees of the Festival included the followmgestros: Julian Carrillo,
Manuel M. Ponce, Rafael J. Tello, José Vasquedp€&havez (then
Directors of Bellas Artes), Professor Silvestre &Radtas, and Salvador
Ordofiez y Vil].

Also present were representatives from the Ger@panish, Polish,
Chinese, and Brazilian Consulates. One of the &fopmers was
Mexican pianist Maria Teresa Rodriguez (1923-204) a student of
Gomezanda.

Of twelve compositions presented at these eventsjrzluded a
performance of Gomezand®@®emas Aztecasy Aztec Songwith dancer
Xenia Zaring®

205 This vocal work was scored with an indication tsaitl “one or two voices” with pre-Columbian
Mexican instruments. There was a piano reductiah@fccompaniment on the score. The score was
located at Northwestern University. Gomezanda witsdédyrics and music and listed Don Mariano F.
Reyes as translator for his Spanish lyrics intoUddlh According to Yolanda Gomezanda’s Chronology,
the songs were dated November 18, 1932. She saiduére orchestrated with pre-Columbian instruments
later on page 36. On page 37, she corrected tliistiné same date in 1933 and said they were coetplet
and performed with dancer Xenia Zarina.

2% yplanda Gomezanda Chronology, 37.

27 |pid.

28 yolanda Gomezanda Chronology, 37-A. This demotetr&omezanda’s importance in the piano and
vocal musical community in Mexico City, despite faet that nothing has been written until now allust
vocal works.
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Gomezanda’s son@ioranzawas performed on January 30, 1934, at the
Ateneo Musical Mexicano. On September 8, 1934thrmse-song set with
ballet entitledEl Poema de la Rosg@he Rose’s Poem) was performed in
an audition or recital at the Sala Gomezafida.

Antonio Gomezanda married Maria del Refugigd\a cellist, on
September 14, 1935. According to a pafiBUniversalnewspaper
clipping, the Bellas Artes opera season began ayusiu3, 1935, with an
announcement to include Mexican and non-Mexicanpasers in the
season, including Gomezandajsera rancherg™®

Gomezanda wrote a letter $@cretaria de Educacion Publicar the
Secretary of Public Educatiopm Mexico City proposing a September,
1936 live performance of thaepera rancheraSeparate documents
confirmed his original libretto with lyrics reflaog aranchera
nationalistic focus.

Gomezanda'’s first child, Alma was born on ek

Proposed performance opera rancheraat Bellas Artes in Mexico City
on September 14, 1936, which was never confirfiied.

A comedia musicalmusical comedy) was debuted at the Sala Gomezanda
entitledFue en Maydlt Happened in May). Ricardo Hasse-Held wrote

the lyrics with music by Gomezanda (music has meetndocated).

Josefina “Cha-Cha” Aguilar, Carmen Anguiano, andofio’s sister,

Adelina all performed roles'?

On June 13, 1938, a one-act farce entittexdCelos de mi Comad(®ly
Best Girlfriend’s Jealousy) was debuted at the &almmezanda (music has
not been located). Ricardo Hasse-Held collaboraseal performer, writer
and director.

Josefina “Cha-Cha” Aguilar performed severai®@zanda’s songs in
Buenos Aires, Argentina, sometime prior to herletd him written on
May 9, 1939. She states they were very well reckilreMexico City,
Gomezanda debuted a children’s musical comedyenhBetates

(Mats)?*® The program invitation was dated June 18, 1939.

299 |bid., 38. Gomezanda has both an orchestrated@ral piano versions ¢foema de la Rosén this

case it is not clear which one is being referred to

20hid., 42. She states there is little informatexplaining what happened and why it was not booked.
#1The author read this date in musical corresporelehGomezanda while in Mexico City at Yolanda
Gomezanda’s home. This date is a discrepancy flemlisied chronology date of 1935.

212 According to Yolanda Gomezanda, Adelina livechird896-1970. Personal Interview, March 9, 2015.
23 The termPetatesalso refers to bed mats placed upon the floor, comfor children to use when taking

naps.
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1940 Gomezanda accompanied singers in recitalat@mal Conservatory of
Music. He also taught piano lessons, published erausicles, and
performed solo piano. He published music articles r@views between
July and September Bl Universal El Hogar, and others that are not
specifically named.

1941 Gomezanda’s second daughter, Yolanda wasHatmmuary 15, 1941.
1943 Mariache: Primera opera ranchera mexicana en treta con intermedio
de balile.

Gomezanda renamed the three-act opera with a newetigious focus.
The subtitle of opereancherawas now incorporated as part of the new
title. Gomezanda copyrightédariacheunder this name in both Mexico
and the United States in 1943.

Gomezanda’s filmi-antasia rancherdegan filming on December 2,
1943, at Azteca Studids??*®

1944 The movie version dflariacheunder its new namiéantasia Ranchera
was announced in film magazirfe$.

Gomezanda’s first son, Antonio Gomezanda, was bordune 7, 1944.

1945 Anothetertulia (soirée) was held at ttf@ala Gomezanda Mexico City
mixing poets, authors, singers, and composerseVaet was a tribute to
poet Francisco Gonzalez de Ledn, sponsored b&dbin Civica
Laguenseor Civic Activity Leagugfor Lagos in March of 1945. Present
were Dr. Mariano Azuela and Mr. Antonio Moreno yi€no, both
important Mexican literary figures. Gomezanda dedunhany of his latest
songs based upon Lagos poets, accompanying theddatinger, Josefina
“Cha Cha” Aguilar.

1947 The movie was premiered on February 12, 1&4the Olimpia Theater in

Mexico City?!

214 José Octavio Sosa “El centenario de Ramén VinagyistaOperaAfio XIX: nimero 2, marzo-aburil,
2011. www.proopera.org.mx. According to Yolanda @aanda’s chronology filming began in 1944,
According to Revist®perait began filming in December of 1943.

215 Azteca Studios probably refersaateca Churubusco Studjas Estudios Churubusco Aztedacated

in southern Mexico City within the area commonljleCoyoacan

#1° The poster advertising the movie in the Appensigromoted as an announcement of the movie soon to
come. Yolanda Gomezanda had several samples moha collection but the magazine names were
missing and cannot be confirmed at this time.

217 José Octavio Sosa “El centenario de Ramén ViflagyistaOperaAfio XIX: nimero 2, marzo-aburil,
2011. www.proopera.org.mx.
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Fantasia rancheravasreleased with top opera and crossover singers in
Mexico City. It was later repeated on televisioheTnovie was
autobiographical about Gomezanda’s efforts to sgléheranchera opera
in Mexico City. Ricardo Montalvan had the star rofehe composer. The
last third of the movie was the actwglera rancheraThere were minor
cuts of certain choral scenes, a new film overtangl a shorter soprano
aria probably in the interest of balancing film &nThe manuscript
remained essentially the same as the final mamiddariache,
copyrighted in 1943. The movie was financed andatiéd by one of
Gomezanda’s best friends, painter Juan José Segswayom Jalisco.
The movie was originally filmed in color but wasdashown on
television in black and white®

The same organization listed above sponsooede@anda in a new
concert of his songs with Lagos podsetas Laguenseli.was to be held
at the Teatro Rosas Moreno in the town of Lagosldesno, Jalisco,
Mexico on August 2, 1952. Ecuadorian tenor, Joséntzun was the
featured singet*®

Recitals continued at Gomezanda’s new resaden€alle Secreto
(Secreto Street), in the San Angel neighborhoaritér in the southern
section of Mexico City.

On August 6, 1954, Gomezanda performed higsson the program
Poemas y Cantard®oems and Songs), with Josefina “Cha Cha” Aguilar
on the Radio station XEQ-XEX.

Gomezanda passed away in San Angel, Mexigo [@éxico, on March
24, 1961 after an operation the year prior. Hedafew three-act comic
operettaSu majestad el ampor Love is Majestyinfinished (text by
Ricardo Hasse-Held, music by Gomezanda).

#8 yplanda Gomezanda Personal Interview, March 9528tcording to Yolanda, the storage location for
the films burned down and the color version was los
29 yolanda Gomezanda Chronology, 56.
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APPENDIX E

PERMISSION LETTER FROM YOLANDA GOMEZANDA
IN SPANISH WITH ENGLISH TRANSLATION
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Very Dear Juanita:

| am very excited, surprised and enthused to ageén promote my father’'s
music, composer, Antonio Gomezanda (1894-1961utiivgyou. He would have been so
happy to know you and would applaud your disseronatf his Mexican music.

With this letter | am also including part of hiswwe. The majority of his works
are in Special Collections at Northwestern UniugisiMusic Library in Evanston,
lllinois. As | was explaining to you, |, of coursentrust this music to you so that it may
be performed, disseminated and promoted in ouhbeigng country. | entrust it to you
so you will make good use of it.

Lets stay in contact with respect to all of tlas,well as for auditions or events
that can be arranged.

It was fantastic to have the pleasure of meetmgand hearing you sing on the
Internet. | congratulate you, albeit prior to pehtion for your work, the dissertation
project, your teaching, and musical career.

Yolanda Gomezanda Macias
[Youngest Daughter of composer Antonio Gomezandten to Juanita Ulloa in

Greeley, Colorado while she prepared her doctotaicrproposal for the University of
Northern Colorado in March, 2013)
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APPENDIX F

INSTITUTIONAL REVIEW BOARD APPROVAL LETTER
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UNIVERSITY of

NORTHERN COLORADO

i,

Institutional Review Board

DATE: March 12, 2015

TO: Juanita Ulloa, D.A.

FROM: University of Northern Colorado (UNCO) IRB

PROJECT TITLE: [720706-2] Antonio Gomezanda's Vocal Works: Mexican Song & Mariache:

Primera Opera Ranchera
SUBMISSION TYPE: Amendment/Modification

ACTION: APPROVED
APPROVAL DATE: March 12, 2015
EXPIRATION DATE: March 12, 2016
REVIEW TYPE: Expedited Review

Thank you for your submission of Amendment/Modification materials for this project. The University of
Northern Colorado (UNCQO) IRB has APPROVED your submission. All research must be conducted in
accordance with this approved submission.

This submission has received Expedited Review based on applicable federal regulations.

Please remember that informed consent is a process beginning with a description of the project and
insurance of participant understanding. Informed consent must continue throughout the project via
a dialogue between the researcher and research participant, Federal regulations require that each
participant receives a copy of the consent document,

Please note that any revision to previously approved materials must be approved by this committee prior
to initiation. Please use the appropriate revision forms for this procedure.

All UNANTICIPATED PROBLEMS involving risks to subjects or others and SERIQUS and UNEXPECTED
adverse events must be reported promptly to this office.

All NON-COMPLIANCE issues or COMPLAINTS regarding this project must be reported promptly to this
office.

Based on the risks, this project requires continuing review by this committee on an annual basis. Please
use the appropriate forms for this procedure. Your documentation for continuing review must be received
with sufficient time for review and continued approval before the expiration date of March 12, 2016.

Please note that all research records must be retained for a minimum of three years after the completion
of the project.

If you have any questions, please contact Sherry May at 970-351-1910 or Sherry.May@unco.edu. P
include your project title and reference number in all correspondence with this committee.

Juanita -



Thank you for your patience with the IRB process. Your revisions are approved and you may
proceed with data collection.

Before you use the revised consent form in your data collection please make the following few
changes:

1) please add the UNC logo to the header as all consent forms should be on UNC letterhead;

2) please add your doctoral research advisor's name and contact information (phone and email) to
your header after your name and contact information; and

3) please add a place for the participant to initial each page prior to the signature page (e.g., Page
10f2 {please initial) at the bottom.

Best wishes with your research, safe travels and please don't hesitate to contact me with any IRB-
related questions or concerns.

Sincerely,

Dr. Megan Stellino, UNC IRB Co-Chair

This letter has been electronically signed in accordance with all applicable regulations, and a copy is retained within University of
Northern Colorado (UNCQ) IRB's records.
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