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Abstract

This thesis examines the work of Chilean composers during the turbulent period between 1970

and 1990, spanning the presidency of Sal vador
dictatorship of Augusto Pinochet. The works produced during these yehuisbidvis (193%

2004), Gustavo Becer@chmidt (19252010), Celso Garridhecca (19262025), and Juan
OrregeSalas (19182 01 9) bear witness t o Chil eds rapi dl
landscape, which forced many artists into exile or silence uhdatictatorship. Some of these

composers later collaborated with folk music ensembles to express solidarity during their exile,
whether imposed or voluntarily embraced.

Through selected case studies, this thesis argues that the musical output of these composers
constitutes a cultural response to broader geopolitical forces shaping both highbrow and popular
culture, particularly the power dynamics of the Global Cold WaraBalyzing their lives and

works, the study demonstrates how political developments in the Global North influenced cultural
production in the Global South, while also highlighting the varied forms of resisbarioath

overt and coverd and the resilience exhibited by composers and musicians in the Global South.

These dynamics extended beyond exile to include the imposition and adaptation of dominant
musical styles, practices of cultural diplomacy between host and home countries, aiadioeso

of indigeneity in artistic expression, all of which affected the composers examined in this study.
Accordingly, this thesis considers not only the musical characteristics of these works but also the
historical, political, and cultural conditions that shaped their creation. In doing so, it presents these

composers and their compositions as historicdtiyated withesses to their time and place.

Keywords: Chile, exile, 20 Century, art music, folk music, music diplomacy, musical

composition
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Introduction
On 7 February 1976, American composer Frederic Rzewski [29028) premiered his virtuoso

work, 36 Variations on The People United Shall Never Be Defefdedolo piano. The piece is
based on the Nueva Cancién Chilena (NCC) protest 88hgueblo unido jamas sera venaido

by Chilean composer Sergio Ortega (1933803), who, in addition to his classical training,
collaborated extensively with the NCC movement. Rzefssgiece was intended as a cynical
comment on the United StafeBicentennial celebrations, and he was considerédaditical
composel It was his way of criticizing American involvement in the overthrow of Salvador
Allendeds socialist democratic government in a coup backed and engineered by thiee@IBy

Colonel Augusto Pinochet, the coup established a brutal autocratic regime that persecuted
everyone related to Salvador Al |l endeufiusal gover
activities. This led to more than 3,000 political murders in almost two decades of military
government, as well as over 10,000 victims of torture and arrest, and an incalculable number of
people who disappeared permanentyeveral artists, such as Ortega and his close colleague
Gustavo Becerr&chmidt (19252010), had to flee into exile to avoid further political persecution.
From a safer position abroad, these exiles were able to create art and eventually contribute to

artistic and diplomatic efforts to festablish democratic rule in Chile.

If this factoid reveals anything, it is that, in the 1970s, @hilestory and musical significance
emerged onto the global stage. Prior to the presidency of Allende, Chile was culturally speaking,
at least from the perspective of America and Europe, a relatively obscurdsskated country

in South America, and theme could be said of its musical production, whether it was related to

1 John Rockwell All American Music: Composition in the Late Twentieth CentNew York: Alfred A. Knopf,
Inc., 1983, 86.
2 Rafael Sagredo Baezdistoria Minima de ChileMexico City: El Colegio de México, 2014, 2867.



the Western art music canon or not. The NCC movement, which had been initiated several years
prior to Allendés rise to power, aimed to position Chile as a particularly musical nation within the
southern hemispher@.he subsequent popularity of the movement during the Allende years, which
survived its suppression during the Pinochet regime by exiling abroadndi&ates not only its
cultural resilience, but also a quality that has defined Latin American folk movements since the
Spanish colonizatiohThe fact that art music composers were involved with the movement and
subsequently drew inspiration from it during their exile years, is an element that is not as well
known in history as, for example, the situation of art composers in neighbouringiAaggumting

their respective dictatorshifs.

This dissertation examines the manner in which composers of art music began to collaborate with
members of the Nueva Cancion movement. The question arises as to whether this phenomenon
occurred during the Allende era (197973) or exclusively during theegod of exile (1973L990).

The present study explores whether the intentions to collaborate were born from a common
political desire or true aesthetic interests, or even both. In light of the artistic collaboration with
the NCC members, it is pertinent itoquire whether the composers proceeded to develop or
integrate technigues or ideas originating from NCC into their subsequent musical compositions.
In the event that such integration occurred, it becomes essential to inquire the mechanisms through

whichit transpired. In the following paragraphs, | will articulate the main structure of this research.

First, | must define the historical and political framework of this thesis. My work will center around

the two | eadership periods evoked in tihe ope

3J. Patrice McShernChi | ean New Song: The P elb78 Philadephia: Peonple r of Musi o
University Press, 2015;8.

4 Luis Eduardo Herrerd@he CLAEM and the Construction of Elite Art Worlds: Philanthropy, Latinamericanism, and
AvantGarde Music ProQuest Dissertations Publishing, 2013.



which occurred between 1970 and 1973; a period that was cut short by a year when his general
Augusto Pinochet, backed by the CIA, staged a coup on September 11, 1973. After the coup, which
ended in Allende taking his own life before he could be made mrisamperiod of intense political
repression followed, culminating in 17 years of harsh dictatorship, constant failures to sustain
neoliberal economic policies, the imposition of a constitulorwhich is still enacted, albeit
largely reformed to suit democratic ne€dsand a referendum to reestablish democratic rule in
which Pinochet tricked citizens to keep him in power 8 years more after itsaffegavely ending

his rule in 1990. Henceforth, this 3@ar period of convulsed Chilean history will serve as the

historical backdrop for my study.

During these decades, the extent of the Cold War between the Western Powers (United States of
America and Western Europe among others) vs the Warsaw Pact allies (the Union of Soviet
Socialist Republics and Eastern Europe) had extended beyond its borslerscolsequence,
indirect confrontation between the capitalist and communist ideological systems reached the rest
of the world, where a third way of thought, known as the-Htgned Countries, sought to grapple

with its recent political emancipation froits old European metropolisés.

While Latin America did not entirely subscribe into the Ndigned movement given its already
century and a half of independence from Iberian colonizers, the political, cultural and economical
system in the region was deeply dependent on-An&rican andEuropean (even Soviet)

influence. As such, many leaders like Salvador Allende sought to inspire themselves from these

5 See chapters 8 & 9 ilohn Lawrence Rectorhe History of ChileSecond edition. Greenwood, 2019.
6See Al ntroduct i onThe Glaobal CotddVarAThind&Vorl éntervemtibns and the Making of Our
Times Cambridge University Press, 2006.



decol oni al emancipation movemewors|l d opesictaip@n d

made Latin American countries juggle their dependency to eitherAh8rican or Soviet help.

Second, | will identify the group of art music composers involved in this exchange between
academia and NCC folk groups. This group was composed of four core composers: Luis Advis
(19352004), who wrote th&€antata popular Santa Maria de Iquigua piece that mixed the
popular idioms of the NCC movement and classical music structures, performed and popularized
by the folk band Quilapayun. Peruvian composer Celso Galedoa (19262025), who was

living in Chile at the time, and who collaboratedh NCC star singer Victor Jara (193873) on

some songs and wrote a laiggale ballet nameHdos siete estada® celebrate folk music and

dance within an art music setting. Then came the aforementioned Sergio Ortega and Gustavo
BecerraSchmidt, who wrote songs for the folk bands Quilapagad Intilllimani, including

setting poems from the Canto Genéral large epic poem about Latikmerican history written

by Pablo Neruda (1964 9 7 3 ) , by then Chilebs most i mport
composers, there is only accessible mataral scholarship from three of them: Advis, Garrido

Lecca and Becerr&chmidt®

|l was unsuccessful in convincing Sergio Ortege
and scores to pursue my research, which is a significant drawback, givérnt thegms he was

the most politically committed of this generation to leftgvcauses. To counter this informational

lacuna, | have decided to present a special case of an art music composer who also collaborated

with Nueva Cancion artists from a very different vantage point: Juan G8&gs (1912019), a

‘David M. K. Sheinin, fAArgentinads Secret Cold War Vigi
Thomas/l atin America and the Global Cold Wak74198.

8See Chapter 5 iMcSherry, J. Patric€h i | ean New Song: The Pd078Philadeiphia: Power ¢
Temple University Press, 2015
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Chilean composer who lived in the United States as head of the Latin American music center.
While not exactly a socialist, he was a composer who was committed to democratic ideals of social
justice; as such he became attracted to the plight of the exildwe (himself became a voluntary
exile in 1973 after the coup) and composed music for Quilapayun during these difficult times; facts
that were written into his biography which will be used as my main source of information to study

his life and work in beteen 1970 and 1990.

As such, this study wild/l cover these composer
works that were either composed for Quilapayun that have art music elénentc h as Advi
cantatas popularedanta Maria de IquiquandSi nf on2 a fALos tr eworkkEi e mpo:
that were produced in exile such as the sénggricasby Gustavo Becerr&chmidt, ortun canto

a Bolivarby Juan Orreg&alas; or works that were further inspired by the collaborations with the

NCC movement, such as tBéring Quartet No. dy Celso Garridd_ecca or the operdiudasby
OrregeSalas. Note that not all these composers collaborated with Quilapayun or other NCC
members while they were in exile, as it was the case of Gdradca, who returned to Peru; nor

did all of them develop personal styles inspired by NCC, assttacase of Luis Advis, whose

coll aborations with Quilapay¥n remained separ

Nonetheless, the compositions showcased in this study demonstrate the need for these composers
to show support to important political causes like social justice or the struggle for democracy,
which are common topics in Latin American history at large, whith werei during those

decades crucial to voice support to the beleaguered Chilean democracy. In selecting these

composers, | have drawn upon the work of Juan Pablo Gonzalez, the foremost Chilean

9 Juan Orregesalas,Encuentros, visiones y repasos: Capitulos de mi musica y miSaadiago: Ediciones Radio
Universidad de Chile, 2006.



musicologist, who has conducted extensive research on Chilean, Latin American, and popular
music as a whole, and who supervised Elly Bakdhesis on Luis Advi€antata Santa Maria de
Iquique Daniela Fugellie, who has worked extensively on Chilean art music composers and who,
in 2024, led the repatriation of Bece8ahmidts autographs to Chile; Gerard Béhague, a French
musicologist who worked extensively on Latin American concert music and was the first to
compile a brief yet comprehensive musical history of Chile; and finally J. Patrice McSherry, an
American political scietist who has also examined Nueva Cancion and its relationship with

musicians trained in the acadeinghowing a great range of interdisciplinarity.

Third, this research will cover several interdisciplinary approaches that overreach traditional
historicatmusicology frameworks given the social and political aspects that are presented in this
thesis. Examining the Cold War from a global perspective ss@eées drawing on
historiographical approaches developed over the past two to three decades, as the conflict is no
longer understood solely as a confrontation between capitalist and communist spheres of influence.
From the large proxy conflicts such agewham and Afghanistan; the indirect coup operations in
Latin America and Africa; to the desire of the recently decolonized nations to develop a separate,
Non-Aligned project that rejected direct capitalist or communist influences in favor of one that
reflected their cultural and social interests, the Global Cold War historical approach covers this
broader, yet more nuanced overview of this conflict from different vantage poiitis. facilitates

not only the comprehension of historical processes intertwining all these geopolitical areas, but

®I'n this sense, Westad6s monograph on the Global Cold
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also the understanding of artistic trends that directed the creative will of musicians within these

conflicts1?

As such, | will equally mobilize some concepts pertaining to subaltern theories and decolonization
practices, which is in part necessary to understand the project from a further informed perspective
regarding the continuous struggles to which many ofridigyenous populations of the Americas

have been subject ever since Spanish colonization. Most of these studies demonstrate that, even
during their independent era, groups who recognize themselves as indigenous, as well as the
agricultural and working class, have been subject to internal colonialism/colonial modernity
dynamics, perpetuating dependency on European colonial and cultural modes and ideologies of

human development, effectively barring other alternatives.

This will certainly explain the need for certain artistic voices to operate from a bopgom
perspective, especially in a place as isolated as Chile, where a Eurocentric political rule inspired

by Ancient Roman patrician rule was sustained for a centtey iatlependence. As a result, this

tight Eurocentric social structure on one hand kept art music from developing any folklike
affinities, while most other Latin American countries openly embraced folk and indigenous
musics On the other, it did not allow indigenous and rural Chilean folk musics to be showcased

as part of the national folkIlore. When the re
this was the moment when Chilean folk musicians knew their lyegdd inadvertently set

themselves to developing one of the most important movements of folk music with social content:

11 For this point, notions picked from Mark Carrdlusic and Ideology in Cold War Europ8ambridge University
Press, 2003 will be complemented with the ideas from chapters 6 ahtkZsnCarol A. Hesepresenting the Good
Neighbor: Music, Difference, and the Pan American Dre@xford University Press, 2013

2 For this instance, some ideas in Frederick Codpelgnialism in Question: Theory, Knowledge, Hist@grkeley:
University of California Press, 2006, will be essential to explore.



the Nueva Cancion Chilefd.However, | will equally need to mobilise concepts drawn from
Richard Middletods articulation theory, in which he explores how musical genres combine and
intertwine* As such, this will serve as the main method for analysing the relationships between
folk and art music within the cantata popular genre, both for Advis and for all the composers who

wrote for Quilapayun.

Given the interrelationship of the topics, it will also be necessary to define the presence of some
indigenous extracted artistic movements, particulsdygenismo which defined several artistic
currents during the twentieth century, including art music, in Latin America. This is important to
define because within indigenisma’ there are several elements that today could be considered
problematic, such as the extraction of indigenous musical materials out of their social context and
their reproduction in art music. This happens because the movement emerged during a moment
when Eurocentric culture was expanding into new territories of knowledge and in many cases,
stripped indigenous cultural material from its original setting and put it into works of art or exhibits

thati inadvertentlyi trivialized the needs or functions ofckumaterials?®

However, in Latin America, the situation became more complex because several nations in the
region, during the first half of the twentieth century, experienced strong cultural shifts that led
them to the progressive amalgamation of indigenous element# wiite broader cultural
landscape through mestizdjevhich implies the mixing of indigenous and European culture into

a single culture. This mixture, however, implies the sublimation of indigenous cultural elements

BThe books by Rector and Sagredo Baeza cited abawgong some other additionswill be helpful in this goal.

“See subsection fAArticul at i StudyinghPogularaMasicviltor KeynesnOpéii c har d

University Press, 1990, 1%3.

“While thereds no single materi al that addresses the

considerations by Dylan Robinsddungry Listening: Resonant Theory for Indigenous Sound Studigersity of

Mi nnesota Press, 2020 and by Jos® Eduardo Z8rate Herns§
pl uralismo ®t niAadamias?0i, k6 i@p) 0584 wilebe dabilized in this dissertation.



into Eurocentric formdndigenismeaevidently aligns with this paradigm and with internal colonial
modernity, as artists in Latin America usually showcased indigenous materials within European
art forms. This is important to keep in mind because while this artistic trend subsided itttk sec
half of the twentieth century with the rise of new forms of artistic colonial modernity in Latin
American cultural circle$ mostly through the imposition of cosmopolitan avantgariedoes

not mean it disappeared completely, especially when sompasars within my analysis group,

included indigenous elements within their own wiftk.

In this regard, a fourth consideration must be accounted for. In many cases, | worked directly from
the composesown reflections and writings, and as such, | draw comparisons based on the
composers they cite. In the case of Celso Gailtighira and Juan Orreggalas, we find them
drawing inspiration from composers one or two generations before them, such as B@#a Bart
(18831945), Aaron Copland (1901090), Paul Hindemith (1895963), and Igor Stravinsky
(18821971). In the case of Orregialas alone, he draws comparisons from his own generation as
well, naming Benjamin Britten (191B976), Alberto Ginastera (194¥983), and Leonard
Bernstein (1918.990) as influences. In this regard, Orré&adas also rejected any association
with Arnold Schoenberg (187#951), Anton Webern (188B945), and the posterial school,
exemplified by Pierre Boulez (192916) and Karlhein Stockhausen (1928007). However,

such comparisons become scarce in the writings of Gustavo B&wdmmadt, who certainly
worked alongside these two composers in Europe during the 1980s and may even have done so
with his contemporaries Luciano Berio 282003), Krzysztof Penderecki (192822), and his

Argentine colleague Mauricio Kagel (192008), yet never mentioned any of them as influential

7Z8rate Hern8ndez, fADel indigenismo a la indigeneidado.
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to his work, nor indeed anyone mentioned abidva. Luis Advish case, the comparisons falter
because, oddly enough, his close colleagues in Ghitetably the dramaturgist Jaime Silda
situate him closer to an even older, nineteaathtury generation, namely Richard Wagner (1813

1883) and Richard Strauss (186349.8,

From this summary, | can draw one clear inference. Most of these Chilean composers actually held
up as model other composgarhether European or Americamho had themselves worked in the
Americas. Bartdk, Hindemith, and Stravinsky all took up residence in the United States as a result
of European fascism and the Second World War. Britten did the same yet returned to England once
the tide turned in favourfothe Allies during the war. Bernstein, Copland, and Ginastera,
meanwhile, were born in the Americas. As such, | would argue that their need to compare
themselves to these figur@srather than to others of their own generationnvas grounded more

in a shaed continental experience than in stylistic affinities or training. For these reasons, | will
focus my research primarily on their own influences and, whenever possible, on the broader
context, rather than associating them with a specific generation rofp&an or American
composer® an approach that is more suitable given @hitelative isolation, both continentally

and musicologically.

As a fifth and final consideration, | would have to include several aspects as well related to
diplomacy and exile into my discussion, which are two common themes to the development of
twentieth century music in both high and lowbrow spaces, which cotgdhbio the positive

reception of works abroddand to a degreke might have facilitated the exiles of several of these

71n this respect, | am referring to Gustavo Bec&camidts writings "Crisis de la ensefianza musical en occidente"”

(a series of articles from 1958) and a lengthy 1985 interview with Ernesto Gonzalez Greenhill, which reads almost as

a confessional act regarding his style, both published in the scholarly jRewiata Musical Chilena

¥Jai me Silva, AEscuchemos | a RevistaWusicalCGhilenals, so. 2841(2005, par a
127.
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composers. For these | will mobilise theories such as the affective emotional affinity, which is
crucial in art diplomacy to understand why and how two different cultures enact soft power
measures as in cultural liaisons to find similar affinities betwieehost culture and the diplomatic
corps to start cultural dialogues that might translate later into political dialogues and collaboration
instead of competition. Through this dialoguestensiblyi more complex political actions can

be made. The succeasChilean exiles in getting their folk protest music recognized through NCC

is an example of that: by putting forward their struggle as one for democracy, human rights through

their songs, they were able to rally support and interest for their cadnsrihdst countrie®’

In this sense, discussing the situation of exile will also be helpful in understanding the dynamics
these composers experienced while abroad. It is especially important to consider that the most
common definition of exi Baativesouriryar aplaceregarded a b s e
as home, endured by force of circumst@hisces or
definition applies to both individuals and communities who settle in foreign countries. As we will

see in the following pages, the efforts and networks built by Chilean exiles over two decades
enabled their musicians to voice their concerns for tmeednd their hopes for the return of
democracy to Chil e. However, it is equally c
phenomenon experienced by many artists in the 20th century when they were unable to flee their
country and instead turned iavd as a form of resistance, awaiting a more auspicious mément.

This was the case for Luis Advis, who remained in Chile due to an undisclosed iliness during the

dictatorship. He stopped composing fApopul ar o

19 See for instancéessica C. EGienowHecht and Mark C. Donfrie®earching for a Cultural DiplomacyNew

York: Berghahn Books, 2010.

20xford English Dictionary, dAexile (n.1), sense |.1.a,c
2! The examples given iRoberto llliano and Massimiliano Salkjusic and Dictatorship in Europe and Latin

America Brepols, 2009, will be helpful for this matter.
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the public eye, while secretly preparing a nearly Hong symphony,Los tres tiempos de
América written for folk band and chamber orchestra. This work encapsulated his hopes and fears
about the Latin American condition. Although the symphony was completed, it was not premiered

in Chile until 1988, as the dictatorship persisted, and exiled folkpgraere still unable to return.

The organisation of the thesis is as follows. The first chapter will be introductory, covering many

of the theoretical frameworks briefly discussed above. It will begin with a historical overview of

the Global Cold War, which is a theory proposed by OddeAWestad that focuses on the
geopolitical conflicts between the United States, the Soviet Union, and theAldoed
Movement, with particular attention to Latin
part of this chapter will explore the atitsimplications of these geopolitical tensions, particularly
examining how avangarde modernism came to be seen as the only viable path for modern
compositions in Latin America during the 1950
indigenist treds they had previously embraced. In both sections, the internal colonialist elements
that enabled these dynamics will be thoroughly examined. The third and final part of the chapter
will discuss the social dynamics that facilitated these exchangesufatyidocusing on music
diplomacy within the context of the Cold War, as well as the situation of musicians in exile prior

to the Chilean casg@ providing a foundation for the discussions in this dissertation.

Once this introductory chapter is complete, a second, shorter chapter will address the Chilean case.
This chapter is divided into two main sections. The first will outline the historical and social
characteristics of Chile: a country geographically isolatehe Pacific region, influenced by both

the Inca and Spanish empires, and that, after independence, established itself as a thoroughly
Eurocentric project. This project led to the creation of a Eurepsd aristocracy that governed

the country for Bnost a century, excluding peasants and workersvhether of European,
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indigenous, or mixed desceht from political power and the ruling class. Chile, like other former

Spanish colonies, was deeply shaped by mestizaje.

The second part of this chapter will address the cultural state of the country, focusing specifically
on music during the twentieth century. This section will demonstrate how the social context shaped
a musical mainstream in which Eurocentric trends predaied. Compared to the rest of Latin
America, Chile remained musically isolated, never developing a nationalist or indigenist school in
the 20th century and instead adhering to Impressionist, late Romantic, aGthasical canons
imported from Europé? Similarly, the diffusion of folk music was dominated by Central Valley
huaso music, a style derived from Spanish folk music, with indigenous and mixed traditions
underrepresented in the Chilean musical scene. Finally, we will examine how the dictatorship
censored the arts, permitting only works linked to worldgtags music, which were profitable to
institutions and required minimal state intervenfidriWhile there was no comprehensive
monograph in Spanish to guide the literature review of Chilean music, numerous articles published
in Revista Musical ChilenéRMC) proved invaluable in developing the case studies of several
composers examined in this project. Particularly significant were the interviews with Becerra
Schmidt concerning his exftt as well as the first published analytical study of On8gw | a s 6 s

Missa in tempore discordiaene of the works analyzed in this dissertation.

22 Gerard BéhagudgiLat i n American Music c¢. THhe9Carfbridge Histbrg 8fQdtin i n L e s
Ameri ca. Vol ume 10, Latin Amer i c.&Cantbiidgec @mtiri®y8 Oniversity d e a s,
Press, 1995.

23 Karen Donoso,Cultura y dictadura. Censuras, proyectos e institucionalidad cultural en Chile.-1933.

Ediciones Universidad Alberto Hurtado, 2019.

24 BecerraSc hmi dt , Gustavo. AEn torno al exilio y a |l a tran
Chilena, Vol. 57, nos. 199, (2003).-63.

%0rregeSal as, Juan. @Al t adisocomdiaeyrecipmciditi de pakabra ymugicae nipeovriest a  Mu s i
Chileng 47, no. 182 (1994), 143.
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After Chapters | and Il have laid the groundwork for this research, I will focus on the study of four
composers in three chapters. This structure reflects the nature of their lives and exiles, which
unfolded under similar and differing circumstances arotmedworld during the two decades
covered by this study. | must also clarify the genre and type of music explored in these chapters.
The music presented by these composers includes both art music models, such asVgdagera

by Juan Orreg®alas, the cantatal movimiento y el suefioy Celso Garridd.ecca, and the
OssietzkyOratorium by Gustavo Becerr&chmidt, as well as hybrid forms combining academic
and folk music, such as the cantatas popul@egda Maria de lquiquBy Luis Advis,Allendeby
BecerraSchmidt, or the songdn canto a Bolivaby OrregeSalas. Most of this music is vocal,
including songs, cantatas, or oratorios, with notable exceptions like E8ragb @bsedConcerto

and GarrideL e c c a 6 s ¢ h @rimpaearun tierapo kwevand String Quartet No. 2The
inclusion of these more Aabstracto works is |

Violeta Parra and Victor Jara on each Garli@oca and Orreg&alas.

Chapter 11l will focus on the activities of Luis Advis. As mentioned earlier, Advis created the
cantata popular genre, which combined classical cantata structures with the spirit of popular music

in Chile. This fusion often allowed messages of popularrasuge grievance to surface. This was
particularly evident in Advisdéd music, whi ch
groundbreakingSanta Maria de lquiqu€l1970), which incorporated popular instruments and
performers, such as Quilapayun, a seminal Chilean Nueva Cancion folk ensemble, within a
Baroque cantata framework. The cantata tells the story of a violently suppresse@stikers

Iquique in 1907. This work set the tone for subsequent cantatas populares,Gactogsara una
semilla(1972), in which Advis set music to the words of Violeta Parra, the founder of the Nueva

Canciéon movement. Hédécimas, part of her final poetry collectignvere set to both music and
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words by Advis in this cantata, which highlig
of the working class in Chile. For these matters, the article on popular and classical music by Juan
Pablo Gonzalez about popular music in Chile, as wellashisis of Elly Bolton on the Cantata

Santa Maria de Iquique will be helpful to guide my own analysis of the fRork.

Following this, we will examine how Advis, unlike many of his colleagues, remained in Chile
during the fal/l of Al |l ende, the Pinochet cou
colleague Garriddecca reported being struck by illness during thesiod, Advis stopped
composing for at least three to five years after the coup, only resuming in 1979 with film scores

and instrumental works unrelated to Nueva Cancion. However, during these years, Advis secretly
composed what he believed to be the regical step after a cantata: a symphony for folk
ensemble and orchestra. TBi@fonia Los tres tiempos de Amérnieflects his need for this music

to exist. A 40minute work for voice, folk group, and chamber orchestra, it represents a larger form

of expression, completed in secrecy during Pi:
1988. This illustratekow Advis endured a long, silent inner exile, refraining from premiering any

works in the popular genre while the political climate made it unsafe for such music to be

performed in Chile.

Chapter 1V wildl address a more ficlassico type
be Gustavo Becen@chmidt, an art composer who embraced multiple styles, including
neoclassical, jazz, modern, avgatrde, and electronic/electroacoustic siou His stylistic

versatility allowed him to incorporate postmodern canons that dominated academic music during

%Eileen K Bolton, AfdEcos de un tiempo distanteo: La (
Quilapay%%n) y sus resignifi c aastersdigssUnigesidad del Caile, 2@é11.40 afos
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his exile in West Germany during the late 1970s and early 1980s. His collaborations with exiled
folk musicians from the Nueva Cancion movement will be explored through works dike
SatrapasandChile 1973(unperformed works directly responding to the coup), as well as the more
Amat ureo and ge o pOsdieizkyOratoaumlanyd Pescusgioni CloncertaTwad
important collaborations with Quilapayun during their exile will also be examimeéricasand

the cantata populakllende the latter of which remained unperformed during BeeSrah mi dt 6 s

lifetime and was only premiered in 2018.

The second part of this chapter will focus on Celso Gairilca, born in Peru but active in Chile,

whose leftist ideology led him to engage with folk music while developing @&de art music.

His collaborations with the Nueva Cancion movement, inolydongs for Victor Jara and the

balletLos siete estadowiill be discussed. Although this ballet was lost during the coup, his cantata

El movimiento y el suefsurvives, an avargarde work using large orchestral forces, mixed choirs,
narrators, and tape recordings to explore the struggle between aspirations and earthly suffering,
referencing both South American guerilla movements and the space race. Twdéiaghlis ur e 0
works, composed after he fled Chile, will also be analyZet para un tiempo nueyavhich
includes a quote from Vi ®Gr adiaa P aadStiand Quarigtb s d h u
No. 2 an homage to Victor Jara, quoting hissofigd| egar i a andiRalLalmaadar er

contwhtke interweaving them with an fAauthenti

Finally, Chapter V will be devoteas previously mentionetb the legacy of Juan Orre@alas.

This composer, who was several years older than many of his contemporaries, had a head start in
every significant trend in 20tbentury art music. He developed an eclectic style, yet one that
dismissed influences fromzz or folk music, at least initially. Like Becei®ghmidt and Garrido

Lecca, Orregesalas benefited from educational experiences in the Global North. However, unlike
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BecerraSchmidt, whose exile forced him to build a career in West Germany, GBadge made

a conscious decision to spearhead a project for a Latin American Music Center in the United States.

He was a founding member of this institution in 1961, andliegists today at Indiana University

in Bloomington, standing as a testament to whe
toward contemporar§ often moderr® composers. It was under the auspices of this institution

that OrregeSalas devoted his career as a composer and teacher, including compddisgaia

tempore discordia€eThis setting of the Mass predates that of his American colleague and friend
Leonard Bernstein, and in it, Orre§@alas expresses his fears and dissatisfaction with faith in the
face of what he vi ewedThaworkavasipartally inspireg bydJS. v i o |
involvement in Vietham and partly by the growing political unrest in Chile during the late 1960s,

which |Ied to both All endebs presidency and Pi

The second part of the chapter will focus on his works from the 1980s, which reveal a heightened
political consciousness on his part. As this chapter will ex@ofeamed by an active examination

of OrregeSala$biographyd the composer was an avowed pacifist who believed in social justice,

yet he never fully abandoned his bourgeois po
voluntary exile during Pinochetdés dicdvert or shi
this same privilege also allowed him to compose music in protest from a relatively safe position.

His collaborations with the folk band Quilapayun, notably the pitltesanto a BolivaandLo

gue no digo, lo cantgrovide examples of his engagement with political themes. Of these, only

Un canto a Bolivawas premiered and recorded by the band. In addition, OBaf@s composed

several more academic works, suclBagjrafia minima de Salvador AllendbeOboe Concertp

27 OrregeSalas Encuentros 302.
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and the oper¥iudas all of which reflect his political views at the time. TBi®grafia minima de
SalvadorAllendpays tri bute to All endeds figuSeael avad@ h
collaborations with Quilapayun, yet in a more academic style. OJhee Concertocan be

compared to th&tring Quartet No. 2f his colleague (and rival) Garridaecca, as both pieces

serve as conscious homages to Victor Jara, quoting his music. In agbconcerto, the

musi cal form serves a PlegariamanaLabsadoasa meumfueektgyi ng J
for oboe and string orchestra. Finally, his opénadasencapsulates all these elements: Orrego

Salas combines protest songs with troubadour chants, and themes of political demands and

violence appear repeatedly in the plot, all while maintaining his distinctive eclectic style.
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Chapter I: Between avagardism, modernity anehidigenismothe state of the arts and policy
during the Global Cold War in Latin America

1. Tercera posicion: Latin America at The Threshold of The Global Cold War
The geopolitical role of Latin America in the Cold War is a relatively recent field of study. Most

of the major works consulted for this project have been produced within the last 19 years
especially when compared to the more extensive literature on the supeqstimggge for control

over Eurasia, as well as on North America and Cuba, the latter being the only country in the
Americas to experience a lofasting communist regim@.Nonetheless, the substantial body of
scholarship that has emerged in this period, notably the books from Patribleltiesr Peace nor

Freedom: the Cultural Cold War in Latin AmericaGilbert M. Joseph and Daniela Spenger,

from the Cold: Latin Amer i c@aongobhersy thEyrakveal nt er
a region deeply embedded in a complex web of geopolitical networks involving Latin American
countries, the superpowers of the Global North, and the-Adran-European members of the

Non-Aligned Movement.

The study of these networks has focused primarily on geopolitics, shown for inst@rdmeAmne
Westad, The Global Cold War: Third World Interventions and the Making of Our Times
highlighting Latin Americé transformation into a contested region critical to maintaining the
global balance of power. The United States, which had treated the regionitzeckgard for

much of the 20th century, was challenged by the Soviet Union, which promoted a vision of social

justice as an alternative to the WsScapitalist, survivabf-the-fittest approack? However, Latin

2Fjdel Castroo6s Revol uti on shlp58 untl RODS when ime steppedodowm,avell after o m  J a
the end of the Cold War. Thomas\WWright, Latin America in the Era of the Cuban Revolution and Bey®hdd

edition. Santa Barbara: Praeger, 2018, 247.

2 Westad, 2.
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American nations were far from passive or powerless. Recent scholarship, such as the collective
book Thomas C. Field Jratin America and the Global Cold Wdrighlights the willingness of

some politicians to actively engage with the Ndigned Movement, as well as the efforts of

national elites to strategically navigate between both superpowerdlaften with the aim of

securing benefits primarily for themselves. This section of the chapter seeks to deconstruct the
two-power world order by highlighting Latin Ame

Cold War dynamics.

A. The Empire of Liberty Versus THempi re of Justice in Their Q
Wor |l do: Latin America in the Balance of Po
USSR

As a concept, the Global Cold War was first introduced by Odd Arne Westad in his monograph
The Global Cold WarWestad argues that both American and Soviet superpowers possess

Ai mperial 0 expansionist dynamics, typically |
these actions came to be seen as neocolonial by the nations they affected. On the ohe hand, t
United States sought to export its ideology of individual liberty and equality, reshaping other
nations according to its ideals of free trade and liberal demottatyese ambitions were evident

in their engagements across the Global South during Cold War conflicts. U.S. military
interventions in Latin America and Southeast Asia often took the form of asymmetrical proxy wars
designed to preserve p¥iestern regimes Y@rable to U.S. economic interests. On the other hand,

the Soviet Union aimed to uplift and modernize 4kuropean societies through Marxistninist

egalitarian ideald! In contrast, the Soviet Union pursued internal Russification offngopean

30\Westad, 1611.
311d., 48.
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populations and later extended these efforts abroad, culminating in the ultimately unsuccessful

SovietAfghan War that began in 1979.

Westad describes this dichotomy asfaepire of Liberty versus théEmpire of Justicé,which

sent shockwaves through countries outside the dominant Northern Hemisphere spheres of
influenced namely Africa, Asia, and Latin America. Many of these nations became contested
ground, with efforts from both superpowers to draw them into their respective orbits. In Latin
America, this struggle often played out among national elites, who were intetivadlgd into
opposing political camps. The left was represented by artists, intellectuals, and investigative
journalistsd many affiliated with the Sovidunded World Peace Council, an organization which
included figures such as Chilean poet Pablo Neruda and Mexican painter Diego Rivera. The right
was largely composed of middle and uppkss groups, as well as media andustdal

conglomerates aligned with the Glracked Congress for Cultural Freed&m.

The latter, for instance, engaged inpumerican media efforts aimed at manufacturing consent.

One notabl e case, st ubBrojetdPedoy widch thétU.F mformationi s Me
Agency (USIA), in collaboration with local elites and emerging media entrepreneurs, created a
network of preAmerican newsreels. In 1957, this expanded into a primetime television news
program designed to counteract Mexiceutrality during the Cold War by portraying the U.S. as

a peacekeeping capitalist superpower that improved thebewlty of its citizensall while

supporting its stakeholders in MexigbtDespite its political intenProject Pedrovas financially

32 patrick IberNeither Peace nor Freedom: The Cultural Cold War in Latin Ame@ambridge, Massachusetts:

Harvard University Press, 2015, 57.

3¥Seth Fein, AProducing Cold War in Mexico: The Public |
and Daniela Spenser (eds.)n from the Cold: Latin Amer iDuke ®&verdtg w Encou
Press: Durham, 2008, 187.
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unsustainable and was later restructured as a radio progtaviyndo en Marchahosted by
journalist Jacobo Zabludovsky. This program continued to produeamssican content focused
on MexicanAmerican relation$? The project proved more durable, as both Zabludovsky and the

media company he worked for, Televisa, remained influential well beyond the Coftt War.

By contrast, leftist movements inspired by Soviet ideals of justice and equality had a comparatively
weaker and more inconsistent f oot-standinghistony Lat i r
of resistance to oppressive sociopolitical regimes. 8/ddme attempts at communist regimes

were shodived 8 such as in Guatemala (199B54) and Chile (1970973)8 others, like

Nicaragua under the Sandinistas (19/®00), achieved longaerm influence despite opposition

from U.S-backed Contra force$ Nonetheless, the most enduring and extensively studied case is
Cuba. After January 1, 1959, Fi del Castrobs
ASovietizationo refor ms, including |l and redi

industries, mass education campaigns, and the socialization of heafthcare.

Although both superpowers offered perceived advantageshether for the middle class or the

working poord Latin American elites did not always align ideologically with either capitalism or

34 Fein, 192.

35 While never operating on public funds, Televisa has been known for igowernment practices, rarely to never

offering critical journalism against the Mexican State. In addition, their owners have been extremely condescending
towards the working class!Ru b ®n Ar nol do Gonz 8l ez, ASi | a televisi-n h
federal es d e IProc2ediig? of the 2BVL Bncuentro Nacional AMIC (Asociacion Mexicana de
Investigadores de la Comunicaciéon) Democracia, Comunicacion y Movimientos Sociales, UAEM, Toluca®June 14

2013 Toluca: Universidad Auténoma del Estado de México, 4.

36 Nevertheless, Daniel Ortega, who ruled as president of Nicaragua back then, recently came back in office. Ever
since his return, Ortega became a dictator with military support from Russia and China and has effectively abandoned
manyd i f not every social change projects he could harbor
Army: Civil-Military Relations Under Daniel Ortega (20@7 0 1 J9urna of Political & Military Sociology6, no.

1 (2019), 175.

37 See Part lIl, Chapter 4 in Boris Goldenbe@gpan Revolution and Latin Amerideondon: Routledge, 1965, 214

235.

22



communism. Instead, they often crafted pragmatic strategies to court support from both blocs.
Importantly, the NorAligned Movement, formed following the Bandung Conference and led by
recently decolonized African and Asian nations as well as Yugosiava European country
disillusioned with Stalinisnd provided an alternative path. For some Latin American countries,
this third option offered the possibility of autonomy amidst global polarization.

B. The Bandung Conference and The Mdigned Movement: Latin America in

Relationship to Decolonization Movements of Mid to Late Twentieth Century

The recently decolonized nations of Africa and Agiaunder the leadership of figures such as
Jawaharlal Nehru (India), Achmed Sukarno (Indonesia), and Gamal Abdel Nasser @gypt)
founded the Nowligned Movement following the Bandung Conference in 15Fhis initiative
aimed to offer a political alternative to the neocolonial agendas of both the capitalist West and the
Soviet Union, which were increasingly perceived asingeerialist forces. A notable exception at
the conference was the presence oftarEopean | eader , Josip Broz

communist dissenter who had broken with Soviet policies years earlier for similar r€asons.

The conference brought together 28 nations from Asia and Adriceecently decolonized,
partially colonized, or never colonizéd alongside Yugoslavia. Its final communiqué outlined
five principal objectives: economic cooperation, cultural cooperation, the protection of human

rights and seffletermination, the resolution of colonial problems, and the promotion of world

38 China was also part of the group in the Bandung conference, as Zhou Enlai presented several speeches of reassurance
that Chines€€ommunisim was also against Imperialist and Colonialist Rule. However, their assertion in supporting

the communist rebel movements in Southeast Asia was an intrusion against colonial independence of countries such

as Vietnam or t heCommuniguépfphe As#As r | Sa@e Clomifrealence i n Bandun
Ministry of Foreign Affairs, Republic of Indonesia (Eddsia-Africa speak from Bandundpjakarta: 1955, 16169.

®'t was on Titods need for an alternative view on Mar xi
different contexts than the Soviet Union (pomlonialist) that pushed him to join the movement started by the

recently decolonized Afrd\siatic pavers. Seed.

23



peace. Whil e these principles aimed to guide
immediate impact was geopolitical. It contributed to accelerating the decolonization of many

African nations still under colonial rule at the tifife.

However, according to scholar Frederick Cooper, this was far from a purely idealistic movement.

In postindependence Africa, widespread discontent emerged, even in nations that had long
embraced resistance narratives. This discontent stemmed fromth@ nonst out si der 6 s p
that African nations were too unstable to be governed by Western conceptions of fimecstele

that often ignored economic and scientific development, hindered social progress, and failed to
account for the continentdos complex reatities,
Scholars like Quito Swan argue that decolonization itself could become a-@olgiele discourse.

For instance, Sukarnobés plan for I ndonesia in
means of deterring renewed Dutch or Western colonial incurgior@ action taken without

regard for the voices of West Papuans, who were ethnically and culturally distinct from the

Austronesian Indonesiafts.

Although the NopAligned Movement declined after the 1988s particularly following the
Washington Consensus, a multilateral congress which led several Latin American and African

nations to adopt privatization as a strategy for economic refoita legacy remains significafi.

40Westad, 99.

“Frederick Cooper, f@dAConflict and ConThe érhericamHistoalt hi nki 1
Review 99, no. 5 (1994)1521.

2Quito Swanos article deals on how the West Papuans,
because of their skin color, and as such sought help from African Nations like Senegal or the Black American
emanci pati on mov e miaded lsy.Banduag? tllamin&imgaWest Pdpug] Senegal and the Black

P a c i fRadical History Revien131.2018, 60.

“Vico Mel o, i Ban défrogatino-AsiatiGoolnascinaento, @ alise d & possibilidades descoloniais

da cooperacédo S@ u IAbeAfrica: Revista da Associac&o Brasileira de Estudos Africdi#dy<020, 48.
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Scholar Ahmad R.M. Umar identifies two central outcomes: first, the promotion of self
determination, which became foundational for decolonization; and second, the reshaping of
international geopolitics. The movement helped transition the world order fremaminated by
European empires to one in which formerly colonized nations gained formal legal equality with
their former colonizer&* Vico Melo adds that the Bandung Conference also sparkediSmuith
coll aboration beyond geopolitics, i ncluding s
during the 1961 Cairo Conference of Af#dgian Women, delegates addressed how colonial
patriarchal structures compounded 4apasting gender inequalities. Melo further notes that the
conference paved the way for broader TfWwdrldist cooperation beyond Africa and Agiamost
notably with Latin America, where countries faced neocolonial pressures from both the U.S. and
the USSR. A key example of this solidarity was the 1978 Buenos Aires Summit, where countries

of thefiThird Worldd gathered to oppose naoperialist influence from the global superpowérs.

This movement also fostered closer collaboration at the national level. Scholar Eugenia Palieraki,
for i nstance, highlights Chileds rodAlgnehs a b
Movement . Under Salvador Al |l e Gidogd) €hildJdeepehadd P o p
ties with Algeria, even maintaining diplomatic channels as a goverAamenile until 1976 after

Al l endeds ov e*?Howereo the Nomldned Moaemabnt failed to gain widespread

traction across Latin America, likely because the region was already immersed in its eown anti

4 Ahmad Umar suggests further in this article that, despite the emergence of neocolonial politics through pacts such

as the SEATO (dissolved in 1977) or ASEAN (still existing), this legacy has endured as the continuous struggle for
peoples to keep their figonselfid et er mi nati on. See Ahmad Rizky Mardhatil/
Bandung Conference: Gl obal Decol oni zat i oAsiammRoldics&he Mak.i
Policy, 11 (3), 2019, 471.

4 However, this happened shortly after Argentina was victim of apnerican coup and foreshadowed the end of

t he AWOhrilrdd smdé as an alternative during the 1980s. Melo
%Eugenia Palieraki, AChile, Algeria, and the Third Wor
Jr., 292,
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colonial and revolutionary struggles dating back before the Cold War. Historical figures such as
Augusto Ceésar Sandino, who vowed to resist U.S. intervention at all costs, embodied this more
militant approactt! Consequently, some governments in the region embraced peaceful

multilateralism, adopting pragmatic or mediating positions between the great powers in an

alternative form described by some Latin American countriésresra posicion

C. Tercera posicion. A Latin American Alternative to The Ndigned?

The expressiotercera posiciérwas initially formulated by Argentine president Juan Domingo
Peron during his first term. This position aimed to prioritize national interests while mediating
between the two dominant geopolitical blocs. It typically combined capitalist economic interests
0 such as foreign investments that revitalized devastated econdmigth public support for
social justice programs that promised equality to the working and middle ctaskmsever, as

the following pages will show, in many cadescera posiciorserved as a vehicle for internal

neocolonial elites to accumulate wealth and obstruct democratic processes within their countries.

The idea of tercera posicion as a discourse promoting national interests could be seen as a
reflection at least in practiceof the Bandung principles of saletermination. Yet, Latin
American nations had gained independence from their Iberian colonizers (Spain and Portugal)
more than a century earlier. Throughout the 19th century, many of these nations consolidated their

contol over inland territories, often clashing with indigenous populations. This was largely

47 This stance would lead eventually to several movements of revolutionary fervor that aimed to end the American
neocolonial grasp in the region, including those of Cuba, Nicaragua, Colombia, or Peru, to name a few. Westad, 93.
48 Although this term was first employed by Peron, it effectively became the discourse of the Argentine governments
all along the Global Cold War. Sheinin, 1T%5.
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because the newly formed states inherited a Eurocentric fiatittiing project from the Spanish

and Portuguese empir&s.

First, these clashes happened because, politically and economically, the legacy of colonialism in
Latin America was rooted in private land exploitation. Charles McKelvey, for example, describes
how systems like thencomiendaand later théaciendaor fundos enabled landlords to exploit
indigenous labor, laying the groundwork for economic systems of exploitation and
superexploitatiol® Second, on ideological terms, Larry Neal explains how the Eurocentric legacy
was preserved by the Spanish and Portuguese empires through Catholic evangelization. This
ideology later clashed with the equally Eurocentric rationalist modern project that smsgape

the postindependence states.

The tension between Eurocentric elites, marginalized indigenous communities, and swetagng
groups led to widespread conflict in the late 19th and early 20th centuries. The 1929 global
economic crisis became a turning point in Latin American geopolitsteering in populist leaders

who mobilized the masses to achieve both personal and collective goals. These leaders often
invoked the suffering of the poor, and occasionally of indigenous and-déBoendant

communities, as central to their social justieeratives’?

49 n this instance, we will see in the next chamikthis thesisone of these conflicts: the one happening in Chile
between the recently independent natitete and the indigenous Mapudungun people.

50 Through the ideas of Immanuel Wallerstein, McKelvey explains how superexploitation keep the agricultural
laborers and working classes in underdevelopment conditions under capitalism in what McKelvey calls the economic
Aperi pheryerainpdh esreyima i ho thai ficonforto in the economic cC
developed, Western world. Charles McKelvéle Evolution and Significance of the Cuban Revolution: The Light in

the DarknessCham, Switzerland: Palgrave Macmillan, 2018, 4

51 See Chapter 4 ibarry Neal, The Soul of Latin AmericdNew Haven, CT: Yale University Press, 2001;121..

521n this sense for example, Juan Domingo Perdn is an heir of such populist politics. Other noticeable examples here
are Getulio Vargas of Brazil or the political party Partido Revolucionario Institucional (PRI) in Mexico. Michael L
Conniff, Populism in Latin AmericaTuscaloosa: University of Alabama Press, 1993, 2
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It is therefore unsurprising to séercera posiciorframed as a socially inclusive movement in
Argentina and other countries. However, its implementation was typically led by wealthy elites
aligned with a Eurocentric/Western blend of religious conservatism and economic liberalism.
David M.K. Sheinin, formstance, demonstrates how Argentina used its spsite credentials

to bypass the U.S. embargo on Cuba in the 187G=®lling Argentinemade Ford and Chrysler
cars as a sign of solidari®y while simultaneously suppressing progressive leftist movements to
align with U.S. antcommunist interests Similarly, Gilbert M. Joseph shows how Mexico used
tercera posiciorstyled rhetoric to promote national unity and international peace, even while it
repressed internal dissent such as the -B¥b8ailway strikes, the 1968 student movement, and

Marxist peasant revolts during the 1970s.

At this point, it is necessary to introduce the concept of alternative or colonial modernity. In
Colonialism in Question Frederick Cooper, drawing from subaltern studies, argues that
colonialism is embedded in the Western project of modernity, and that modernity often adapted
itself as a messianic mission in colonized territories. Drawing from David Scott and Achille
Mbemke, Cooper shows how colonial powers dismantled and restructured colonized societies to
fidt a moderni st rati onal tbgsc waPRarcaplmaail n

ambition; a universal goal, like the one organized religion had in the¥ast

The extent to whiclkercera posiciérconstitutes a repackaging of neocolonial modernity in Latin

America should be analyzed within the regi o

53 The antiCommunist purges happened as early as 1951, repeating in 1955, 1966 and 1973 under Argentine
governments that kept thercera posiciérstance. Sheinin, 185.

“This finational unityo was often in |line with Americeze
repressions were often backed by Botlercra3dings andRhe nemaking Kel | e
of Latin Amer i c a@old@WarlHdtoryta:1 (2039)1531 i e s 0,

55 Mbembe here refers to the role Christianity and Islam had in some African societies during the Early Modern period,

when these religions were brought by Portuguese and Arab colonizers. Coalpeialism in Question1l42143.
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significantly from col oni al experiences- i n Af
Asian contexts under direct French and British colonial rule, Latin America had been independent

for over a century. As noted earlier, Neal argues that Westeotoigical frameworks had already

been deeply ingrained through Iberian evangelization and education, particularly via Catholicism,
confirming Mbembeds i deol ogi cal -racg,uBuropeanr i e s |
descended, and even some indigenous ptipus were already incorporated into neocolonial
nationbuilding projects grounded in Thomist Catholiisa theological and social framework
envisioning a AKingdom of God on Earth.o Th
Americas @assimilative social project was far from seamless. Hardline Catholics viewed
Enlightenment rationalism as fundamentally incompatible with their mystical worldview and the
authority of Church dogma. These ideological tensions ultimately contributed ltcaniicts,

such as those that erupted in 18émtury Mexico and Argentina.

Race played a significant role in this process. Influenced by Thomist ideals of eclecticism, Latin
American societies pursued cultural unity and syncretism over separatism. This led to the
promotion of mestizaje the blending of indigenous and Iberian heritajeNineteenth and

twentieth century thinkers such as José E. Rodo, José Vasconcelos, and Octavio Paz championed
this ideological tenet as a unique social synthesis distinct from U.S. racial models. In theory, this
mestizdadentity unified indigenous, white, and mixeace people under a single national identity.

This is particularly val i dArigdisnp Inthisiddolbgy, whiahr Ur u
is heavily directed towards artistic production, Rodé proposed that Latin American arts should be

distinguishedrom US mass capitalist culture, yet still based upon Eurocentric models where the

56 Neal, 136137.
57 For my research purposes, | will use the temestizajeand mestizoto describe mixedace Latin American
individuals or their cultural affiliation.
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Spani s h, I'talian, and other Romance cul tur al
the Mexicans Vasconcel os6 and Pazbs ifudadas, t h

more thoroughly with indigenous cultural traditios.

However, this utopian and ideological racial fusion failed to deliver social justice to indigenous
peoples and impoverishedestizosInstead, it often affirmed a mostly white or mestizo middle

class, many of whom had access to education and ways to keep reproducing their economic and
cultural capital. Indigenous people were expected to assimilate into these schemes or face
exclusion.For example, President Lazaro Cardenas promoted a Soviegt | e A Mexi cani :
program that formally included indigenous communities but subordinated their ideals to eolonial
modernist natiobuilding goals>® Similar dynamics occurred in Brazil, where indigeneity and

blackness were celebrated rhetorically but rarely translated into improved living conffitions.

These dynamics are further examined by Argentine philosophers Enrique Dussel and Walter
Mignolo. In his16 Theses of Political Econonyussel argues that effectively, colonial modernity

has been internalized in Latin America via epistemological and economic channels. He traces the
economic foundations of this assimilation to the sixteestiitury worldempire system under
Charles V, whih established a direct, subordinate relationship between the colonial metropolis
and its colonies. By the late eighteenth century, this model transitioned into theAnglaan

world-systemrationalist and economically liberavhich likewise upheld a hierarchical structure,

58 Carol HessRepresenting the Good Neighbor: Music, Difference, and the Pan American Bimarviork: Oxford

University Press, 2013, 19.

59 Mexicanization, in this context, means the assimilation of indigenous cultural elements by the mestizo; Spanish
speaking hegemonic culture and not the opposite (fANot
Cultural Policies Toward Indigemos Peopl es: Per s p e c AnnualRsviel of Anthropolo®d, n A mer i
no. 1 (2005), 727.

0Juliette Dumont and nbssa Nassafce @& dévelappemeit® dellacdiplomatie cu®urelle
brésilienne au XXs i = c IRelations internationaled 37, 2019, 71.
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positioning European centers above their-salonial peripheries (primarily in Latin America)

and newly colonized territories in Africa, Asia, and Oceania. As new republics emerged in Latin
America, their elites aligned with this new centre of power, ntakiependency both economic

and ideological. The result: the working class and peasantry remained superexploited, and

indigenous belief systems were invalidatéd.

In contrast, Wh't er Mi g nThé Bolities ob Deoolonial Investigationsfers a stark
application of these ideas in evaluating the political complexity of Latin American colonial
modernity. He examines how U.S., British, and other Western European interests were supported

by a feudaistyle landed gentry in Peru throughoue th9th and 20th centuri€s a situation
equally applicable to other Latin American c
colonialism, 0 builds on the ideas of Antonio
American Marxist successors over the twentieth centarthi$ view, the colonial regime merely

shifted hands while remaining fundamentally subservient to the economic and ideological dictates

of new foreignpowetsas system that closely mirrors®_Latin

Thus,tercera posiciénas promoted by Perén, aligns more closely with a neocolonial project than
with a decolonial path like the suggested one at the Bandung conference. On one hand, it preserved
capitalistimperialist structures that benefited Western powers and interresd. gl the other, it
cloaked exclusionary practices in rhetoric about democracy and inclusion, giving the appearance

of active representation and participation of mestizo and indigenous gdouplo in reality

61 Enrigue Dussel] 6 tesis de economia politica: interpretacion filosafidaexico City: Siglo XXI, 2014,167-168.
62 \Walter Mignolo,The Politics of Decolonial Investigation®urham: Duke University Press, 2021, 388.
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remained politically and economically marginalized. As steftera posicidorwas no alternative

to Bandung as a revolutionary decolonizing program.

While these concepts may initially seem distant from the musicological focus of the following
chapters, they are essential for understanding cultural phenomena sodigasismoand for
analyzing frameworks related to cultural diplomacy. These ideas also illuminate how the Global
Cold War influenced musical expressions in Latin America, particularly regarding

authoritarianism, exile, and coloniality in the second half of thettetancentury.

2. Art Music in Latin America: Avangarde, National Modernity arlddigenismo

Now that | have outlined how geopolitical dynamics have shaped the nations in the region, | will
turn to the artistic dynamics specific to the Latin American art music context. At first glance, it
appears that the same dichotomy between U.S. and Soeetsistextended into the development

of art music in the Americas during the second half of the twentieth century. This was evident in
the division described by Mark Carroll in his bddlsic in the Cold Wamwhere capitalist Western
nations embraced avagarde music as the music of freedom, while countries in the Warsaw Pact
adopt edf ammad la in $ fealist stancecfavarihgifotkiore and popular music to connect

art music with the massés.

Initially, this Western avargarde vision seemed to dominate discourse around art music in Latin
America during this period. As we will see, U.S. and Western European influence over artistic
matters initially suppressed Latin American compositional amynesince most funding for study

abroad came from those regions. However, over time, some states permitted a return to

63 See chapter 3 in Carroll, 3®.
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nationalism. Notably, while Cuba aligned politically with the USSR, its artistic practices were

never confined to reproducing febkased models in art music.

This chapter will also explore the concept of indigenismo, an artistic movement that elevated
indigenous art elements as symbols of national heritage yet often excluded indigenous individuals
from the creative process. Thus, the chapter will present althdiscussion: First, | will examine

the trajectory of art music composition in Latin America in between ayanoke and folkloric

styles. Second, | will discuss the influence of indigenist music, this within a model that is uniquely
rooted in Latin Amega, with a scope and analytical framework that cannot be replicated

elsewhere.

A.The Empire of Liberty Versus -gairtdbecasTenpi re of
Music of Cosmopolitan Freedom and National Modernity as Socialist Realism in the
Cold War, and its Latin American counterparts

In the musical sphere, the dichotomy betweerfiirapire of Liberty) (USA) and théilEmpire of
Justic® (USSR) was also palpable. This subsection examines how the two dominant Cold War

ideologies clashed in the realm of the arts, vying for ideological supremacy.

A key point to consider is that while the Soviet Union produced an official ideologic@l téxe

Prague Manifest® to articulate its artistic goals, the West did not generate a comparable
document. Instead, postwar artistic norms in countries like France, West Germany, and the United
States gradually coalesced into a fornfi@ismopolitanisrathat became the prevailing aesthetic.
Over time, postonal serialism and experimental music came to define this cosmopolitan ideal. As

Mark Carroll explains, although the capitalist West lacked a founding artistic manifesto, Nicolas
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Sl oni mskybds 1 9D avreRla XXe siecunctiondd asaan ideologicpiece de

résistancdor this vision®*

Carroll details how the festival was designed as a cultural stronghold for Western artistic values.
Slonimsky was aided by Nikolai Nabokov, a relatively obscure composer at the time. Both were
Russian émigrés who had fled the Bolshevik Revolution and leasbmal motivations for
opposing communism. In fact, both operated as covert CIA agents under the guise of cultural
diplomacy. Nabokov, for instance, chaired the Congress for Cultural Freedom (CCF), the
organization that promoted American cultural diplogaeffectively dictating his avargarde
conception of art as the ultimate expression of freetfofine festival featured music by pest
seriaf® composers such as Pierre Boulez, Luigi Dallapiccola, and Olivier Messiaen, as well as
works from Second Viennese School composers like Anton Webern and Arnold Schoenberg (then
still alive), alongside Igor Stravinsky, who had recently embraced twehestechniques as a

gesture of ideological alignment with the W&st.

Richard Taruskin argues that Western compose.
partly philosophical: he explains that the discourse of freedom was, in fact, little more than

rhetoric. He contends that the notion of twelare theory rests on @tademicism that interprets

The festival was greatly financed by the CIA as part
expression of freedomd. This bulwark of expositions al :
Mark Rothko and Georgia®K e e f e  wigarde plastic\argsitravelled around several countries in Europe and

Latin America as part of a campaign of ideological cosmopolitanism in arts. Ca#8oll, 2

55 For a full assessment, please see Chapter 4 in lbdr1B5

56 Serialism is a method of art music that employs the twelve notes on the chromatic scale (musical-kegeoard

system) as having an equal value, no longer directed by any sort of melodic/harmonic hierarchy. It employs a
mathematically constructed meth@tluses a matrix of numbers from zero to eleven), each one assigned to all the

notes in the keyboard. Pestrialism extends this technique to other musical elements such as dynamics (strong to

quiet), note duration, attack (accent), &ciffiths, Paul.fiSerialismo Grove Music Online2001.

67 Stravinsky was going to commit even furtherintotwelve ne composi tion, as it was see
L6oper a deQarroKX67secol o

34



serialism as the only viable path for musical progress, rendering all other forms of musical creation
outdated and invalich position that follows Theodor Adorésoown Hegelian logic of progre&s.
Taruskinfurther suggests th#reedono argument also stemmed from a psychological association

tied to the twelvaone syster@s prohibition under the Third Reich. Thirbidden fruib quality
appealed to a younger generation of composers; however, it must be recalled that the ban was not
rooted in the technical difficulties or intellectual alienation the system posed, but rather in the

ethnereligious community to which Schoenberg bejed: the Jew?,

Nonetheless, not all composers featured @ 7 u v r e si@laadhéngdeto posterialism’®

Works likeFacadeby William Walton,Fantasia on a Theme by Thomas TdllysRalph Vaughan
Williams or the pr eSdba Maestood ouFas modernissyet@atial e n ¢ 6 s
contributions’! English composers, in particular, never fully subscribed to continental European
models. Walton, for instance, anticipated postmodernism through his embrace of eclégticism.

Their inclusion demonstrates that Western programming was not entirely closed-geriabn

music, so long as it avoided romanticism or overt nationaistraits associated with either Nazi

era aesthetics or Soviet ideology. This openi
works by Soviet composers previously condemned under the Zhdanov deare@famous arti
modernist manifesto of the Sovieté&kamo st not ably a suite from Dmi

operaLady Macbeth of Mtsensk Nevert hel ess, the festival 6s

68 Richard TaruskinMusic in the Late Twentieth Centu®xford University Press, 2010, 27.

891d.

70 See the list compiled by Carroll for more information, IBB.

"L Even by the late 1940s, most British composers were still waking up from the golden slumber of the English Musical
Renaissance: a movement that favored a late romantic language that harkened influences from British folk music or
Tudorera art music. Theedn from that old guard, Vaugha&hilliams, was alive still actively composing at the time

LO6T uvr e d happeied. MsiiioRluglhes, and R. A. Stradlinfhe English Musical Renaissance, 1840:
Constructing a National Musi@nd ed. New York: Manchester University Press, 2001, 188.

721t should be noted that Walton and Benjamin Britten (who was partof u v r e d uselectior board) alsp| e
stand out from British mainstream composition at the time as romantic modernists. Carroll, 168.
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neoclassical and postrial aesthetics, with particular focus on Igor Stravirgkportrayed as a
Russian émigré who had escaped communism and, incidentally, as a composer who successfully

navigated through all of these major stylistic shifts from the early to théweiatieth century?

However, a note must be taken into consideration regarding Stravinsky and his association with
freedom as a concept. Two authors, Jonathan Cross and Joan Evans, would certainly suggest that
Nabokows intention to promote this composer as the ultimate champion of such an ideal must be
significantly nuanced. First, Cross suggests that Stravieshiyial resistance to composing music

within a twelvetone system stemmed from what he then considered the extreme views on the
serial system held by Theodor Adorno and by composers such as Pierre Boulez. Indeed, the latter
woul d affir-sei ahatoipb b efiBmadeagree, insust beesaicktiiat these
positions were undoubtedly shaped by the trauma of the Nazi persecution of Jews, which affected
Adorno personally and informed his reading of Schoeribarwsic, as well as by the broader
trauma World War 1l exerted upon Boulez (and Adorfidds Mark Carroll states, this circtef
composers and music theoristscupied much the same moral position as Picasso did when

confronted by a Nazi officer who admired Bsiernicahanging in his studié®

This is further supplemented by Adofeaversion to Stravinsky avowed antisemitism which

was duly recorded by Taruskin in his own writings and which allowed Adorno to remain critical

“Il'n this sense, Taruskin makes a naonasystem. [tadycame afterithe Al at e
mixed reviews from his 1947 neoclassical opefa e R a k e 6from &younger geremstion of composers. After

this, a chance meeting with conductor Robert Craft came an opportunity to instruct himself with serial music over the
following years, culminating in th€antatacomposed between 198B52, in which he applied serialism for the first

time. This supports the final arguments of Carroll athodto e u v r e  dbeing)a ¥estivababoutStraginsky as a

successful Russian émigré rather than about serialism.

4 pPierre Boulez in Jonathan Cro3$ie Stravinsky Legacilusic in the Twentieth Century 8ambridge:

Cambridge University Press, 1998, 227.

S Cross, 229.

8 Carroll, 109.

36



of the Russian émigré. This, in fact, explains why Adorno argued that even StrévipsgiRite
outputd that is, his broader neoclassical period following World War telied on collective,
ritual rhythms and an idealised past that could be considered reactionary ashevatmpmental
when compared to Schoenbérgprogressiveneds. Still, while Adorno clearly omits
Schoenbergp partial return to tonality in his later years, he nonetheless acknowledges Sti@vinsky

own developments in twelw®ne music as critical for his musical developmént.

Besides, Joan Evans has shown equally how deeply Stravinsky accepted the wooing coming from
the Nazi regime. An avowed admirer of Mussolini, Stravinsky gradually received opportunities to
perform his own brand of modernisilespite heavy criticism from the purist Germaiikisch

camps in Nazi Germany. This began with the performance of his works during the Btk
festivals in April 1936, including hi€oncerto for Two Solo Pianpalongside other international
composers sanctioned by the regime, such as Jean Francaix, in a concert clearly oriented towards
neoclassical aestheti€The continued recognition of his figure and of his modernism persisted
over the following two years: not only did works sucliraebird andPetrushkebecome popular,

but he also allowed the European premieres of his neoclassical liletde Cartesand
Persephonén Dresden and Braunschweig respectively, over the course of4E83ans asserts

that Stravinskgs cleaneelp image derives from two circumstances: his inclusion iEtiartete

Musik exhibition in Disseldorf in May 1938, where he was cast out as a degenerate modernist,

and the convenient sanitization of any involvement with the Nazi regime carried out by his acolyte

7 Cross, 229230

81d., 231.

7 Joan EvansiiStravinskys Music in Hitleds Germanyd Journal of the American Musicological Socié, no. 3

(2003): 549.

8035eeid, 55568 for a full detailed account of all of Stravir
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Robert Craft in several writing8.In this sense, these elements should be factored into the
overview offered byL&euvre du XXe siéglgiven that Stravinsky may not have been a perfect
mo d e | for fAdemocraticoO musi c, i nsofar as his

quite reactionary.

This context becomes relevant when considering Chilean exiled composers like Gustave Becerra
Schmidt and Juan Orregalas, who worked in Western nations and composed in postmodern
idioms. By the 1970s, however, the serialist nichécapitalist art musighad largely given way

to the rising popularity of minimalism, exemplified by Steve Reich and Philip Glass in the United
States, and Louis Andriessen in Western Eufépes will be discussed in Chapt8r, Becerra
Schmidt was the only exiled Chilean composer to incorporate minimalist influences, particularly

in his-bfimadiefdiostPer cussi on Concerto.

In the Eastern bloc, composers initially adhered to the Prague Manifesto, issued after the 1948
Prague Musicological Conference. This document represented the official musical stance of future
Warsaw Pact nations and their international allies. Interdgtiitg signatories included English
composer Alan Bush and Brazilian composer Claudio Sadtoboth aligned ideologically with
Mar xi sm despite their countrieso6 p@®@eoretenetsns wi
included denouncing Western formalism and advocating that Marxist composers follow late

Romantic traditions, especially those incorporating folk elenfénts.

81 Robert Craft in Evans, 550.

82 For more information on minimalism, see Introduction in Patrick Nicklesba,Names of Minimalism: Authorship,

Art Music and Historiography in Disputé&nn Arbor, Michigan: University of Michigan Press, 2027

8More information about Bushdés involvement into the Cor
Mani festos, and &6Musical Uproar 6: Al an Bush, fhee 1948
Journal of Musicological Resear@0, no. 1 (2011): 2315.

38



AFor malism, 0 in this contgad experrmentagon,raeddantit o di
monumentalisn® features associated with Western moderritsifhe concept originated with

t he 1948 Zhdanoyv Decr ee, champi oned by Sovi
Khrennikov, and the Prague Manifesto was a direct consequence of this®pelmyever, these

ideol ogi cal restrictions |l ost traction after
denunciation of Stalin in 19586.This shift is evident in the careers of composers like Witold

Lut osgawsKki and Krzysztof Penderecki, who ren
garde idioms and contributed to international innovatféi®milarly, composers like Arvo Part

(Sovi et Estoni a) and Henr yk G- recki (Pol and)

mi ni malism, o garnering %8cclaim across ideol og

Musicologist Peter Schmelz has argued that reducing Cold War musical dynamics to an avant
garde West versus a tonal East is overly simplistic. He contends that this dichotomy was more

rhetorical than real, as Eastern bloc composers were often drawndesthetic and technical

84 The Zhdanov doctrine targeted prominent Soviet composers such as Dmitri Shostakovich, Sergei Prokofiev, and
their teacher Nikolai Myaskovsky for writing music deemed incompatible with the postwar Soviet narrative of
triumph. These composers, who favoreddarnist and abstract approaches that did not align with Western avant

garde models either, sought to develop late Romantic and neoclassical traditions in origidalfaagemoved from

t he fpr ol orentadiaesthetics thdt @fledted the personal tastes of Stalin and the Soviet cultural elite. See
Chapter 10 in Marina Frolovd&/alker,St al i n6s Musi ¢ Pr i z e NewS$laven: Yalke Untverdity ur e an
Press, 2016, 22257.

8 Waters, 28.

86 Eventually, by the 1970s, Soviet composers such as Edison Denisov, Alfred Schnittke, aGdi&aifialina began

to develop their own avaigtarde approaches, each cultivating a distinctive style either resonant with or independent

from the traditions of Darmstadt, Paris, or New York. Notably, Schnittke drew inspiration from Sergei Slodimsky

Ni col as S| ond mwokvgsthismseli ®enativecofSoviet Russia. For more information on how avantgarde
musical movements became mainstream in the USSR, see Peter J. S&uuklfreedom, If Only Musical:

Unofficial Soviet Music during the ThaMew York: Oxford University Press, 2009, 303.

8Lut osgawski is best known for i nt r;®chniqudstha hapeddngbedny t h ms
practiced in various African musical traditions. Pende
movement and contributed significantly to the development of micropolyphony. See Chapter 6 in Vest, Lisa
Cooper. Awangarda: Tradition and Modernity in Postwar Polish Musdakland, California: University of California

Press, 2021, 15589.

88 According to conductor Paul Hillier, who wrote a biography of Arvo Part, his music has often been compared to
G-recki ds, despite their :Pétatawing from PdiestantiandcEastei@ Orthodox i an
influences, and Gérecki from Catholicism. Paul Hilligarvo P rt. Oxford: Oxford University Press, 1997, ix.

39



possibilities offered by the Western avagairde possibilities that ultimately influenced socialist

realist composition®? ]l n t he context of my study, Schmel z56
Chilean composers such as Luis Advis and Celso Galedoa, who embraced more accessible,
folk-inspired languages. Especially, Garridee c c a 6 s musi c i n t hde | at e
substantial avargarde elements into his felkased idiom. Conversely, his counterpart Juan
OrregaeSalas incorporated folk idioms into his already modernist style during the same period.
However, before going through the specifics of my research, |pousay the musical panorama

in Latin America during the Cold War.

B. The struggle between cosmopolitanism and nationalism in Latin America
This same ideological struggle also permeated the fate of musical composition in Latin America

during the second half of the twentieth century. However, before addressing music specifically, it

is important to consider several historical and contextusbfsc

To begin, Westerstyle art music had become a prominent artistic force in the region by the early
twentieth century, having been introduced during Spanish colonization. As Gerard Béhague notes
in the Oxford Anthology of Latin American Music, this periodsamarked by significant stylistic

shifts. Early twentietitentury compositions were largely shaped by modernist influences and
lingering traces of European nationali$hiMost works from this era reflect strong nationalistic

and modernist tendencies, which will be examined thoroughly in the following section. From the
late 1930s through the 1960s, European neoclassical and, later, serial (aseriphsstyles

gained foo in Latin America. Early adopters of serialism included the Argentine composer Juan

¥Schmel z, Al ntroduct i @he Jourivalio$ Musicolog®6.1t(20@9): ol d War . 0
®G®rard B®hague, fAlLatin American Musico, 307.
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Carlos Paz, who began composing in this style during the 1930s with support from German exile

HansJoachim Koellreutter, a refugee from the Nazi regife.

The influence of Western academic institutions was evident from the outset. In her book
Representing the Good Neighbarusicologist Carol Hess explains how U.S. cultural diplomacy
facilitated educational opportunities for Latin American composers at institutions such as
Tanglewood, Curtis, and other American conservatories. These collaborations often culminated in
musich tour s, such as the one f (P.) diang th@®1930£ h 8v e z
and were institutionalized through festivals like the Caracas Music Festival, established%h 1954,
While these festivals ostensibly aimed to foster-Rarerican cultural dialogue, they were largely

directed by U.S. interests.

As a result, preferred musical trends were often dictated from the United States or Europe, and
Latin American composers were expected to conform to these styles in order to gain recognition
and secure coveted scholarships and g@nishether public or privatg® Until the late 1950s,

these festivals accommodated a wide range of musical expressions, fremspated to
modernist and neoclassical works. However, at the Caracas festivalsgardamstyles gradually
became dominant. By the final edition in 19@&igst participating composers were working in
serial or late modernist/neoclassical idioms, largely abandoning the folklorist approaches that had

prevailed in earlier decadés.

91| uis Eduardo Herrerd;he CLAEM and the Construction of Elite Art Worlds: Philanthropy, Latinamericanism, and
AvantGarde Music ProQuest Dissertations Publishing, 2013.-198.

92 Hess, 75.

9 In this case, public scholarships were offered through Fulbright Institute programs, while private funding came
primarily from the estates of wealthy families such as the Rockefellers and the Catdegi&<l48.

%41d., 146.
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In the 1960s and 1970s, Latin American composers found new avenues to engage wighradeant

music beyond U.S. institutions. Daniella Fugellie and L. Eduardo Herrera have studied the role of

the Centro Latinoamericano de Altos Estudios Musicales (CLABMIpstitution in Buenos Aires
funded by both the Rockefeller Foundation and
numerous Latin American composers, providing residencies and instruction from figures such as
Coritin Aharoniarand Graciela Paraskevaid®T he phi |l ant hropi c backing
successor, the Cursos Latinoamericanos de Musica Contemporanea (CLAMC), and enabled
students to work with European avayarde composers like Luigi Nono and Helmut Lachenmann

8 further reinforcing the Western orientation of these initiaties.

In socialist Cuba, where one might have expected a flourishing of Socialist Realism in music, no
such movement emerged as a single stylistic force. After the Revolution, Fidel Castro reformed
the educational system, making it both compulsory and egatitartés allowed many Cubans,
previously excluded from musical education to access -&tatked conservatories. Music
educators were also among the first to incorporate-8frban elements into the Western art music
curriculum?®’ Nonetheless, unlike the Eastern Bloc, Cuba never established an official doctrine for
musi cal composition. This flexibility aligned
culture. In fact, when Soviet officials visited the island in 1961, msar Juan Blanco publicly

defended avargarde technique®arning the admiration of his peers and the displeasure of the

% Herrera, 80.

% Omar CorradofiEuropean Professors at the Cursos Latinoamericanos De Musica Contemporanea: Two Experiences
TPiri8g8polis, 197 4TwerBath€entury Musicl?, ros3 (20208327 . 0

"Ri cardo N. Lopez Le-n and Os v &anthg Raymond eMosic Eddcatiohies, #A Cut
the Caribbean and Latin America: A Comprehensive Guidaham, Maryland: Rowman & Littlefield, 2017,-12.
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Soviets. As a result, Cuban composers were free to work in folk-@dikman or not), modernist,

popular, or Western Europeamported avangarde idioms$?

By the 1970s, it seemed no Latin American country offered a consistent alternative to the
dominance of the avaigiarde. Béhague notes that Mexican composers in the 1970s and 1980s
began to revisit folk and indigenous mod&land Elena Montero da Silva and Amilcar Zani have
observed a similar trend in the rise of sienal music across the regidf. However, this
resurgence coincided with the broafiexplosiord of the Western art music canon in the 1930s

by then,avang ar de musi c had arguably | os%Stlisose st atu
works of the period reveal a complex entanglement of nationalist and ideological discourse. For
exampl e, B Cantata &la Pairiancduddtl $exts that celebrated the institutional legacy

of the Mexican Revolution. Yet, as previously discussed, these institutions had become

increasingly ineffective and repressive by the height of the Cold'War.

Ultimately, none of these artistic directiods whether avangarde or socialist realigt can be
considered true expressions of colonial modernity in the arts, as both were largely imported.
Nonetheless, the musical indigenist movement, which will be analyzed in the next section,

represents a more authentic invention emerging from Latin Andesca o wn c ol oni al mo

%8 Marysol QuevedoCuban Music Counterpointdlew York: Oxford University Press, 2023, 1090.
®BehagueAméatLiatam Musico, 343.

WMonteiro da Silva, EIliana a nAfneridanosiand dlew Paradigins. of tiieQ@tmp o s i t
Century Cl aGpus(Sawador,Brazilj9,mo. 8 (2013): 132.

YIWhile not necessarily an academic source, music criti
art music canon after the 1970s in the final chafBanken Cathedral®f his twentieth century music compendium

The Rest is Nois&ee Chapter 14 in Alex Rosdhe Rest Is Noise: Listening to the Twentieth Cenfleyv York:

Picador, 2007, 55888.

102 As in Argentina, Mexico also experiencedyaerra sucia(dirty war) 8 an asymmetric conflict in which the

government employed excessive repression against civilian dissident groups. These groups were often perceived by

the state as the civilian support networks of the guerrilla movements it was also figbsegh, 153.
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C. Indigenismo: Colonial Modernity and Indigenous Musics in Latin America
As stated earlier, Latin American societies in the twentieth century pursued cultural unity and

syncretism rather than exceptionalism or ethnic separatism as a social construct. The concept of
mestizajeserved as the driving force behind this cultural synthesis. For thinkers such as Rodo,
Vasconcelos, an@. Pazd discussed in an earlier secti®@nmestizajgeferred to the blending of
Indigenous Latin American and Iberian European societies and cultures. This framework gave rise

to a distinctive cul tur al,atfeasein theoryfrgm tipabdfthed c onc

United Stated®

Eventually, the need to celebrate Indigenous roots within this cultural admétueztolled
through the works of Vasconcelos and later disseminated through Latin Ar@etied to the
emergence of the art movement named indigenismo. \ldilgenismas often loosely translated
asfindigeneityp the term carries a more specific meaning: it denotes an artistic and ideological
current that valorizes Indigenous cultural values and artistic expressions within national
identities'®4 | have chosen to retain the teimadigenismdn Spanish throughout this research, as

it best captures the historical and conceptual nuances of the movement.

In music, indigenismo often manifested through techniques reminiscent of the rhythmic

i nnovations introduced to the West®bDuingth@non b
first half of the twentieth century, Latin American composergalongside artists in other media

0 sought to develop national artistic languages distinct from those of Europe and North America.
Indigenismooffered a compelling solution, allowing composers to integrate motifs drawn from

Arawo Indigenous sources within the framewor

108 Hess, 19.
104 74rate Hernandez, 58.
105 Monteiro da Silva and Zani, 120.
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exampl e is C&i hiaen?2Cs §N,a@nzvhigh hé Incomgbarades chants from
Indigenous traditions of northern and western Mexico into the most prestigious form of Western
classical music at the ti me: the symphony. T
shifting time signatures clolsefollow the Indigenous musical materials that Chavez wove into the

scorel%

1) How to Consideindigenismo A Colonial Modernity for the Subaltern Artist in the Latin
American Twentieth Century Context

One major flaw within thendigenismomovement lies in its structural limitations. Formal
education in Latin America has historically excluded Indigenous individuals from participating in
creative, analytical, or natigouilding projects. As a result, artistic movements likg¢igenismo

often led to processes of cultural assimilation or appropriation. Similarly, sociocultural concepts
such asmestizajewere gradually ceppted into discourses that implicitly favored European
heritage over Indigenous contributions. While Gerard Béhague acknowledges the processes of
appropriation and exoticism, he does not critically engage with how Eurocentric valued gtep

incorporation of Indigenous music into the art music traditfén.

In this sense, Georgina Born, drawing on the analysis of Jann Pasler, makes a stark claim: such
processes have always been part of European/Eurocentric music. She takes the example of two
French composers who made use of Indian music following their \aghe subcontinent: Albert
Roussel (1869937) and Maurice Delage (181961). Both wrote works in which, despite
displaying some appreciation for Indian musical methddsmprovisation, in the case of

Roussels Evocationsor the loose musical structures and unetemlpered timbre, in the case of

106 Hess, 7879.

YB®hague, #Al ndi ani s-kusic @mpoaitton ofthe 828srtoi 1848sn CagerStudies from Mexico,
Per u, a nldtinBmeaican Musi®Review/Revista de MUsica Latinoameri@and (Spring/Summer 2006),
30.
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Delagés Ragamalikad the procedures and ideology underpinning them are intrinsically forms

of musical appropriatiot® This blatant practices, | suppose, are the reason why Latin American
writers have adopted a more critical view towards the cultural construction of indigenismo.
Mexican historian José Eduardo Zarate argues that Indigenous communities should reclaim
ownerdip over their traditional narratives, artistic expressions, and modes of cultural transmission
within the national contexsomething they were largely prevented from doing throughout most

of the twentieth century. Such a reclamation, he contends, would enable them to free themselves

from state and institutional mechanisms ofogtion1°°

As a resultmestizajeas a sociocultural concept, amdligenismoas an artistic movement, must

be understood within the framework of colonial modernity. This is because these two concepts are
inscribed into an ideological project in which Indigenous populations are recognized as intrinsic
to the modern Latin Americadeéntity, but only in ways that serve the vision of Eurocentric elites.
These elites retain control over all forms of knowledge production and transmission, such as public
education, and political agency, such as the access to political parties, amorajhreasiements.

As a consequence, their power reduces the subaltern Indigenous to a symbolic presence within a
modernity they are ultimately excluded from shaping. These populations may be represented but

remain di sempowered in®the projectds core dyn

Because of the workings of this system, indiyv

barriers. For instance, Blas Galindo, an Indigenous composer from the Wixarika people of western

108 Born, Georgina, and David Hesmondhalgh, &destern Music and Its Others: Difference, Representation, and
Appropriation in Music Berkeley: University of California Press, 2000; 148

109 Zarate Hernandez, 60.

1101t is a tragic irony that Indigenous and other subaltern groups are unable to improve their livelihoods within the
ideological framework of modern rationalisiea movement that ostensibly promotes progress and advancement. In
this sense, modernity remains colonial, as its promises of progress are accessible only to those who control the social
project.Mignolo, 392.
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Mexico, successfully entered the national musical sé€nget, his compositional trajectory
largely mirrored that ofmestizcelite composerd moving from nationalist (though not explicitly
indigenistg works, to neoclassicism, avag@rde experimentation, and ultimately composing

official state music, such as the aforementioBadtata a la Patrigd?

Another case is that ahestizocomposer Theodoro Valcéarcel, who, like many of his Latin
American contemporaries, sought to elevate Indigenous material. He notably used the Andean
pentatonic scale as a marker of Peruvian Indigenous idétttipwever, following his untimely

death in 1942, many of his orchestral works were deemed unfit for performance due to their
unconventional instrumentatipironically, the very element that most authentically honored
Andean polyphonic traditiond*Even today, performances of Val
remain faithful to his original intentions. This reflects the persistence of the colonial modern

project, which tends to override attempts at genuinely Indigenous expression within the arts.

As a contrapuntal response moestizajeand indigenismg writer and cultural theorist Ariel
Dorfman developed foundational critiques of modern coloniality in the arts. His wdorks

including Para leer al Pato Donalda graphic novel with the collaboration of illustrator Armand

Mattelart), fAlnocencia y decoloniali sOomeowe, 06 and
saez, Diana V. fACantemos a Coro: An Anthology of Chor
Publishing, 2011, 89.

2For i nst anc eknow®wdrki Sordode $aribchis lased upon Mexican mariachi music, a genre

i ssued mostly from mestizaje of European, I ndi-genous,
American Musico, 313.

3B®hague, #Alndiani smo, 32.

114 Prior to European contact, Native Andean communities of the Diaguita group had developed polyphonic musical
systems, both instrumental and vocal. These traditions were later incorporated into Inca music and disseminated across
annexed territories, includg regions of presemtay Chile.For more information, see José Pérez de Arodifonia

Imperial: Familia y ayllu. Paisaje sonoro en Chile central y norte chico durante el Tawantif$dyQi 1536).

Santiago: Chimuchina, 2017.

51'n this regard, Peruvian schol ar Ral R. Romero has
manuscripts, working to produce critical editions that
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key to understanding the mechanisms of colonial modernity in Latin America and the broader

subaltern world.

Particularly relevant to the period under anse
whi ch Dorfman explores how childrends | iterat
messages afcivilization and ordey as necessary paths to progress for subaltern societies. He
analyzes théabar series by Jean de Brunhoff, where an orphaned elephant receives education

and customs in the human world, then returns to the jungle to rule over his fellow (uncivilized)
elephants. Dorfman uses this narrative as an allegory for Latin American elitedlectuals who

study in neocolonial centers such as the United States, Western Europe, or even the USSR, only

to return home to teach fractured or incomplete modeRigflizationo that reinforce foreign
hegemony!® In this context, many Latin American composers who trained abroad through
Fulbright or Rockefeller fellowships can be seen as embodying this allegory: they were often
expected to return to their home countries to promotéyih@pen practices of the avaigarde

while discouraging netolklorist or overtly Indigenous tendencies.

It is also worth noting that certain national approaches attempted to nuance or address the
limitations of indigenismo As discussed earlier, peasvolutionary Cuba restructured its
educational programs to embrace stylistic diversity, incorporating genres such a@Sub&o

music into conservatory curricula. A similar pattern can be observed in Chile under the Allende
government, where conservatories and music faculties began integrating popular and folk music

into official academic programs, closely following the Cuban mé&ddHowever, outside the

%por fman, Ariel. fAlnocencia y neocoloniali snosayosin caso
guemados en Chil&econd edition. Buenos Aires: Ediciones Godot, 2018\43
17" McSherry, 150.
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Cuban case, these models remained either limited, gatekept (both intellectually and logistically),

or were forbidden after regime shifts.

1) How Not to Considerindigenismo A Disclaimer for Canadian or USmerican
Readers in Times of Indigenous Struggle for Truth and Reconciliation

It is with this purpose that | must include a disclaimer regarding the considerations to be made in
this thesis. This study primarily analyzes cultural processes that have occurred in the Latin
American context over the past century. As previously disdusise relationship with Indigenous
peoples in this region was already framed within national projects. Chile represents a particularly
complex case: by the timedigenismaand Indigenous folk musidsegan to share the stage with
Western art music and musicians, academic debates were already underway in South America

concerning the concept of #dAinternal &l oniali.i

Given the current focus in Canadian academia on truth and reconciliation, this research must be
approached differently. First, the context of Indigenous populations in South America is marked

by multiple, concurrent struggles. For example, the Mapuchéémudungun)i after being

inspired by other armed land reclamation movements in Central America in the mid 1B&0s
began to adopt guerrilla warfare to reclaimt
imposed harsh repressive policiesiagt Indigenous peoplé¥ Moreover, none of the composers

studied here took an explicit stance on the Mapuche armed struggle cause.

118 Although this occurred primarily in Argentine and Brazilian universities, it was by no means limited to institutions

in these countries. To understand Brazilés evolution fr
cultural powerhose, se®umont and Fléchet, 137.

WC®sar Enrique Pi nddadWwallmapw Authomig,iinsuadrdinacibruydnpvimiento radical

mapuche en Chilserves as a key reference on the subject, as it addresses Mapudundeteseihation through a

decol oni al l ens. This work wild/l be examined in the fol
history. See Pineda, César Enriquede el Wallmapu. Autonomia, insubordinacion y movimiento radical mapuche

en Chile Mexico City: Bajo Tierra Ediciones, 2018.
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Second, only a handful of the compositions analyzed in this thesis will include quotations of
Indigenous music. We most acknowledge that in many cases, Indigenous music was extracted and
reproduced without the consent of the communities invoéved process that Dylan Robinson
characterizes as a form of dAhungry | ist®2ning, ¢
This practice mirrors the approach taken by several Mexican and Peruvian conffjdgach of
theindigenistaart music was created during nationalist assimilation campaigns that, while lacking

the extremity of Canadads Residenti al School
nonetheless sought gradual syncretism and dilution of such cultures intmattaigal oné?? As

a result, we must say national assimilation/absorption processes in Chile and elsewhere Latin
America were no less complicit in violent repression and cultural erasure, albeit in a less

documented fashion compared to U.S. or Canadian policies.

What differentiates the Latin American context is the political engagement of many of these hybrid
musical forms. For instance, in Mexico, this ¢
push for full assimilation of Indigenous culture into tregional project. While Guillermo de la

Pefia highlighted the adverse political, social, and educational outcomes for Indigenous
populations during the mil0oth century, he did not fully address the cultural implicatiéhs.
Artistically, however, the integration of Indigenous motifs became a cornerstone of Mexican
national identity, celebrated and institutionalized by the state. Although not pertaining to the realm

of music, one of its most prominent expressions was thelmpanatings of Diego Rivera and

David Alfaro Siqueiros, which adorned public buildings throughout Mexico. These murals sought

120Robinson 38.

2lsee B®hague, Alndianismd, for the cases of Carlos Chsg
22De La Penia, 727.

123De La Penia, 729.
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to revive Indigenous stone art traditions by merging them with the European fresco technique.
More than a mere aesthetic revival, the murals celebrated the Indigenous past, commemorated
resistance against Spanish colonization, and affirmed the emergeaceeestizonation as the
foundation of modern Mexican identity¥ However, many of these murals portrayed a
romanticized Indigenous past often glorifying the great civilizations of Mexico, some of which

were themselves centralized and impediatather than engaging with contemporary Indigenous
struggles. The few murals that did depict presiyt Indigenous life often did so throughreoble

savage lens, idealizing rural existence.

In Chile, as it will be detailed in Chaptlr Indigenous presence in national culture and music
remained marginal until the 1960s. This changed notably during the presidency of Salvador
Allende (19701973), when NCC emerged as the dominant art form, offering a decolonial
aesthetic alternative to i culture?® This movement was violently interrupted by the Pinochet
regime, which resumed production of Eurocentric art miusispecially repertoire worksas the

main component?®

Nonetheless, Indigenous Andean elements continued to appear in Chilean music during and after
Pinochetdos rule, serving a$?CompbserssuehlasGaeidoi st an
Lecca, Becerrschmidt, Orregebalas, and Advis consciously incorporated Indigenous musical

elements to mourn or protest the loss of democracy. Often, this was done in collaboration with

22 rene Herner Reiss, fAC-mo Pensar EI ArRewstaRékigdnadeo? A 1
Ciencias Politicas y Social&¥, no. 246 (2022), 134.

125 Gonzalez, Juafrablo. i He ge mony  alHedemo@y af nMusia in Latihmerica: The Chilean

P o pPopular Music and Societ}s, no. 2 (1991), 67.

126 Caterina PredaArt and Politics under Modern Dictatorships: A Comparison of Chile and Rom&tiam:

Springer International Publishing, 2017, 105.

2Dani el Partyés article about popular music under Pinc
Nuevo. Daniel Party, fABeyond OProtest Song©6-677.Popul ar M
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folk-indigenous groups such as Quilapayun andlllivnani, whose members were of diverse
ethnic backgrounds (white, mestizo, or IndigendésAlthough these activities were largely
carried out in exile, they nonetheless demonstrated how Chilean cultural resistance abroad could

intersect with and give voice to Indigenous struggles.

Nevertheless, the use of Indigenous elements in these Chilean exiled compositions may indeed
align with Robi nsonds 0cadoracenfrit apmrdach hat extracts lpothl i s t
tangible (land, resources) and intangible (cultural) materials from Indigenous commigfites.
resonates wit h En rFilogofiaede IBaultus g |b ttaesmadernidadheyeihe i n
argues that cultural appreciation in Latin America has historically been filtered through
Eurocentric lenses. Dussedsonating with Zrate,advocates for a new appreciation that originates

within Indigenous communities themselves. He cites the example of Nobel Laureate Rigoberta
Menc h Y, whose autobiography extols her Mayan

inflicted by the Guatemalastate during the Cold Wa#°

However, it is essential to recognize that some centralized Indigenous cultures in Latin America,
such as the Aztec and Inca, developed musical practices that transcended ritual function to become
vehicles for aesthetic and emotional expression. In the BEwpire, for instance, instrumental
courtship songs performed on thaenaflute by males were appreciated subjectively by their

female partners, influencing social outcomes. This suggests a degree of musical intentionality and

128 McSherry, 150.

129 Robinson 48-49.

B0pusselFilosofia de la cultura y la transmodernidadexico City: Universidad Auténoma de la Ciudad de México,
2015, 55.
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subjectivity that may not align neatly with North American Indigenous traditions, thus

complicating any direct application?®Tf the #dh

Nevertheless, in contemporary contexts, Robi ns
by Chilean exiles, whether they were Quilapayun,-llithani, or other folk groups, were

performed primarily for European audiences. These performances blyaefiected Eurocentric

listening norms, dislocating Indigenous sounds from their original contexts. This dynamic is
exemplified by the prolific production of Chilean exile music abroad: between 1973 and 1990,

over 488 albums of Chilean folk music weeteased, primarily to support the democratic catfse.

Given these complexities, this thesis wildl o]
|l i stening, 0 focusing instead on the cultural
frame this approach: First, Eurocentric listening practices werddminant paradigm during the

Global Cold War. Second, the Bandung Conference proposed cultural decolonization through the
emergence of subaltern culturds alternative expressions aimed at critiquing and replacing
coloniakcentric forms of art® Third, while a subaltern cultural movement did emerge in Latin
America during the Cuban Revolution and contributed to the risei@fa Cancioms state music

in Chile, the more radical elements were largely excluded by the Chilean composers studied here.
Their works remained, to a significant extent, aligned with Eurocentric modes of production and

consumption3

BlThis idea is completely applicable to the northern and central areas of Chile, which were historically occupied by

the Inca EmpirePérez de Arce, 5.

B2Mary Campos P®rez, Laura Jord8n Gonz8lez, & Javier Ro
E u r o Reaista Musical Chilen&6, No. 237, (2022), 13.

18 Final Communiqué, 16364.

134 Campos Pérez et al., 15.
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To deepen this analysis, Dussel reminds us that Latin American culture is defined by two
interrelated tensions. First, while indigeneity should be celebrated, the imperial structures of
centralized Indigenous societi@s many of which were later mirrored within colonial regindes
must also be subject to critical examination. Second, unlike the United States and Canada, Latin
America is inherently hybrid, with its culture shaped inseparably by botfCqitenbian

Indigenous and European traditions, philosophical influences andatuttarkers:

Therefore, this study considargligenismaas a stylistic byproduct of Eurocentric listening. Yet,

it must be situated within the specific historical context of the Cold War in Latin America. In this
light, indigenismain the compositions under study is seen as both aesthetic appropriation and a
vehicle for political resistance against an authoritarian regime that enforced a narrow, Eurocentric

cultural canori3®

3. Diplomacy, Exile, Collaboration or Resistance: The Dynamics of Music and Politics in
the Twentieth Century

The third section of the chapter addresses a distinctive phenomenon that characterizes both
twentiethcentury music history and the broader history of Latin America: the figure of the
musician as diplomat and as exile. A dual framework is therefore ngcelsa twentieth century
witnessed the expansion of musigole into a thoroughly politicized functiomhether as an
instrument of overt or covert propaganda, or as part of broader transactional efforts involving
various actors. While musical diplomacy had existed previously, it was in this century that it

assumed a more defined role as a tool of cultugbehacy®’ During the Cold War, music

135 Dussel Filosofia de la cultura84.

136 predaArt and Politics 105.

B'see, for instance, Mar k F e r-cemturyunusical diplomacy ia Europenitwhiehr t i ¢ | e
musiciand i pl omat s sought t o es twidemiseshc emhead thher auveg hmss taann diaErud
Mar k Fer r ag uCentunfiDiplomaistasusicattAly e n t s@®iciRamel-and &ile P®ostThomas,
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became a subtle means of fostering cultural agreements and positioning nations within the
ideological camps of the global conflict. Books IM&tuosi Abroad: Soviet Music and Imperial
Competition During the Early Cold War, 1945/198 Kiril Tomoff show how these dynamics

of diplomacy played in the musical arena.

At the same time, the intense political struggles of the century led to the involuntary displacement
of entire cohorts of musicians and artists into exile. This was often the result of governments
adopting authoritarian or totalitarian practices that segged free expression or endangered the
lives of dissenters. Yet exiled artists were far from silent. They continued to produce powerful
works, often reflecting their condition and serving as denunciations of the regimes that expelled
them. Equally significant is the phenomenon of inner exile, which occurs when an artist remains
in their country but refrains from performing, publishing, or commgpsinder an authoritarian
regime. This may stem from fear of retaliation or from a conscious decision to embrace silence as

a moral stancean act of resilient resistance in the face of oppression.

A. Music Diplomacy in the 20Century: A Way of Working Out Through The Geopolitical
Struggle Between the Superpowers During The Global Cold War

The definition of cultural diplomacy offered by Nicholas Gullfi a ¢ dsyaolity toyfacilitate

t he export of e aserpes & s usefll pointtosdepartute fouthmiseséction. As

Cull suggests, states often rely on public relations mechanisms abroad, such as cultural or
educational institutions, to achieve this goal in an affirmative mad#Equally important for this
study is Anne Dul phyés definition, which des

willpower that includes ideological elements and values, directed toward foreign cultures, and

eds.International Relations, Music and Diplomacy: Sounds and Voices on the International S@geave

Macmillan, 2018, 43%4.

BCull, Nicholas J. #f@APubl i c DihegAnmlmattheyAmeritaa AcadermymofPeliicala nd  Hi
and Social Sciencgl6, no. 1 (2008), 33.
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through which cultural values are cultivated between two natiSriEhese definitions prove
especially relevant within the historical context of the Cold War, a period when cultural soft power
became critical to the development of individual careers and to maintaining seemingly stable and

sensitive relations between theot superpower$?°

To understand cultural diplomacy, it is necessary to consider how it is practiced within fine arts.
Particularly relevant here is the concept of emotional elective affinity, originally developed by
Torbern Bergman and later applied to art diplomacy byicee&enowHecht. She defines this as

Afan alliance between different people that is
calculation [which] does not dismiss the state nor stateered historiography. Rather, it revises

our understandup of international history by paying attention to the phenomenon of emotional
experiences and its loige r m pol i t i c #4As suchnthreughuneutua ersotiodal

affinity, cultural diplomacy operates at an emotional and intellectual level within individual or
collective psychology, since it supports mutual aesthetic goals. In other word, emotional effective
affinity materializes hrough cultural activities such as language courses, concerts, or film
screenings and festivals. Nevertheless, Giehb&vc ht 6 s focus on t he h |

distinctions in American cultural diplomacy will prove insightful for understanding the

collaborations between exiled Chilean art music composers and Nueva Cancion mtf€icians.

Bpul phy, Ann e .inAfne Dulphy Robect Fran, Marienne MatardBonucci, et Pascal Ory, (ed.),

Les relations culturelles internationales au®&Xi ~ c | e. : De Il a dipl omagPedateelargul t ur el
2010, 27.

140 The most enduring legacy is the Cliburn International Piano Competition, examined in detail by Kiril Tomoff.
Established after pianist Van Cliburnés victory at the

it enabled pianists from beyortde Iron Curtain to compete in Texas. Kiril Tomad#ffirtuosi Abroad: Soviet Music

and Imperial Competition During the Early Cold War, 1945/1968rnell University Press, 2015,-83.

141 Jessica C. EGienowHe cht , A Trumpeting down the Walls of Jericho
GermanrAmerican Relations, 187D 9 2 Qourgal of Social Historyvol. 36, no3, 2003, 587.

¥25ee GienoaHe cht, AdHow Good Ar e Weldtéligedeelartd WNatienal SecutifyBtnn.e Co |l d

2 (2003): 26982 and (with) Mark C. Donfriedsearching for a Cultural DiplomacyNew York: Berghahn Books,

2010.
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I n the Latin American context, several studi
di pl omacy. NedherrPeace Nol Ffreedofne d Car o | Representih@ thes 6 s
Good Neighboboth examine the cultural diplomacy strategies implemented in Latin America
during the Cold War. Rival efforts were carried out by two opposing agencies: the World Peace
Council (WPC), backed by the Soviet state, and the Congress for Cultural Freedoim (CCF
covertly funded by the CIA. These agencies pursued different aims. The WPC appealed to pro
Soviet artists and intellectuads figures like Mexican painter Diego Rivera and Chilean poet
Pablo Nerud® emphasizing anttosmopolitan, praationalist, and patriotic values aligned with

the Soviet Zhdanov doctrine (Zhdanovshchina). In contrast, the CCF pursued more commercial
and institutional goals, such as funding cultural agents, sponsoring acadengs stute U.S.,

and facilitating transnational cultural excharitye.

Iber also discusses the strategieopation of a discourse of freedom that ultimately served U.S.
geopolitical i nterests. I n this vein, Hes s
the promotion of dodecaphonic and psetial compositioal techniques. In chapters 5 andf6

her book she details how composer Alberto Ginastera adopted a sezigiigssivist idiom in his

€ S

no

third and fourth compositional periods (betwe

striking given that Gi nasbde ma 6¥Thesa styidtieshiftswo r k

become intelligible only when considering that Ginastera received a Guggenheim Fellowship in

1946 to modernize his musical langudffea nd t ha't he was regarded

Mc N a mar aacaltural analogue to the U.S. Secretary of Defénsgedicated to promoting

143 These included the Rockefeller and Fulbright programs discussed earlier in this thesis, which often operated with
the support of Latin American elites. Iber, 57.

144 To further understand the importance of this change, Ghapter 1 from Schwatkates, Deborahlberto
Ginastera: a Research and Information Guitieew York: Routledge, 2010;22.

¥5d., 6-7.
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musical cosmopolitanism as a counterweé* ght t
Ginasterads trajectory, along with many Latin
gravitation away from folklorism and neoclassici@mstyles that had dominated the first half of
the twentieth century toward avangarde idioms more in line with U.S. strategic interests

during the Cold War.

To further explore this point, Juliette Dumont and Anais Fléaleta | y ze Br azi |l 6s ef
its cul tur al di pl omacy with AWestern requirem
which cul tur al di pl omacy initiatives emerged

Ministry of Foreign Affairs (Itanar at y) projected a fAwhitewash
emphasizing its natural resources and adherence to Eurocentric norms. Over time, however, Brazil
diversified its cultural portfolio, increasingly promoting AfBrazilian cultural elementsuch as

sambaand sports like soccer as symbolic ambassadors of national identity. Dumont and Fléchet
highlight the ways these efforts reflect internal tensions within modern/colonial aiioimg

projectst4’

Finally, Danielle Fosletussier characterizes U.S. musical diplomacy as a strategy wherein
emi ssaries of American musi cal i nstitutions
cultural channels. This practice functioned as a direct response ttheh&iS. State Department

saw as Soviet musical propaganda. The resulting Americaffiofiddtirism was, in large part, a

political reaction to the constraints on artistic freedom imposed by the Zhdanov Doctrine and the

146 Hess, 154. Additionally, as Schwaitates notes, Ginastera maintained a close friendship with Juan Satap

and Panamanian composer Roque Cordero, forming akight t ci rcl e known as #fALos Lat
Latin-Americanists). SchwartKates, 7.

147 Dumont and Fléchet, 71.
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Prague Manifest&*® As Hess explains, Latin American composers adapted to this American
ideological shift by gradually abandoning indigenismo and other nationalist tendencies in favor of

neoclassicism in the 1950s, and later, the agarde in the 1960¢?

This research will apply these frameworks to the case of Chilean composers who went into exile
in Europe. Gustavo BecerBchmidt and Sergio Ortega, for instance, secured teaching positions
in West Germany and France, respectively. In doing so, they daedtintentionally or natas

cultural diplomats of the Chilean democratic restoration. Their contributions, whether through
their compositions or their participation in exiigated cultural initiatives, will be explored in

further chapters.

B. The political situation of the composer in the shadow of authoritarianism duringthe 20
Century: Exile, collaboration, opportunism, or resistance

If the twentieth century is to be characterized by something beyond the development-of semi
scientific methods in music theody such as serialism or microtonaliy it would be in the way
composers, for the first time, confronted the real possibility of becoming political actors within an
increasingly politicized environment teeming with notions of diplomacy and propaganda.
Nowhere was this more evident than in Eurapleere dictators sought to use art music as a symbol

of national pride, attaching various ideological discourses to its promotion. For instance, while the
USSR embraced socialist realism, as discussed in a previous section, other totalitarian nations
congructed more complex nationalist narratives around the art music they endorsed. In Nazi

Germany, for example, there emerged a homegrown neoclassical tendency that promoted

148 This reaction must be understood in light of the fear provoked by the loosening of Stalinist doctrines during the
Khrushchev Thaw, a period in which the USSR actively engaged witSowiet countries in the Middle East and

Latin America through a more rderate socialist discourse. Danielle FodlassierMusi ¢ i n Americabs C
Diplomacy Oakland, University of California Press, 2015, 168.

149Hess, 152.
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communal music settings and reaunterpoint, while still permitting a degree of steéactioned
modernis™®8d so | ong as it was not associated with 7

was perceived as having Jewish or Black origths.

Despite the enduring mytB partly reinforced by popular narrativés of fascist regimes

favouring only posRomantic, tonal, and neoclassical music, the reality is more nuanced. While

these styles were indeed encouraged, German and lItalian fascist rdginme$ wholly reject

atonality. As Gianmarco Borio explains, it was specifically the Schoenbergian (i.e., Jewish)
version of atonality that was banned. flom mf @adt
atonal music, promoted by musicologist, composer, and Nazi Party member Herbert Windt,
beginning with his 1924 article ARichard Str:
particularly through works likkis operélektra pioneered a musical universe that moved beyond
conventional harmonic functions. This interpretation was later extended to the music of Hans
Pfitzner Symphony in &harp minor Op. 36a) and Paul von Klenau (the op&fachael

Kolkhaag, which were celebrated as triumphs of German modernistart.

In Italy, composers such as Illdebrando Pizzetti, Gian Francesco Malipiero, Alfredo Casella, and
Luigi Dallapiccola developed works rooted partly or entirely in serialism and expressionism. The

first three, associated wieh ®@Bhede@amneéwua=zi onre

150 According to Joan Evans, Stravingkyeoclassical modernism was promoted as a part of a predominant style that
was quite present in Nazi Germany. He was not alone in this regard: several other international composers with rather
democratic credentials who practiced neoclassical modernisenikewise favoured, among them Ldtsk Larsson

(Swedish), Jean Fran-aix (French), and Bohuslav Martin’
151 This term was broadly applied to music by Jewish compdsedreluding those who were not Germanas well
as to jazz and any music per ce Jonw dpielhasf sLuweooh ,Sasmamha, a si Emrt

Musi k: Per pet r atSegek Dirm ardl Frank Bavenkerk (ed€jirmenand MusicCham: Springer
International Publishing, 2021, 41%.

152 pfitzner and von Klenau were celebrated since both espouse8emnitic and preAryan rhetoric. Borio,

Gi anmari o 0L ec téanayse: Wawpidt atdnal?gEmjeug politigueside la définitiodedé lonal i s me 0 i
Esteban Buch (edDu politique en analyse musicalearis: Vrin, 2013, 17877.
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nineteentkcentury operatic tradition by embracing symphonic and instrumental genres. While
Casell adbs career benefited fr ocamdZaAndonai acviewedt s up
more discreet, though still recognized, success. Their music absorbed late Romantic and
neoclassical idioms, and though not systematically seri@d was unafraid to employ
dissonancé>*Dal | api ccol ads case stands apart due to
influenced first by Adorno and later by the Second Viennese School. His commitment deepened
after he and his Jewish wife faced political persecution during the fascisnkegrdliod between

1938 and 1945Canti di prigionia and Il prigioniero exemplify his most advanced serialist

techniques, both thematically centered on the experience of political repréésion.

Such political and ethnic persecution pushed many composers into exile. The cases of Jewish
composers like Arnold Schoenberg, Kurt Weill, Erich Wolfgang Korngold, and Mario
Castelnuoveredesco (who left Italy in 1939 following the aSemitic racial lawsare especially
notable. All had established careers before emigrating and found significant success in the United
States'® Politically committed figures such as Paul Hindemith and Ernst Krenek in Germany, or
Arturo Toscanini in Italy, are particularly relevant to this study as they openly opposed Hitler

and/or Mussolint®® This is of interest given the parallels with Chile under Pinochet, where

153 Ben EarleLuigi Dallapiccola and Musical Modernism in Fascist Italyew York: Cambridge University Press,

2013, 143. See its chapter 3 for further information about these composers.

154 For instanceCanti di prigioniaexplores the fate of three historical figuéesMary Stuart, Boethius, and Girolamo
Savonarol® who were condemned to death for their political or religious convictions, Wipitgjioniero is a one

act opera that addresses the same subject through fictional, unnamed ch&ee€rapters 4 and 5ith, 194234;

235276.

155 Schoenberg and CastelnueVedesco worked as composition teachers across the United States, while Weill and
Korngold established themselves as prominent composers in the emerging Broadway and film music industries,
respectively. See Chapter 3 in Michaedti&r, The Twisted Muse: Musicians and Their Music in the Third Reich
Oxford University Press, 19975-129.

“Among this group of politically engaged musicians, T
working in Italy and across Europe while openly denouncing fascist regimes, enduring constant surveillance, public
attacks, and even physical asisafter refusing to perform the fascist anth@mvinezzaduring a 1931 concert at La

Scala. After nearly a decade of harassment, Toscanini left Europe in 1939 upon securing conducting engagements in
the United States, returning to Italy only in 1946, following the end of World War II.
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politically engaged musiciar® especially those linked to NC& were also persecuted. Their
engagement with Chilean folklore, itself deeply rooted in Indigenous Andean and Mapuche
struggles, made them targets. Gustavo Be€®ctamidt, for example, not only composed but
served as a cultural diplomat for the Allende gaweent in West Germany. Celso Garridecca

was a committed supporter of the NCC, composing songs for the Chilean singer Victor Jara and

creating a nowost ballet based on Andean music.

Nevertheless, at least one composer linked to the NCC, Luis Advis, remained in Chile during
Pinochetds rul e. Hi s case parallels those of
from within, such as Karl Amadeus Hartmann and Boris Blacher. Hantmednsed to have his

works performed in Germany, sending them instead to England and Czechoslovakia before falling
Asilento until 1945. Bl acher, on the other ha
disguising atonality and jazz references works like Capriccio Uber eine Volksliecand
ConcertantemusikEventually, his compositions were blacklisted, and he entered a form of inner
exile®These examples provide useful analogies fo

Chile, although his continued presence there was largely due to illness.

My research also considers the figure of Juan Or&agjas, a particularly intriguing case. Born
into an aristocratic family, he emigrated to the United States in 1961 to establish the Latin
American Music Center in Bloomington, Indiana. His music wasopexéd both in the U.S. and
Chile, and he actively participated in American musical diplomacy. At the same time, he

collaborated with Quilapaydn and kilimani, setting politically engaged poetry to music and

157 None of these composers ceased composing during World War 1l. Hartmann produced several works with
resistanceoriented themes, such as the overttihna kampf{The Struggle of Chirjand hisSymphonische Hymnen

Blacher, for his part, wrote the oratof®r GroRinquisitor based on Fyodor Dostoyevskyb®o
which explicitly denounces political persecution. Levi,
During The Nazi Erd®» in IIlliano and Sala, 18
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supporting a Chilean vision of democrdéyHis political commitment became evident in 1973,

when he returned his passport to the Chilean embassy following the military coup. This
identification will be explored further as | analyze Orré&ga | as 6 s musi c al and
during the 1970sthrgquh t he 1990s. Whil e some contemporar |
his autobiography and later lectugesparticularly his framing of NCC as a groundbreaking genre

d reveal a more nuanced ideological trajectSpy.

OrregeSal asd6s story transcends those of the exil ¢
within Cold War paradigms. While comparisons to Richard Strauss or Alfredo Casella might be
tempting, both composers maintained careers within their reapeegimes and only distanced
themselves from them once affected by-&&imitic policies. Neither went into exile nor practiced

inner exile!®© The most apt comparison is with his colleague Alberto Ginastera. As Hess recounts,

Gi nast er a6 sBomhr2o® 6 despife earsaccessful premiere in Washingonwas

condemned by the Catholic Argentine dictatorship for its sexual content and later dismissed as
outdated by New York critic¥! Disillusioned with both the U.S. art scene and the political
situation in Argentina, Ginastera emigrated to Switzerland in 1971, where he spent the rest of his

life refining a musical language that synthesized his earlier ¥é®imilarly, OrregeSalas
became disenchanted with the AAmerican Dr eamo

Chile.

158 Orrege Salas Encuentros319.

9This is the way Celso Garridoeccaremembers Orregdal as in his memories. He doesn
or artistically conservative. Celso GarrileccainNe | son Ni { o, -Letod:&Synthesis &hd Bynciretisim in

Concert Music of the Andes Area (1985000 ) . 0 Pr oQuest Di s8®rtations Publ i sh
®WBoth composerso6 wives were Jewish and became harasse
respectively.

161 Hess, 142.

162SchwarzKates, 17.
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Having concluded this overview of the historical, sociological, and musicological elements
relevant to this study, | now turn to a more focused discussion of Chile and its complex political
and cultural history. This context, markedly distinct from thait®fmore powerful Andean
neighbors, shaped a unique trajectory during the ColdWewen as its dictatorship shared certain

characteristics with those of Argentina and Uruguay.
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Chapter Il. The Chilean context: historical and musicological considerations during the twentieth
Century

| may now refer to Chilean soemolitical and musical history in this chapter. The territory known
today as Chile has a rich history spanning over 15,000,fearsthe era of huntegatherers who

first settled there (making it one of the last regions in the Americas to be populated) to the modern
nationstate. However, for the purposes of this study, | will briefly examine only the past 600 years:
from the Incaconquests in northern Chie where they reached as far south as the Araucania
region and encountered resistance from the Mapuche p&ofdeSpanish colonization, and the
eventual formation of one of the most distinctive nations in the Southern Cone. | state that this
contextualization chapter has the purpose to familiarize English readers with this topic, and as a
means of providing imponta historical context both in terms of indigenous peoples and Chilean

art music.

As such, the historical overview will be followed by an equally brief contextualization of Chilean

art music. In the North American academic context, few studies have addressed this subject. On
one hand, Chilean art music did not develop a clearly distmcée fAnati onal 6 voice
century, remaining somewhat isolated from broader Latin American musical trends. On the other
hand, the extensive scholarship on thesva Canciomovement in the latter half of the century

may have overshadowed the study of Chilean art rmusievelopment. Nonetheless, recent
scholarshig such as Nel son Ni f0o00s thesis -aamdc sudse
Chil ean works, as wel | castadas populaiesa unigue Gusieal gemeg 0 6 S
among South American composeds reveals complex interconnections between art music
composers and their folk and popular music counterparts. This thesis will further demonstrate how
the worlds of popular and art music were deeply interconnected between 1967 and 1973, and even
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after this period. Therefore, it is essential to understand the art music background of Chilean

composers had, and how it impacted their development across the'laerary.

In this sense, the two main EngliElnguage sources featured here are John L. Redibe
History of Chiled the most comprehensive existing monograph in English dedicated exclusively
to the subjecd and Gerard Béhagde chapter on Latin American music Tthe Cambridge
History of Latin AmericaNonetheless, most of the sources drawn upon here come from Spanish
language scholarship, such as Rafael Sagredo &aeélistoria minima de Chile or the
historiographical compendiuien afios de propuestas y combates: La historiografia chilena del

siglo XX prepared by Julio Pinto Vallejos and Maria Luna Argudin.

1. An overview of Chileds history

A. The Mapudungun and The Quechua Inca
The history of Indigenous peoples in the region now known as Chile begins with the arrival of the

first groups of Homo sapiens around 15,000 years ago, likely as a result of migrations moving
southward by land or along the Pacific coast by sea. Chile masgthe last regions in the
Americas to be populated. Among the many Indigenous groups that emerged, the most prominent

0 both historically and contemporari§y has been the Mapuche, also known by their original
name, the Reche (Athe true peopleod), and | at
Mapudungunos hi storical origins remain uncer
presence to the 9th or Hotentury CE® Initially huntergatherers, they later adopted agriculture

and, after the arrival of the Spanish, incorporated herding into their subsistence ptéfuDves.

time, the Mapudungun expanded their territory significaftbm the Maule River in the north to

163 Rector, 3631.
164 pineda, 3536.
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the Chiloé Archipelago in the south, and eastward into Patagonia, where they encountered the
Aonikenk (or Tehuelche) peoples. This territorial expansion occurred roughly between the early
14th and late 17th centuries, with its later stages influenced dydidruptions of Spanish

colonizationt®®

The second group of relevance to this study is the Inca, or Quechua, people. Originating in the
central highlands of Peru, they undertook a vast military expansion during the 15th century,
establishing one of the two centralized empires irRGuRimbian Anerica: the Tawantinsuytt®

Their empire stretched as far north as modttay Ecuador and southern Colombia, eastward into
Paraguay and northern Argentina, and southward to the Maule River in central Chile. The Inca
state was highly militarized and expansionist, implementing thmamitsysten® one of the
earliest recorded instances of forced displacemebatim American historyUnder this policy,
ablebodied males from conquered populations were relocated, often great distances from their
homelands, to serve as auxiliary soldiers or forced laborers; a tactic that in turn avoided uprisings

from the conquered populatiotg.

This system likely provoked strong resistance from the Mapudungun, who, unlike other southern
groups such as the Atacamef@gl Diaguita, fiercely opposed Inca incursions. As a result, Inca
expansion into central Chile was marked by repeated advances and :rétetatsaching the
Choapa River, then the Maipo River, and finally establishing a southern boundary at the Maule
River during the reign of Huayna Cépac, the only Inca ruler to extend the empire into the Southern

Cone!®®The conflicts between the Incas and Mapudungun foreshadowed the dynamics that would

165 Pineda, 40.

166 Name given to the Inca Empire as a whole.

¥'D6 Al t r oy Los ifcasTemslated.by Ignacio Hierro Grando8arcelona: Editorial Ariel, 2003, 297.
Huayna Capacés military and administrative calagpaigns
Chilean territory and approximately esixth of modern Argentina into the domain of the Tawantinsigu101.
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later characterize Spanish colonization. However, the prolonged contact between the Mapudungun
and the Spanish allowed for the development of more complex and deeply rooted relationships

than those experienced with the Incas.

B. The Mapudungun and the Spanish colony
The Spanish Empire effectively inherited the conflict between the Incas and the Mapudungun.

Although Spanish authorities initially rejected the idea of expanding south of Peru and west of the
Andes, military leaders such as Pedro de Valdivia pushed bélyerMaule Rive® previously
established as the southern boundary of the Inca E@paevancing as far as the Biobio River.

This incursion provoked repeated resistance from the resilient Mapudungun, who successfully
repelled or expelled Spanish forces beyond this frontier on several océ&dBysiround 1620,

the Biobio River had become a de facto border between Spamstolled territory and
Mapudungun lands. Over time, the relationship between the two groups evolved into a complex
mix of hostility, negotiation, and commercial exchahtfdt was only after Chilean independence

and the early stages of industrialization that the modern Chilean state launched a violent campaign
to seize the Gulu Mapd the Chilean portion of the ancestral Mapuche territory, Walln@apu

from its Indigenous inhabitants.

169 For instance, the city of Valdivid located well south of the Biobio Rivér was established by the Spanish in

1554 but was seized by the Mapudungun during their reconquest campaign of 1598 and remained under Indigenous
control until its reoccupation by Spanish forces in the-ivith century. Sagredo Baeza, 57.

170 The Mapudungun demonstrated a comparatively high resilience to smallpox and other introduced diseases,
distinguishing them from many other Indigenous groups in the region. Coupled with their formidable martial skills,
strategic acumen, and rapid mastefyhorseback riding, they earned the respect of Spanish colonists. These
advantages enabled them to engage in trade using livéstpekticularly cattle and horsés acquired through raids,
alongside other locally sourced goods. Over time, some Mapudungun communities permitted the establishment of
Spanish missionary settlements, particularly in the Chiloé Archipelago, and even sanctioned intermarriage.
Nevertheless, #se intercultural relationships were often marked by tension and episodes of conflict, followed by
periods of uneasy reconciliation with the Spanish settlers. Rector, 35.
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This historical and cultural division between groups remains significant, as it helps explain
enduring social and ethnic divides within Chilean society, particularly among Indigenous
communities, the working class, and the ruling aristocratic elites. gptirencolonial period, Chile

was governed under two overlapping Spanish administrative systems: the Viceroyalty of Peru and
the Capitani&eneral de Chile (Governorate of Chile), the latter being the final colonial authority
before independence. Although many colonial institutions common to other Spanish tefitories
such as interracial marriage were present in Chile, the coldsyrelatively small population
allowed Spaniards to maintain demographic dominance. Nevertheless, geographic isolation
enabled the Chilean landowning elites to assert considerable local power, often lobbying directly

to Spaniskappointed governors to defetiebir interests’?

It is important to note that alongside elite landowners, there existed a significant population of
impoverished and disenfranchised encomendéidtisough they occupied a higher legal and racial
status than Indigenous and enslaved peoples, many were nearly as economically marginalized.
Over time, many of these individuals intermarried with Indigenous communities, contributing to
the emergence offCi | e 6 s f ut u t'“Racimlcandkciltora mixirlg avas surther shaped

by the presence of whaling settlements along the Chilean coast. These settlements, composed
largely of Western European and later LABerican sailor® who were almost exclusively male

d intermingled with both Spanish settlers and Indigenous populdfidrEhis pattern of

11 Sagredo Baeza, 80.

172 By the late 18th century, the Chilean population had become predominantly white; however, its demographic
trajectory followed a more heterogeneous pattern than that observed in other Southern Cone nations such as Argentina
orUruguayAl bert o Edwards, fCuatro palabraso i nCidhaflfodde Val | e]
propuestas y combates. La historiografia chilena del sigloMekico City: Universidad Autdnoma Metropolitana,

2006 140.

173 This practice was so widespread that it was even documented in literary works from the Global North, notably in

Her man Mel vMdbyDick See rChapter 127, Knights and Squires in Herman Melilleby Dick

Hertfordshire: Wordsworth Classics, 1993.
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admixture continued after independence and indirectly contributed to the arrival and settlement of

larger European immigrant populations throughout the 19th and 20th centuries.

C. Colonial Modernity in Chile Between 1810 and 1960: The Portalian Regime at The Heart
of Colonial Modern Development

Chilean independence was achieved after an-giggat war, spanning from 1810 to 1818. In the
aftermath, Chilean societynuch like other nations in the Southern Cdmecame increasingly
reliant on European immigration as a means of economic and cultural development. As was the
case across marnyiollo-led postcolonial societies in Latin America, Chile pursued the military
conquest and subjugation of Indigenous populations with an intensity and scale previously unseen.
This escalation was largely enabled by the technological advancements of the dhdustri
Revolution, which created a substantial gap in military capacity between the Chilean state forces

and those from Indigenous communities.

These campaigns were supported by a social structure that historian Alberto Edwards characterized
as comprising two broad Hispanic influences: the industrious and trabddiomd northerners, and
the more opulent and pleastgeeking southerners. Accorditg Edwards, the former came to
dominate, shaping the emerging Chilean aristoc@&cy class which, in his view, could be

described by the following characteristics:

i E|l origen ®t nico y Il a formaci-n de nuestra antic
[ €] sus aptitudes econ-micas, sus virtudes dom®st.
su especial idiosincrasia que mezclebeén sentido burgués con la soberbia aristocratica, la vigorosa
cohesion de sus familias, sus cualidades y defectos como elemento de organizacion politica hicieron de ella

un grupo soci al ' 1 eno de original i dsadenigalmsmpor [ é]
pueblo viril que p6r tantos afos dominara. o
"fAThe ethnic origin and [social] formation of our for

economic aptitudes, its domestic and practical virtues, its independent and puritan religiosity, its particular
idiosyncrasy that blends bouje common sense with aristocratic pride, the strong cohesion of its families, its
gualities and shortcomings as a political organizing e
and one that managed to leave the mark of its geniosnupt he very virile people it do
Edwards, 141.
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We have to notice as well that, by the Aifeth century, the Mapudungun had expanded their
influence beyond their ancestral lands of Wallmapu, becoming the dominant cultural group not
only in the southern Chilean valleys but also across the Andes intotikgePatagonid’®
However, their relationship with the newly independent Chilean state was soon to deteriorate. In
1830, following years of elite infighting, Diego Portales established a highly influential and
conservative regime. ThRepublicaPortaliana (Portalian Republic), a serdemocratic regime
grounded in social conservatism, military repression, and economic modernization, dominated
Chilean politics for three decad€$.It became a paradigmatic example of colonial modernity,
imposing stability through authoritarian rule. Under this regime, successive presfidexgsh
serving teryear term® suspended civil liberties in the name of social progress, industrialization,

and colonizatior!’

Beginning in the 1850s and culminating in 1881, the Mapudungun were militarily defeated and
forced to relinquish their territories to facilitate the colonization of southern,@gions largely
inaccessible during the colonial era. This effectively ended any remaining commercial or
diplomatic relationships between the Mapudungun and the Chilean state. The process represents a

clear case of settler colonialism, echoing practices s® North America. Harsh repression and

175 pineda, 40.

Al berto Edwards characterizes Diego Portales as fithe
architect of a new republican regime rooted in deeply conservative, traditionalist, and authoritarian principles drawn
from monarchical thoughEdwards, 163.

" Historian Alfredo JocelyrHolt Letelier, however, contends that this apparent stability was largely illusory, noting

t hat Portalian presi deadfie merfgengceuyednt Il ywsr @tlan mdicatimnmaf afiisnt ad re
underlying fragility, exemplified most starkly by the assassination of Diego Portales hideselfynHolt Letelier,
Al fredo. fAEstado, cultura y naci,33. en el Chile deci mon
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forced Chilenization ensudll that is, the imposition ahestizé’® andcriollo Chilean language

and customs on Indigenous peopi€s.

As scholar César Enrique Pineda has shown, Chilenizatianioned as a cultural assimilation
program that di srupted the Mapudungunotés trad
abandon sel$ufficient agricultural and pastoral practices and adapt to exploitativeratyrstrial

systems. Their language caoulture were rendered subordinate to the Eurocentriccolenial
framework of the Chilean state. -deantsprievas | y a
suppresse® As a consequence, the southern and subpolar regions of Chile saw higher
concentrations of European settlers who wunde

Chilenization as part of their integration into the emerging natiate!®!

By the late 19th century, the cultural and class divide in Chile had sharpened. The upger class
composed mainly of whiteriollo elites and landownegs stood in contrast to the lower classes,
which increasingly comprised mixadce and urbanized Indigenous populations. A significant
working class emerged during the nitrate boom in the north, where laborers toiled under brutal

conditions in some ofthewlord 6s r i chest mi ner al zones. These

178 MestizoChileans have historically been referred todiesd a t er m t hat | iterally trans]l
a Afracturedo or fAi mpureo ethnicity. This derogatory c
to its gradual disuse in literature. Interestingly, while largely absent fromisbganguage literature, the term does
appear in John L. Rectordés cited work on Chilean hist ol
179 Criollos were mostly or uniquely of Spanish origld.

BWpjinedads study stands among the most recent contribu
methodologies to examine the centuwiisg history of exploitation and resistance experienced by the Mapudungun,
particularly in relation to the nuern neecolonial Chilean state. Pineda,-58.

181 | earning Spanish language was the only requirement for new settlers to Chile (and their descendants); many of
which came from Spain, Italy, Britain and modern Germany or Croatia. Rector, 111.
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copper, lithium, and other metals critical to the industrial revolutions of the nineteenth, twentieth,

and twentyfirst centuries®?

Chilebds original territori al claims in the At:
as most of the region belonged to Peru and Bolivia. However, from the 1850s onward, Chilean
entrepreneur® such as José Tomas de Urmergetgartnered with foreign investors (British,

German, and American) to introduce modern mining techniques and accelerate exXffthimn.

aggressive expansionism eventually led to international conflict. Dissatisfied with the tax
incentives offered by Bolivian and Peruvian governments, Chilean and British investors became
increasingly confrontational. Tensions escalated after Peranadiied its mines in 1875 and

Bolivia, under President Hilarion Daza, annulled treaties and seized faneiggd property in

1878. Bolivia declared war on Chile, and when it was revealed that Peru had a mutual defense pact
with Bolivia, Chile responded bgleclaring war on both. Thus began the War of the Pacific, in

which Chil ebs r e-éqaippedunditary prevaiedft | but well

As previously noted, Chileds dispossessed rur
expansion of agriculture into the south facilitated by the dispossession of Mapudungun lands

0 enabled the creation of lucrative haciendas. Yet the landed elite increasingly relocated to urban
centers, delegating management to administrators. Agricultural laborers, often drawn from the

Indigenous populations, endured overwork, poor wages, andaitiitt®® A similar fate befell

82 Theextractivist policies governing the exploitation of mineral resources have constituted a central factor in shaping
Chilean class conflict since the nineteenth century. Jodébi 333.

183 Rector, 104.

184 Although the combined Peruvian and Bolivian forces significantly outnumbered the Chilean army, the presence of
international industries operating within Chile provided the country with a markedly superior merchant and naval
fleet. This logistical advantagensured a more effective tactical supply chain, enabling Chile to prevail in a war despite
its numerical inferiorityld., 107.

185 pineda, 5%9.
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miners in the north and the small but growing industrial workforce (mainly railway workers)
during successive industrial booms. These conditions laid the groundwork for the class conflicts

of the 20th century?®

The Chilean aristocragyamong the most insular in Latin Amerjdaaditionally wielded both
military and ecclesiastical authority. As noted by historians such as Alberto Edwards and-Jocelyn
Holt Letelier, this elite class prioritized economic liberalism and social domination over political
freedom. Laws overwhelminglyavored landowners and European middkss immigrants, and
executive power remained concentrated through long presidential and senatorial terms. Popular
representation was minim&’ However, according to historian Alfredo Jocekolt, 1891

marked a significant turning point: A civil war disrupted the economic prosperity achieved under
President Balmaceda and exposed deep rifts within the ruling elite. Although the elites emerged
victorious, the war left them ideologically weakened, as the middle and working classes had, for

the first time, asserted their economic agency independent of elite ¢&htrol.

Between 1891 and 1925, the Chilean middle class rose to political prominence, while the working
class would only begin to assert itself in the 1960s. The middle class benefited from capital gains
and social reforms during the early 20th centirna context central to this study, as most of the
composers analyzed herein belonged to this social group. As John L. Rector has demonstrated,

university enrollment, intellectual production, and political influence all expanded during this

BRect or cites Bijalhtitwaaskaliterantwork that dosuments the hardships and injustices endured
by miners and other members of the working class throughout the nineteenth century. Rector, 105.

Bl n his introductory contribution to the recent schol a
hi storiography, Gabriel Salazar Vergara contends that
was consistently ambiguis, shaped more by patriotic sentiment than by clearly delineated social Salatzar
Vergara, Gabriel. fi | nCien aftbside propuestas,y comimadd®.i nt o & Luna,

188 JocelynHolt, 352.
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period, culminating in the formation of tl@deracion de Estudiantes de CHiECH) in 1906.
This student federation became a key actor in advocating for weckisg demands within
Congress. Its ultimate aim, and that of the broader midldks intelligentsia, was to bring about
gradual reform rather than revolutionary chattjén 1948, historian Julio César Jobet formally
acknowledged the need to integrate the working claks®eg marginalized and silencddto the

national historical narrativE?

The middle class began to assert real political influence in 1918, amid shifting global dynamics.

As British economic dominance waned and U. S.
significant wvictories. | n Aliamza Libesaléhe midddeclaggsa r | i1 a m
party, emerged triumphant. Two years later, its candidate, Arturo Alessandri, won the presidency.
Alessandri, a representative of the rising middle class, advocated moderate reforms, particularly

in labor legislation, drawing inspiration from European modelsutt evorker exploitation®
Nonetheless, the péswWor | d Wa r I economic c r i-depgergentd e v a st
economy, leaving Alessandri unable to implement substantial reforms. In 1924, the military
intervened under the pretext of curbing aristocratic power, and in 1925aAdkesseturned to

enact a new constitution. This constitution expanded executive authbotgh not absolutely

and enabled key social and economic reforms crucial for the survival of the middle and working

classes.

18 The emergence and enduring presence of the FECH was significantly supported by the establishment of several
key universities, including the Universidad Catdlica de Chile in 1888 and the Universidad de Concepcién in 1919.
Rector, 122.

190 Until 1948, Chilean historians reduced themselves to what Jobet, and later Gabriel Salazar Vergara, called the

Apatrician historyo in Chile. I't is to say a positional
Vergara, 311312.
¥IAl essandri formalized the introduction of | abour cont

Sagredo Baeza, 218.
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The following decades remained turbulent. The global economic crash of 1929, followed by World
Wa r | | éasdbultacyrles, kept the Chilean economy in a state of fluctuation. Political
stability was maintained largely because mietdess politicians agptly navigated these crisEs.
Broader workingclass participation in politics only materialized in the 1960s with the election of

the moderate conservative Eduardo Frei Montalva in 1964.

D. The Chilean context in the Global Cold War (1980)
Eduar do F-overloadked dembcragzimg legacy was deeply rooted in the Catholic
liberation movement, aligned with the reformist spirit of the Second Vatican Council (1962). This
movement reflected a broader modernizing vision of the Church thdideadcirculating since
Pope LeReruXNdovarinsl1 89 1) and Ruagragesifho AnafloXl). dhese
foundational encyclicals advocated for the improvement of the working classes and promoted a
Asoci al gospel , 0 emphasizing the Churchés re

equity %3

Influenced by these ideas, Frei introduced key principles of the capitalist welfare state to Chile for
the first time. His administration | aunched ¢t

the fundos system, aiming to eradicate rural pgvd*He equally implemented a range of welfare

1925agredo Baez227.

193 1n my article onAustrofascism, | examined how these two papal encyclicals informed the establishment of the
Austrian regime between 1934 and 1938. Whereas in Austria, these documents were interpreted to justify a staunchly
Catholic and conservative government positiongd dulwark against Nazi fascism, their reception in Chile three

decades later followed an entirely different trajectory: there, the Chilean Christian Democrats embraced the encyclicals

as a foundation for advancing social compromises with the workingesld&o d r i guez MayRendre Sebast
au Reich ce qui appartient ° Dieu : LhbesGuahisrsdgla8QRMi t ur gi c
21 (1), 2020, 33.

194 Regarding thdundos these were expansive agricultural estates functioning under-fgudsi arrangements

which, despite their considerable size, produced relatively low yields due to the severe exploitation of labor. When
President Frei implemented his agrarian reformilpd®0fundoswere seized by agrarian unions, plunging the landed
aristocracy into a state of profound disarray. Rector, 178.
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programsd including health care, education, and public housinghtended to eliminate urban
shantytowns®® Frei also advanced an initial proposal to nationalize Chilean copper, one of the

countryés most valuable natur al resources.

These measures, while moderate by international standards, provoked anxiety and resentment
among sectors of the aristocracy and upper middle élag®ups often ideologically aligned with

neofeudal and internal colonialist aspiratiof8Al t hough Frei 6s refor ms
segments of the working class and began a symbolic dismantling of the landed estates, they were
perceived by many as insufficient. A widespread sense that change had not gone far enough drove

growing numbersfoChileans toward the political Left.

Salvador Al l endeds soci al i st UpidadRoputaymesonatedp | e me |
not only with labor unions and workingass movements but also with radical Christian activists

inspired by the principles of Catholic social justiggecursors to the Liberation Theology
movement®’ However, dissatisfaction with the pace of reform also gave rise to more militant
groups, such as tidovimiento de Izquierda Revoluciona(idIR), which began targeting banks

and symbols of aristocratic power in the months leading up to the 1969 eléiongsponse to

195 sagredo Baeza, 243.

196 This topic will be further explored in Chapter 5. Steve J Stera,me mber i ng Pinochetds Chi l
London 1998Durham: Duke University Press, 2006, 16.

97Radl E. Zegarra Medina contends that liberation theology is grounded in a constellation of principles derived from
various emancipatory practices cultivated within the Latin American Catholic Church. These include: a radical stance
against all forms of gmession; the cultivation of solidarity among the oppressed through the formation of
emancipatory networks oriented toward social justice; the identification and critique of all structural sources of
oppression and violen@ not solely the economic ones; and the affirmation of Catholicism as a religious tradition
committed to social liberation and justice as the highest expressions of divine love. Zegarra Médiiedy&ao A

Revolutionary Faith: Liberation Theology Between Public Religion and Public Re@tford, California: Stanford

University Press, 2023;8.

198 1t is important to reaffirm that this thesis does not focus on the study of guerrilla movements. Nevertheless,
addressing their existence is essential, insofar as their presence intensified anxieties amongndidgigeiclass

sectors, who perceiveddin as potential threats to democratic stability and, consequently, used their actions to justify

the militaryds appropriation of | egitimate violence. S
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this radicalization, the Christian Democrats nominated Rademiro Tomic, a candidate perceived as
left-leaning enough to challenge Allende. Nevertheless, Allende narrowly won the 1970
presidential election. The runnrep was Jorge Alessandii son of formeright-wing president

Arturo Alessandrid who had governed between 1958 and 1
among conservative Christian Democrat voters

agendd®

Upon assuming office, Al l ende sought to deep
nationalization of copper by 1972 and requisitioning failing businesses and industries in an effort

to reduce unemploymef® However, this level of state intervention alarmed the traditional
aristocracy and alienated moderate sectors, who had only supported progfessio
revolutionaryd reform. Economic instability intensified. The elite retaliated through hoarding
essential goods, exacerbating inflation that was already spiraling due to increased public spending.

At the same ti me, Chil ebébs dependwiththe Nbom U. S.
Ki ssinger administration, which viewed AlIl end
during the Cold War. Though Chile was not formally boycotted, the U.S. suspended economic
assistance, imposed bureaucratic barriers to industeaklopment, and covertly supported

disinformation campaigns through the mediarhese measures contributed to the destabilization

199 Rector, 168.

200 The importance of copper nationalization will be further discuss@hapter IV when analyzing Celso Garrido
Leccads Loxskteestados | et

201 This outcome was primarily due to the renegotiation of outstanding loans with the International Monetary Fund,
which made an outright economic boycott untenable given the strategic interests of the U.S. economy. Rector, 187
188.
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of Al l endebds administration, despite his rec

Global South and the Nefligned Movemeng®?

On September 11, 1973, the Chilean armed forces, led by General Augusto Rinachethad

once pledged to uphold social orderlaunched a military coup, with substantial backing from

the United States. The presidential paldce, Moneda was bombed, and President Allende
committed suicide before being apprehended by the insurgent f8td&se coup marked the
beginning of one of the most violent dictatorships in Latin American history. In the immediate
aftermath, mass repression unfolded. Thousands of grassroots activists, intellectuals, students,
artists, and Allende supporters were agéstortured, or executed. Within the first month alone,
45,000 people were detained; the total number of political arrests over the course of the dictatorship
remains unknown. At least 3,000 people were killed, a third of whom remain missing. Moreover,
over 200,000 Chileans fled into exile, including at least 30,000 who were officially depYrted.

The Pinochet regime swiftly dismantled all existing guerrilla movements, including the MIR, the
radicalized Christian Democratic group MAPU, and Enente Patriético Manuel Rodriguelt

banned all socialist and communist parff®sAs subsequent chapters will discuss, many exiles
were cultural or diplomatic representatives of the Allende government who continued to advocate
for Chilean democracy abroad. These exiles found refuge in North America, throughout Latin

America, and acrodsoth sides of a divided Europe.

202 salvador Allende dispatched his diplomats on missions to secure suppoNdresligned countries, aiming to

foster solidarity among emancipatory struggles. Among the allies he engaged, such a®Algihidts leftleaning

ruling partiesd he sought to build a network of mutual support that, despite its promise, ultimately proved
unsuccessful. Palieraki, fAChile, Algeria, and the Thir
203Rector, 193.

204 Stern, in the foreword to his boéke me mber i ng P,i nnoackheest 6tsh eChsiolredi d account
on arrested, tortured, killed and forcefully exiled people. Stern, xxii.

205Rector, 198.
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Economically, the regime reversed key reforms: it privatized land, reinstated aristocratic property
rights, and abandoned copper nationalization efforts. With support from -tedled Chicago

Boys d a group of neoliberal economists trained in the @.Sthe dictatorship implemented
sweeping market reforms, dismantling the welfare state established under Frei. These policies
opened vast sectors of the economy to private enterprise, catering to a relatively small and
privileged middle class. Yet these refw failed to achieve sustained success. By 1982, Chile
faced a deep economic crisis. GDP contracted by nearly 14% in a single year, and unemployment

soared to 239

Mounting economic hardship, along with years of repression, generated increasing internal
discontent. External pressure also grew, driven by international solidarity movements analogous

to the antapart hei d campaigns i n Sobtrht &firt ¢a. ADl
internationalist legacy endured, empowering Chileans in exile to campaign for democracy
throughout the late 1970s and the 1980&JItimately, this convergence of domestic resistance

and international condemnation led Pinochet to call a referendum in 1988, offering the electorate

a choice between extending his rule or initiating free elections. Voters rejected his continued
leadershp. On March 11, 1990, Patricio Aylwin was sworn in as president, formally ending the

dictatorship?®®

206 Rector, 196.

27This international | egacy is addressed by Stern, 15;
AiChile, Algeria and the Third World in the 1960s and 1
208 Although no longer head of the executive, Pinochet remained chief commander of the Chilean armed forces.
However, the public outcry following the discovery of a mass grave in August 1991 compelled him to relinquish this
position. In 1998, he assumed théerof senator for life shortly before his arrest in London on charges of crimes

against humanity; he was subsequently released two years later. Nevertheless, his power and authority were
significantly diminished thereafter. Mark Ensala€hjle bajo Pinochet: la recuperacion de la verdddanslated by

Jesus Izquierdo Martin. Madrid: Alianza Editorial, 2002, 347.
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As the following chapters will explore, the collaboration between Chilean intellectuals and exiled
artists particularly composersvas instrumental in rallying support for democratization. Just as
theNueva Cancimov e ment pl ayed a vital role in mobil |
presidency, the cultural activism of the diaspora was pivotal in sustaining the democratic cause

during the years of authoritarian rule.

2. Chilean Art Music in the 20Century: Isolation, academicism, breakthrough
|t iI's therefore unsurprising that the histor

developments throughout the twentieth century. Whether in art or popular forms, Chilean music
remained largely dependent on European and Eurocentric modélshen1960s, when art

composers began seeking greater autonomy from these influences.

A. From 1900s to 1960s: Cultivation of homegrown European models
Between 1945 and the 1960s, the adoption of European neoclassical and legeriglostusical

styles became increasingly common in Latin America. As Carol Hess ndRepriasenting the
Good Neighbor composers in the region gradually shi

music toward wor k® of fHAabsolute music. o

Chilean music, however, presents a notable exception to this trend. According to Gérard Béhague,
Chilean composers initially rejected any synthesis with Indigenous musical traditions, at least
during the first half of the twentieth centuf§? Composers such as Domingo Santa Cruz, active
during the early to midwentieth century, produced neoclassically oriented wérksuch as his

Five Pieces for String Orchest(da937) andsinfonia Concertant€l945)d that drew heavily on

Iberian and German Baroque idioms. He later developed an impressionistic voice, as exemplified

209 Hess, 144.
2For a broader discussion on how Latin American music
Chil ean composers, see B®hague, G®rard, ALatin Americal
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in Cantata de los Rios de Chilep. 19. His student, Juan Orre§alas, compose@anciones
Castellanas op. 20, drawing on Iberian Renaissance models, whil&inifnia No. 1(1949)

employed European classical and Romantic forms. From these influences;8atagdeveloped

a highly personal idiom that was neither fully atonal or {pasal, nor aligned with commen

practice tonality’!* In the realm of popular music, a preference for European styles over
Indigenous ones was similarly evidehtusica tipicat he f ol k musi c of, Chil e
garnered the highest social approval, largely due to its Iberian and Western European roots. This
genre was promoted both before and after Salywv

of Chile?12

The apparent aversion to folkloric or Indigenous elements in art music was reinforced by
international musical developments after the-@®0s. During this period, the Organization of
American States (OAS) began offering scholarships that enabled Latnicam composers to

study in cultural centers such as New York, Darmstadt, and &asisongholds of posterialist
compositior?*® As previously discussed, such grants facilitated Os®gol as 6s emi gr at i
United States, where he directed the Latin American Music Center (LAMC) from 1961 until his
retirement in 1987. In Chile, institutional suppdrtparticularly from the Universidad de Chae

enabled composers likeustavo Becerr&chmidtand Celso Garridbecca to produce avant

garde works during the 1968%.

2lB®hague, G®rard, dAlLatin A3RE3BO. QrregeS aMuass & oca s €l 9Ri0l Ic . b el 9f8
Chapter V.

212 For further discussion see Jedrek Mularbkissic, Politics, and Nationalism in Latin America: Chile During the

Cold War Era Amherst, New York: Cambria Press, 2014.

213Hess, 152.

“Furthermore, as noted by G®rard B®hague i n-Sdlakwasi n Ame |
regarded as the leading figuox Adear, of the Chilean composers after 1960.
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B. 1960 to 1973: Syncretization of Art and Popular Musics
Nonetheless, the honeymoon with Western art music trends provedismbriComposers such

as Sergio Ortega, Celso Garrdtlecca, and Gustavo Becer®s@hmidt soon grew disillusioned

with the prevailing state of modern compositidhAccording to musicologist Nelson Nifio, the
careers of several Chilean art music composers followed a particularly interesting trajectory:
Ortega and Garridbecca, for instance, transitioned into songwriting for members of the Nueva
Cancion movement, cattbuting protest songs performed by figures such as Victor Jarai(1932
1973) and ensembles like Hillimani and Quilapayun. This collaborative synthesis between

avantgarde composers and the NCC reached its peak during the Allerrd® era.

The NCC movement was embraced asfibféicialo sound of the sociadlemocratic government

due to its emphasis on marginalized musical traditions, including urban folk styles and Indigenous
music from Quechua, Aymara, and Mapuche origins. Composers, performers, and lyricists
foregrounded the struggled the Chilean working class and Indigenous peoplesMusic,
Politics, and Nationalism in Latin Americdedrek Mularski identifies two competing forms of
nationalism within Chilean folk and popular music: one rooted in the Spanish/European traditions
of the Central Valleys and promoted by the white aristocracy, and the other embodied by the
indigenous/me&to NCC, supported by leftist elites, workhetass sectors, and Indigenous

activists?’ However, it is important to note that the final years of the Allende administration were

215BecerraSchmidts dissatisfaction had been evident since the late 1950s, when he published a series of articles titled
Crisis de la ensefianza musical en Occidémtee Crisis of Music Education in the West

216 Nifio, 95.

217 Mularski, 6061.
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marked by escalating tensions between these musical factions, which occasionally erupted into

violence during public performancé$.

One of the most emblematic songs of the movemem igueblo unido jamas sera vencjdo
composed by Ortega and performed by Jara, the folk music groups QuilapayUrllbmbunii,

and several other artist® GarridoLecca and Jara also -®wote at least two songs affirming
Indigenous Andean and Chilean peasant resistance against the enduring colonial order upheld by

European immigrant and criollo elites as we will see in Chapter IV.

These years were pivotal for the composers involved, as they were able to create works that bridged
folklore and commospractice idioms. These compositions, aimed at broader audiences, reflected
the growing influence of the NCC as a gahilean musical ma@ment. One early example of this
more popul ar or i en tFaldoiyouertevde Joaddin Meiegfdd®7y based e r a
on a poem by Pablo Nerud®.While GarrideLecca was still composing avagardeinfluenced

pieces such a&ntaras(1968), an orchestral work shaped by mathematical serialism, by 1970 he
had begun sketchirgps siete estaddqd972)d an unpublished and unperformed ballet grounded

in Chilean Andean folk musfr®?!

218 Mularski recounts an incident at the renowned Vifia del Mar 1973 festival. Quilapayn was invited to perform and

went on stage with politically charged songs. The audiéndargely conservative or apoliticdl responded with

jeers, prompting a group of Unidad Popular supporters in attendance to confront the hecklers violently. The altercation
escalated into a brawl, leading to the interruption of the performance and the suspension of thé/felstiskl, 215.

219 Among these artists was American composer Frederic Rzewski, who composed a set of theme and variations based

on this song. His work will be examined in greater detail in Chapter IV. Hess, 171.

20Joaqu2n Murrieta is the legendary figure who inspired
the poor in California during the early Gold Rush. However, Pablo Neruda reimagines Murrieta as a Chilean emigrant
drawn to California by thpromise of gold, who ultimately turns against the prospectors to aid the oppressed Mexicans

l eft behind after Methxcentury dMexicasvanereamtWariDa nt e Babdder st on.
muerte de Joaqu?2n Murieta de ARzblag ebBler udavi Elisieat areil o glrr
Semitico del Discursd/, no. 7 (2003), 29.

221 Nifo, 407.
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Among the group, Becer@chmidt maintained the most radical stance. While he never fully
abandoned the avagarde, his compositions began to merge experimental techniques with
political and cultural themes. These includedAraucang1965) andMachuPicchu(1966), both
oratorios;Cuatro Canciones de Nerud970) for tenor and electronics; abols Satrapa$1973),

a work for voice, synthesizer, and media projection. The Jaksed on a poem by Nerydarved

as a denunciation of Pino$htkemiodt @a®upi #ntd waisk:

This evolution invites reflection on the trajectory of Chilean music in the wake of the 1973 coup.

It appears that composers were attempting to forge a form of Chilean socialist éeatistronly
during All endeb6s presidency but also in the ye
influence of the NCC, but also by the influence of the ecléctand fully-democratized Cuban

education system. Yet this project seems to have been abruptly curtailed, or at least interrupted, by

the onset of the dictatorship.

C. 1973 to 1990: The Myth of the Cultural Blackout and a brief introduction to Chilean
musicians on exile

When Pinochet seized power in September 18z@ya Canciémusic, along with folk, socialist
realist, and avargarde currents in art music, was immediately banned. Artists associated with
these movements faced arrest, torture, execution, ordexites latter occurring either voluntarily

or forcibly. As literary scholar Ariel Dorfman (b. 1942) has shown, repression extended beyond
physical harm to the systematic erasure of artistic work. Hundreds, if not thousands, of books,

recordings, and likely nuical scores were confiscated from archives, publishing houses, and

222The poenlos satrapaspublished in a Buenos Aires journal, is among the last works Neruda wrote.
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universities. These materials were either destroyed as pulp or publicly burneautodaféone

month after the coufr3

While the 1980s and 1990s have been addressed
hardline phase of the Pinochet regime (I9PB0) remains relatively underexplored in
musicological literatureAmong the most recent and relevant contributiondEhigolpe estético:

Dictadura militar en Chile 19731983 by Luis Hernan Errazuriz and Gonzalo Leiva Quijada

(2012), andCultura y dictadura: Censuras, proyectos e institucionalidad cultural en Chilei1973

1989by Karen Donoso (2019%B0th sources engage with the conce@pdgon culturab aterm

al so referenced i n Idebstaltnwmatelarejetct itlasiagneyth.ITheg d&rgue wo r k

that despite heavy censorship, there was significant cultural production under the dict&tbrship.

Karen Donosob6s views are reinforced by more r
Toro Blanco, Camila Ponce Lara, and Constanza Vera Neira, as well as by scholarly works by
Matias Alvarado Leyton and Isabel Jara Hinojosa. Going furtheribacontemporaries, Jara

Hi noj osa adopts Nel FAgtastfophe hoaso debcsbe theChiteanmulturad f t h ¢
landscape under PinoclétRather than relying on trepagon culturaharrative, she emphasizes

the ways in which the arts were redirected into new and formerly explored trajectories following

223 Dorfman compiled several of his writings in a book, many of which adopt a decolonial perspective critical of U.S.
cultural imperialism. In the introduction, he reflects on the systematic purge of cultural materials produced under

Al l endeds gaWwerhrarde nbtr,i ewhiy succeeded in fosDefmahng a #dr
Ensayos quemados en Chig

224 | uis Hernan Errazuriz and Gonzalo Leiva QuijaBih.golpe estético: Dictadura militar en Chile 191383

Santiago: EditoriaDcholibros, 2012, 78.

225From the Spanishonade catastrofe |1t is i mportant to note that Nelly Ri
in SpanishSee Nelly Richard in Alvarado Leyton, Matidsis politicas culturales de la dictadura civiodlitar

chilena: Un analisis a su relacién con la cultura 197382 Masterbs Thesis (Pontificia
Chile, 2019).
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the collapse of Al | e s?AtdtE creation, she drgudseanteptedteanew ¢ p |
aesthetic and political forms that maintained the capacity for critical reflection on existence and
subjectivity. Artists recalibrated their aims to produce works that could survive under dictatorship,

often by adapting contemporary ideals to fit within conservative or traditionalist artistic

frameworks?2’

Nevertheless, most of these authors pay scant attention to music as a distinct subject, beyond noting
its censorship by statein media. An exception is Romanian scholar Caterina Prnéaaprovides

a compelling account of how music was ideologically framed and supported during the Pinochet
era. She concurs with Donoso and Errazuriz that while culture was expected to remain apolitical,
it was never devoid of ideology. The regime soughteverse the principles of socialist realism

and even, to some extent, avgarde aesthetics. Influenced by the nationalistservative wing

of Pinochetds government, cul tur al policy ai
values of order, maiity, decency, authority, and hierarcyvalues historically associated with
chilenidad®?® In many ways, the regime aspired to recreate the sadioral ideals of the 19th

century Portalian era. Accordingly, from 1975 onward, the government supported Eurocentric art
forms such as opera, ballet, and classical music (including symphonic amoezhrausic). Private
associations like the Agrupaciéon Beethoven, Grupo de Camara de Chile, and Fundacién Andes
benefited from this support, as did the Promusbrahestra, which was affiliated with the

Department of Cultural Extension and offered free educational concerts across Chile3f? 1981.

26Jara Hinojosa, | s apoltida artisficécuoithral deald dictaduia ainochetistd. Revisitando el
fapag-n culturalo y | a fc &onbmd, suspiros YymemariasKPaécticas eultuBakepyp i a n o
dictaduras en el cono sucanus, Argentina: Edunla, 2020. 135.

2271d., 135136.

228 Chilenidad,me ani ng -mMeCshs,Iceaemncompassed traditional values <co
to be at the core of the national identRyedaArt and Politics 105.
229d., 114.
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However, Predarovides little information about the actual repertoire of these ensembles, even in

the second half of her study, which discusses alternative cultural forms. Chilean scholar Federico
Schumacher, by contrast, offers insights into the fate of aamde ad particularly
electroacoustic music. As universities were defunded and privatized, resources for music programs
dwindled. As a result, most universityased initiatives in composition were either suppressed or

never materialized. Schumacher identifies/@afew composers and compositions from the 1980s,
including a mention oAnacrusa performed at the Goethe Institute and discussed in detail by
Daniela Fugellie. Indeed, the 1980s witnessed a modest resurgence of electroacoustic music
through theencuentros de Musica Contemporaneah el d bi enni ally from 19
gradual political liberalization. Notable participants included José Vicente Asuari @833,

who presented three works at each fBachylasy al ; G
tres monedag Bachoés Three Coins) in 1980; and Edua

Encuentros para un fin de sigté’

Exiled musicians left Chile either voluntarily or by necessity:lliithani and Quilapayud two

NCC groupsd were on international tours during the coup and were unable to return due to the

risk of persecution. The same applied to composers like BeBasra mi dt and Brnl i |,
working abroad in West Germany and Argentina, respectiié@thers, such as Sergio Ortega

and Celso Garridhecca, chose exile. Ortega moved to France, where he continued composing in
postmodern styles and producing protest music foillitiani and Quilapayur®?GarridoLecca,

a Peruvian citizen then residing in Chile, fled to Peru, where he began to develop a hybrid

230 gchumacher, Federico. La musica electroacustica en Chile: 50S&itisgo: Fondart Ediciones. 2005, 61.

BlsSensing the shifting political tides against |iberat:i
what was then a Arevolutionaryodo Barcelona in |l ate 1974,
2Fugellie, Daniela. fAAusentes Presentes: Art Music fro

Institute Santiago (1988 9 )TwemtiethCentury Musicl7, no. 3 (2020): 373.
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compositional language that merged awgemde and folk idioms, deeply shaped by his

engagement with the NCC movemétit.

In contrast, Juan Orreg®alas was already living in the United States. Though he never acquired

U.S. citizenship, he was outspoken in condemningshispension of democraein Chile and

became apatriét* Following a major setback related to Rapoliticab oratorioThe Days of Gad

he engaged in minor collaborations with the NCC and incorporated its elements into several of his
wor ks throughout the 1980s. Less is known ab
According to Garride_ecca, Advis remained in Chile due to ardiselosed illnes$*® However,

as musicologist Nelson Nifio suggests, it is likely that Advis entered a form of internal exile, as

reflected in his works, which fused Barogque and Romantic idioms with Chilean folk trad#fons.

Now, as a brief comparison, and merely for the sake of nuance, | must consider that on the other
side of the Chilean border, there was some level of collaboratiordwiind protest against the
Procesodictatorship. Esteban Buch has written extensively on Argentine composers and
institutions and has shown, across two of his writings, different instances of actual cooptation and
collaboration, as well as of protest and resistance. In the first caséoivs sow Alberto

Ginastera, the renowned composer, capitulated entirely to the demands of the regime. By the late
1970s, the composer had become a political reactidhary, f ed up with the HAhur

targeted against Argentina from 1978 onwardso

28 Nifio, 1.

234 OrregeSalasEncuentros177.

2% GarridoLecca in Nifio, 369.

26 Nifio, 97.

27Buch writes that, in his youth, Ginastera vehemently defended hisfatkled compositions in the lefting journal

Critica, against attacks from Juan Carlos Paz, the composer at the forefront of thednelagangarde in the

Southern Cone. Esteb&uch,fiL 6 a vgaanrtd e musi cal e ° BuenosCiréduitrmusques Paz c ¢
contemporaine4?, no. 2 (2007): 120.
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i a somewhat ironic situaticii® He was commissioned to write a work celebrating the 400th
anniversary of the foundation of Buenos Aifesa foundation marked by blood and iron, given

that the Spanish conquistador Juan de Garay had suppressed the Querandi people in the process.
Ginasteraanswered the commission gleefully, composing an orchestral workItitlddm, Op.

51 .239

However, on this same logic, Esteban Buch writes that Mauricio Kagel, a younger Argentine
composer living in Berlin at the time who was, incidentally, part German like Gustavo Becerra
Schmidt, took up German nationality (unlike Becerra). Kagel reportedlg the Proceso
dictatorship in contempt and, as a consequence, composed several works against fascism and
militarism in the late 1970s, such Ber Tribun (The Tribune, 1978) anBiez marchas para
malograr la victoria(Ten Marches to Spoil the Victory, 1979). While these works never allude
directly to the 1976 Argentine dictatorship, Buch argues that &agmiposition to earlier
authoritarian regimes in South America during the 1960s and early 1970s is sufficient proof that
these marches were written in defiance of that redffh&vidently, these comparisons are
important, and show that, across the border, there were developments that mirror or contrast the

cases | am going to study over the next chapters.

Having now outlined the Global Cold War context and its specific manifestations in Chile, | will

proceed to examine the cases of the four composers introduced in these introductory chapters. In

Al berto Ginastera in Esteban Buch, fi Qubilumg api. S1t ador es,
Commi ssion to Alberto Ginastera (1980) o CompasingBan theh , Este
State: Music in Twentietentury DictatorshipsFarnham: Ashgate, 2016, 191.

239d., 187.

240 Esteban BuchMlsica, dictadura, resistencia: La Orquesta de Paris en Buenos. Kveslo de Cultura

Econdmica, 2016, 83.
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doing so, | aim to elucidate how their individual trajectories represent three distinct forms of exile:

forced, internal, and voluntary.
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Chapter lll. Inner exile or resistance as a real possibility to protest: The case of Luis Advis

(19352004)

1. Luis Advis and the Cantata popular genre
Thecantata populaffolk-mu si ¢ cant ata) i s d&uwevaCariciohmonsderc A byp

this is significant for two reasons. First, proponents of art music have historically regarded other
musical styles as subordinate due to rationalistic and technocentric misconceptions dating back to
the eighteenth century. These misconceptmmslege genres that employ notation, not only for
their ease of reproduction but also for their reliance on hierarchical structures of perfofthance.
Second, this distinction is relevant because of the context within which the NCC movement
emerged. As stated in earlier chapters, NCC sought to foreground musical genres thiahetere
stigmatizedwillfully overlooked in Chilean society. THeuasomusic of the Central Valleys, of
Iberian folk origin, despite being unnotated like most folk traditions worldwide, was promoted by
Chilebés socially o ounesanmtrolladt nnostef the mediai ahdunatiormaln s
discourse at the tim& as the sole legitimate national musical languidé&he cantata popular

came to challenge both the subordination of popular musics and the predominant Iberian folk styles

that dominated the musical landscape of Chile in tfeChtury.

The NCC movement rose up from two favorable circumstances. First, the liberalizing policies of
President Eduardo Frei 6s administration crea
decentralization from colontadationalist models. The arts, pariey music, benefited from this

openness. Second, the Cuban Revolution, with its emphasis on musical and cultural renewal for

2411t should also be specified that, according to Juan José Carreras, the cantata developed differently in the Iberian
Peninsula, where it was primarily directed toward religious music. Moreover, Malcolm Boyd notes that the cantata
outgrew its chamber muskoundar i es during the nineteenth century wi
Der glorreiche Aufgenblick n d Me n d Bie erdedNalpudgssnachBoyd, Malcolm, Juan José Carreras, et al.

fi Ca n tGaoveaMusic Online2001;Accessed 21 Nov. 2024.

242 Mularski, 15.
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the oppressed and the neglected social groups, fostered the emergence of a new subgenre: the
Trova Nuev&*3 This form of songwriting gave rise to a new type of troubadour which sang about
class oppression and the peopleds hardships.
became inspiring voices of popular struggle within Cialhis momentous cultural shift
influenced this unprecedented change to Chilean music in the 1960s: figures like folk singers
Violeta Parra and Victor Jara, as well as folk groups such adlimtni and Quilapayun, brought

to prominence previously margilized folk traditionsd including indigenous Andean and
southern folklored while conveying messages of social resistance and solidarity. Their rapid

recognition soon elevated these artists to national and international r&iown.

It was within these artistic circles that ttentata populae mer ged. Consi dering i
is itself transgressive: the genre arose from a popular movement, while the cantata as a form
originated in the sphere of prestige and cultural hegemony. Cantatas belong to the Western art
music tradition, which by #n represented the celebrated European heritage thatalpger

Chileansd and, crucially, those in powér regarded as the highest form of artistic expression.

The artists of the NCC movement, however, did not occupy such privileged positions. They came
from working or lowermiddle-class backgrounds and gradually built reputations throughout the

1950s and 1960s by illuminating silenced realities through thesianYet, they also sought to

243 Trova Nuevanight be translated as New Song; essentMilgva Cancién Chilenar Canto Nuevare synonyms

to Trova Nueva

2%4Jonah Durrant Ol sen, AfdNo Hay Revoluci-n Sin Cancio
C u b dournal of Latin American Geograplp, no. 3 (2021)118-119.

2Aur® i e Prom. fdiLes Conf I&iTtawrs SadNouvellaiGhangoh Chilieheeng Apprazhier e s

Culturelle De LO6HI st di9r7e8ahi®dis D'histoireg4une. 1 [2017)CIB4. 1 i , 1950
248 |n the twentieth century, the definition of the cantata genre became considerably broad, with some works being
cantatas in nameonhM. ul i ana Guerrer o, iLa Cant at a: ReWifta Musicalce Entr

Chilena67, no. 220 (2013): 996.
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appeal to more intellectual and upjotss audiences. These factors together explain the rise of

the cantata popular®’

Among the most distinctive features of tteantata popularis the introduction of spoken
recitatives, an element discussed in the works of Chilean musicologists Juliana Guerrero and Juan
Pablo Gonzélez. While reminiscent of the Baroque practice of dry recitatives, this feature also
served to democratise the warkhetoric, rendering the text accessible to listeners unfamiliar with

the conventions of art singing. Tlwantata popularlikewise incorporates arias and choruses
functioning as commentary on the dramatic aciora device essential to the construction of a
compelling narrative ar¢® While the inclusion of spoken recitatives cannot in itself be considered

a modern innovation, the fusion of elemedétsold and new, folk and academic produces a

work that is nonetheless decidedly modern in character. As Guerrero demonstrates inyher stud
such a fusion gave rise to a genre that functioned as a vessel for the social ideas and imperatives

of its time?24°

A final point of view in these matters is provided by one of the creators themselves. Juan Orrego
Salasd a composer whose work will be further analyzed in Chaptér Wrovided, in 1980, a

revealing reflection on the emergence of this genre:

fiThe [growing] interest of academically trained musicians in studying and working within genres rooted in
popular traditions and aimed at audiences that extend beyond an 'elite’ of insiders, as well as in expressions
carrying religious, political, or sociahessages, is now paralleled by the growing interest of popular
musicians in expanding their musical knowledge [and] means of expre&ion

247Prom, 155.

Guerrero, fiLa Cantatao, 104.

Guerrero6s analysis is noteworthy since she mobilize:
Fabbri and adds a decolonial perspective through the nuances provided by Chilean musicologist and Nueva Cancion
enthusiast Juan Pablo Gonzalez, fiLa Cant atao, 96.

A Este inter®s del m%sico con formaci-n acad®mica por
dirigidos a un p¥blico que rebasa |l os | 2mites de | a 0@

mensajes religiosos, politicas sociales, aparece hoy equiparado por el creciente interés del muasico popular por

94



As we will see during this chapter and the following ones, Offegol as ® ar gument i s
truth, since there was a mutual interest between Chilean art music composers and folk music artists

to develop a thorough musical collaboration.

Taking into consideration all these elements: | arguedhéata populamust be understood as a
hybrid genre which fulfilled artistic functions with political goals in the Chilean music scene. To

define genre, we may turn to musicologist Fra

ffa set of musi cal events (real or possible) whose
rules. The community accepting these rudeg xplicitly or implicitly 8 involves authors (if any),
performers (if any), audience (if any), critics (if any), promoters (if any), and so on. Rules accepted concern

acoustics, musical composition, pe#formance, econ

This definition points me into several considerations. First, it is worth considering that Fabbri
argues that while genre is bound by convention, it is equally socially constructed, recognised, and
mediated and therefore not a purely formal constructisTdligns with the observations Jedrek
Mularski makes regarding the predominanckuEsomusic in the 1960s, discussed in the opening
paragraph. Whilduasostyles were not officially sponsored by state acfioras Nueva Cancion
Chilenawasd their predominance in the media and public discourse, notably the press, created
the impression that this music, along with its corresponding rural, traditional, and Iberian aesthetic,
was hegemonic to Chilean culture as a whl&@he meteoric rise of NCC and hybrid genres such

as thecantata populaeffectively disrupted this seemingly hegemonic paradigm.

profundizar sus conoci mientos musi c aSalastiteraturechiermmerdi r sus
el exilio,4 no. 2 (1980), 6.

251 Franco Fabbri, the founder of genre theory, has articulated most of his ideas in a single, recently published short
thesis. Fabbri, Franc&@enre theories and their applications in the historical and analytical study of popular music:

a commentary on my publicatiari3octoral thesis, University of Huddersfield, 2012, 10.

252 Mularski, 16.
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Second, Fabbis definition makes a particularly salient point when considered in relation to Chile

in the early 1970s, a moment in which a formalistic understanding of art music was undoubtedly
pervasive. As Geérard Béhagoleserved in his overview of Latin American music discussed in the
preceding chapter, musical institutions catered exclusively tenattinalist, modernist, and
avantgarde aesthetics. This is evident in the works of Gustavo BeSehraidt and Celso
Garido-Lecca from the 1960s, which concentrate on the development ofgaale techniques

and feature unconventional scgre®rks that will be briefly examined in the following chapter as

part of a broader discussion of their musical development. As suctartteta popularequally

served to forge a convergence with other musical genres and with more accessible styles existing

within the art music tradition.

Third, Guerrero, in her discussion of temtatapopular dr aws on Fabbri 6s i de
of Simon Frith regarding the | istenerds role i
conceptualize theantata populamas a genre that employs hybridization to connect two kinds of
audiences: on one hand, those unfamiliar with the rules and expectations of art music; on the other,
those unaccustomed to the rhetoric of folk and protest mMrisihis hybrid rhetoric, in turn,

granted theantata populam n unexpected form of cultural aut
music, 0 it rose in status not only because of
charged content, given the lyrics of these wdrdss it will be shown further othe chaptei

focused on the social struggles of the Chilean people. It was within this cultural milieu that the
cantata popularreached its zenith, when Luis Advis (192004), a Chilean composer from

Iquique in northern Chile, premiered the first work in the genre in 1970.

3Guerrer o, ifiLa Cantatabo, 104.
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To further develop these ideas, | will draw on elements of Richard Middsedoticulation theory,

as it is essential for understanding how musical relationships between genres opStatyitg

Popular Musi¢ Middleton demonstrates how genres that might appear far removed from one
another articulate in ways that make it easier to comprehend and legitimize the elements situated
between two seemingly disparate genres, thereby providing a clearer picture rof thei
interrelationshig>* This is important for the study of tliantata populaysince, as Guerrero and

Prom have noted, the intersection between -bigiw and lowbrow musicsis one of the key
components of this genre. Accordingly, | will briefly present two ideas developed within

Middletongs theory.

The first is the articulation of pure musical material, that is, melodic and rhythmic elements within
the music itself. To illustrate this, Middleton analyses two songs by Elvis Presley that trace the
passage from elements derived from blues and jazztoetvly emerging genre of rociéroll:

fiMilkcow Blues Boogi® andfiHeartbreak Hoteb.In these songs, he identifies a process he terms
fboogificationg referring to the inclusion of syncopations and ciigdghms (expressed through
triplets and offbeat notes) within songs that are otherwise -tacte and well intonated, with
sustained notes and legato phrasingelements uncommon in the blues or country music that
constituted Elvié original source materigP® In this way, Middleton suggests, this articulation
subverts the expectations of a Protestant bourgeois society by rendering these elements more
sensual and appealing to young audiences, thereby recontextualizing notions of love for a time

demanding great@penness in relationships.

254 Middleton, 16.
2551d., 1819.
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The second idea concerns the articulation of text and music into new musical forms. Here,
Middleton draws on an example from a century earlier: the case of the English folk singer
songwriter Ned Corvan. Living in nineteertbntury England and witnessinggetearly stages of
the Industrial Revolution and the emergence of mass entertainment, Corvan began his career
working with folk songs and workeysongs. His talent, however, increasingly met the demands
of the morefbourgeoi® and entertainmerdriented genre of the music hall. Even so, Corvan
recognized that much of this audience was itself drawn from the working classes. Consequently,
he rearticulated many of these folk and workahass themes into new songs intended for the
music hall. TheiToon Improvement Songfor example, is based on the Scottish folk tiNa
Good Luck About the Houseyet addresses the theme of speculative urban development, which
had reduced the availability of urban spaces for workiags children to plas?® Accordingly,
these articulative elements must be considered not only in @duaistatas popularedut
throughout this thesis wherever an articulation between genres occurs, given the significant
interplay of musical and textual elements that merits attention in the analysis of these works.

2. Santa Maria de Iquique
Luis Advis was born in Iquique in 1935. Although he came from a privileged family, his path to
music was rather unconventional in a Latin American context. He initially studied philosophy,
later teaching at the Universidad de Chile in Santiago and in ioi$téutions, including in his
hometowr?>’ With this intellectual background, Advis began formal music studies through private
lessons, becoming a student of none other than Gustavo B8cérradt, then the leading Chilean

composer whose work will be analyzed in Chapter IV.

256 Middleton, 1819.
257 Gonzalez, Juafablo.Luis Advis. Como un rayo para Chil€antiago: SCD Publicaciones. 2024. Accessed
November 21, 2024.
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Advisd early compositions sought to bridge th
is unsurprising that he was the only composer capable of conceivingriteda popularSanta

Maria de lquique based on a workinglass tragedy that took place in his hometown in 1907.
Indeed, in that year, a general strike broke out among the niter workers. lquique, as one of the
countryo6és main niter mining c e-xwlasemosment.blTeec a me a
military brutally repressed the strikers at their gathering point located in the Santa Maria School
in Iquique, killing as many as a thousand worké#ssiven the significance of this event in the
history of the Chilean working clas8 which was still largely suppressed from public
consciousness, as discussed in Chapterdk well as its enduring resonance for this social group,

it is unsurprising thafdvis chose this subject for his cantata, as it encapsulated both his political

commitment and his longstanding aim of bringing art music closer to broader audiences.

Advisb style was marked by a strong affinity for late Romantic composers. According to
musicologist Alvaro Gallegos, he was likely the composer of his generation who most consciously
drew on the musical languages of Richard Wagner, Gustav Mahler, and Richass SMthough
leitmotifs are present in his works, their role remains subtle rather than dominant, yet his
connection to these models is nonetheless percepifolEnis is most evident in his synthesis of

folk and popular elements within Europeanrarisic forms: on one hand, he employs lasgale
European forms such as the cantata, the song cycle, and the symphony, enriching them with
Chilean folk musical traditins; on the other hand, Advds much like Wagner, Strauss and Mahler

0 integrates recurring motifs throughout his compositions, as will be se€anto para una

semillaand theSinfonia Los Tres Tiempos de Amérithis latter aspect is further illuminated by

»8 Sagredo Baeza, 217.
®°Clvaro Gallegos M., #fAApuntes e Revisth MusicabChikemEd ne 206 a mY¥s i
(2006), 97.
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one of several eulogies published following his passing in 2004, in which Chilean playwright and
colleague Jaime Silva drew a direct comparison between Advis and Wagner. Silva regarded the
combination of music and text i@antata Santa Maria de lquiquend Los Tres Tiempos de
Américaas possessing fAda full dramatic sc¥phe equi v
parallel proposed by Silva will therefore serve as a guiding framework in the analySastaf

Maria de Iquiquethe song cycl€anto para una Semillan adaptation of Violeta Patsacanto

poesiaand theSinfonia Los Tres Tiempos de Améri€his will be especially helpful given that

these worksparticularly Canto para una semilland theSinfonia employ recurring motifs that

are central to their dramatic and structural coherence. Furthermosefibieiads expansive scope,

both in form and content, situates it firmly within Mal@econception of the symphony as an all

embracing world.

Advis composed th€antata Santa Maria de Iquigletween 1969 and 1970. It premiered during
the Nueva Cancioriestival that same year, shortly before Allende bimidad Popularwon the
presidential election. The cantata became a piece of ideological groundwbkidad Popular

as it was performed at several party meetings alongsiohto al programaanother explicitly
ideological work. YetSanta Mariastands out for its structural and technical sophistication,
representing a genuine hybridization of classical and folk traditions. This hybridity manifests in

several ways.

First, the work alternates between sung sections, recitatives, and instrumental in@rlades
formal trait inherited from the art music tradition. Second, Advis replaced the traditional recitatives

with spokerword passages, rendering the vocal declamation more accessible to listeners

260 Sjlva, 127.
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unfamiliar with the cantata form. Third, the instrumentation combines elements from both worlds:
guitars (including theharangq, quenaflutes, and the Peruviarajon, alongside instruments from

the art music tradition such as the violoncello and double?fass.

As previously notedSanta Maria de Iquiqueecounts a statperpetrated massacre against the
working class. According to Eduardo Carrasco, the artistic goal afah&ta populamwas to

create a cantata adapted to the Chilean context, distinct from its European model. Its social goal,
conversely, was to recover silenced histories of the working élagmrticularly episodes of
violence and repressian so they could be exposed and provoke either righteous indignation or

public debate&®?

Carrascob6s argument is further d@fEciosmee by Ei
d i st .dnthiseeat, she offers a detailed analysis of the work, noting that even its title brings it
closer to the peopleds history anddo dav¥mamesns.
muj ero (Song No. 2) , ASoy obrerdas cenfaliog No.
understanding the piece. She selects these because they best encapsulate the internal relationships
between social and political themes, given how they show a protest movement is perceived from
individual, social and collective points of viewn addition, she considers in this analysis the
recurring musical motifs that structure the work. Moreover, Bolton argues that the recurrence and
variation of these musical topics ar-sndessent.i
work, as hematic familiarity enhances both recognition and emotional intpAathile Carrascs

and Boltords perspectives are valuable points of reference, the present analysis will focus on the

%'Guerrero, fiLa Cantatao, 101.
262 Eduardo Carrasco in McSheri36.
263 Bolton, 146.
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work itselfd its structure and, most importantly, its place within AGbioader outpud as this
study will equally examine the two subsequent works that are central to his politically engaged

compositional production.

Although thecantataconsists primarily of sung and instrumental sections, Advis incorporated

ample space for spoken narrati@a n essent i al feature that broac
Juan Pablo Gonzalez attributes the power of these spoken recitatives to two factors. First, they
must be delivered with rhythmic cadence, maintaining continuity between spoken and sung
sectionsand producing a seamless flow. Second, the spoken narrative vividly portrays the harsh
conditions of workers during the early twentientury nitrate boom, fostering empathy and

inviting audiences of the 1970s to draw parallels with contemporary stsuggbked by the

Chilean Left. The rhetorical dimension of thantatathus finds full expression in its spoken

passage&*

The cantata popularthus wielded a unique moral authority: on one hand, it drew from the
Eurocentric musical tradition still highly regarded by the upper and middle classes (and by
European immigrants across the social spectrum); on the other, it gave voice to the oppressed,
offering a morally charged testimony of historical injustices committed by the Chilean state. The
success S$ahta Madasde Kyd@igsdollowed by his collaboration with Ortega @anto

al programa therefore exceeded mere aesthetic appreciation, acquiring profound moral and

political resonance.

264 Juan P. Gonzélez, Oscar Ohlsen, Claudio Rolle. Historia social de la musica popular en Chil870353@toria
social de la isica popular en Chile, 195097Q Santiago: Ediciones Universidad Qata de Chile, 2009, 30306.
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The cantatads premiere adopted the structure

structure that would be more convenient to
mentioned above by Bolton and Gonzalez which are present indtnemental interludes that

follow each one of the songs:

Tablesl and 2: 1. Original structure of Santa Maria de Iquique (left) and 2. Proposed structure
for this analysis, based on the observations made by Bolton and Gonzélez (right)

Announcement (Pregén) Announcement — Prelude and variations
Instrumental prelude Spoken Narrative 1
Spoken Narrative No. 1 Song No. 1 (“El sol en desierto grande”) —

- Interlude with variations
Song No. 1 (“El sol en desierto grande™)

. Spoken Narrative No. 2
Instrumental interlude No.1 D e

- Song No. 2 (*“Vamos mujer”) - Interlude with
Spoken Narrative No. 2

variations

Song No. 2 (“Vamos mujer”)

Spoken Narrative No. 3

Instrumental Interlude No. 2

Sung mterlude

Spoken Narrative No. 3

Spoken Narrative No. 4

Sung Interlude

Song No. 3 (“Soy obrero”) — Interlude with

Spoken Narrative No. 4 st
variations

Song No. 3

Spoken Narrative No. 5

Instrumental Interlude No. 3

Litany Song — Song No. 4 (“A los hombres de la

Spoken Narrative No. 5 pampa’”) — Announcement — Final Song

Litany Song

Song No. 4

Announcement

Final Song
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Table 2 clarifies which sections are continuous and which are not, given that the final four
movements consist of four songs meant to be performed without interruption. The numbers
selected for analysis, which will be mostly based upon the relationshyedietext and music,

are theAnnouncement and Preludgong No. &nd its interlude, and the final four numbers, which
follow without pause. Th&nnouncemerns characterized by a rising and falling melody in 6/8 for

guitars and voice, ideally accompanied by cello strofkeg. 1)

Figurel Cantata Santa Maria de lquigusy Luis Advis: 1. Pregon y variaciones M11.
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The text accompanying this melody recounts the story of the murdered Chilean nitrate workers

massacred in 1907:
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Seforas y sefores Ladies and gentlemen,

venimos a contar we are here to tell a tale,

aquello que la historia a tale that [official] history

no quiere recordar [ éWishes to forget [ é]

Seremos los hablantes, We shall speak [for the absent];
diremos la verdad, we shall say nothing but the trudh
verdad que es muerte amarga a truth that is the bitter death

de obreros del sala®® of the niter labourers.

After the Announcemensong, a purely instrumental variation of the theme is performed as a
Preludeby twoquenasbeginning simply with guitar accompaniment, which keeps the slow tempo

of the announcement song. The music melodic modality hovers around E minor natural. (Fig. 2)

Figure2 Cantata Santa Maria de lquiqumy Luis Advis: 1. Pregon y variaciones M18 (from
variations).
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It then develops into a denser, quicker, though never convoluted, contrapuntal texture including

charangq guitar, bass drum, and cello. (Fig. 3 in next page)

265 Advis, Santa Maria de Iquiqu@ibretto), 7.
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Figure3 Cantata Santa Maria de Iquigusy Luis Advis: 1. Pregon y variaciones M.-59 (from
variations)
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This model is repeated in Songs Nos. 1 and 2, which, likertheuncementemain within a folk

idiom which is characterized by modality (pentatonic in some cases, but mostly natural minor
modes), singable lines and the constant presence of folk instruments like the quenas ofrcajones

each case, the sung section is followed by an instrumental interlude that develops the thematic
material in a purely instrumental languaiea rhetorical strategy of familiarization, as suggested

by Bolton and Gonzs§8l ez. It is then when Middl
here. Some common aspects between classical and folk music such as the modal mixtures instead
of the tanal aspects probably would be the starting point, yet | think the singable lines are possibly

the most important common elements that enter here, because as we see in Figure 3, the melodies
that have been sung are metamorphosized in the quenas thanentinliogue between each

other, as it would happen in a baroque cantata. Although this was a common procedure in the

106



cantatas, entering a language that comes from another musical genre is what makes the articulation

relevant for the analysis, especially when the subject matter is a political cantata.

Mi ddl etonds articul at i orsont Moc dwmmensdeparte eompletely r e r e
from the prevailing style. This is because Advis wrote a guitar ostinato suppontee fgsand
bass drum, evoking roek-@oll & a genre closely associated with the folk revival and, by

extension, the rise of NCC as a getffgFig. 4)

Figure4 Cantata Santa Maria de Iquigusy Luis Advis: 9. Cancién No. 3. M. 120
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The lyrics reinforce the sense of foreboding conveyed by the music, foreshadowing the massacre
as the workersoprerog are herded into the school to be contained until the government devises a

fsolutionodo to their-r demands:

266 As discussed in Chapthr within the context of the Nueva Cancién, rock & roll became a vehicle for democratizing
access for workinglass musicians. Consequently, folk music found a pathway within this democratization to
showcase both talent and social struggles. It is therefosarprising that Quilapayin released a succesful album
supporting peace in Vietnampr Vietnam two years before the cantata premiered. McSherry, 71.
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Soy obrero pampino y soy Il 6m a Pampean worker

tan reviejo como el quedn and I 6m as ol d as | can
y comienza a cantar mi voz and my voice begins to sing

con temores de algo fatal. fears of a fatal blow.

Lo que siento en esta ooasi What |1 6m feeling right
lo tendé que comunicar. | must communicate.

Algo triste va a suceder Something sad is going to happen

algo horrible nos pasaf®’ something terrible is going to befall us

As such Mi ddl et onds approach her e S mor e

instrumentations, and even protest lyrics have entered into the terrain of the cantata. As such, the
ideas expressed by McSherry regarding rock and roll and the Nueva Canmsiément become

an important support to understand the context. First, the rock music style, with its strident
rhythmic patterns, was not initially regarded as part of the movement. It appears to have gradually
permeated the folk music sphere as folk miasis began collaborating with others more deeply
rooted in rock Many ofthese groupsvere associated with pop aesthetics, such as Los Bops, a
group that was marginally political but primarily aligned with hippie culture, in the years preceding
the creation of the cantat® Second, the broader aesthetic of the outcast, marginalised, and
rebellious youth embodied by these rock musicians facilitated a mutual understanding between
rock and folk practitioners whaas noted aboveoccupied the margins of official national
discourse, a point equally raised by Eileen Bolton in her tA®sis. sum, these interactions
between rock and folk musicians in Chile left a discernible mark on the musical styles of both

groups, indirectly allowing rock idioms to permeate Ade@ntata, and to resonate beyond it.

267 Advis, Santa Maria de Iquiqudibretto), 15. to compelling musical experimens among them a

268 McSherry, 74. psychedelic reinterpretation of Jara's celebrated song
269 |n this regard, Bolton goes further, explaining how El derecho de vivir en pa@nother Vietnanrelated

the relationship between rock musicians and NCC  work), rendered through electric organs and guitars
members persisted even after the dictatorship and the with distortion effects. Bolton, 21817.

restoration of democracy in Chile, at times giving rise
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The songbs ardent rock infused rhythms and |y
the cantata, which are performed without interruption. This continuity is significant, as elsewhere

the music is generally separated by short pauses or spakitatives. Here, the uninterrupted
sequence is intentional: following the massacre, words alone cannot contain the unspoken grief
that has haunted the people for decades. This segment begins witarii&Songwhich narrates

the massacre

Murieron tres mil seiscientos, Three thousand six hundred died,

uno tras otro. one after the other.

Tres mil seiscientos mataron, They killed three thousand six hundred,
uno tras otro. one after the other.

La Escuela Santa Miar The School of Santa Maria

vio sangre obrera, saw workero6s bl ood,
la sangre que confx blood that knew only one thing:

stlo miseria?’® misery.

Here Advis employs a plainchaliite texture, yet he avoids conventional tropes such aBit

Irae motif to depict the massacre at the Santa Maria de Iquique s(ffigob)

Figure5 Cantata Santa Mariade Iquiqiey Lui s Advi s: -121. fdALetan?2ao.
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270 Advis, Santa Maria de Iquiqu@ibretto), 17.
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The inclusion of plainchant warrants closer consideration. At the time, religious references within
folk music were minimal at best. The contemporaneous NCC Blaggria a un Labradoby

Victor Jarad which will be examined in later chapters owing to its quotation in works by two
other composer§ evoked Catholic prayer while simultaneously articulating a call for social
struggle and class consciousness. Equally, Bolton makes no mehtius religious dimension

in her thesis about the Cantata. The inclusion of solemn plainchant may therefore be understood
as Adviown commemorative devica means of honouring the deceased through the social and
cultural conventions of a deeply Catholic society, and of appealing to the more traditionally

minded members of his audiertéé.

When the plainchant subsideSpng No. 4follows, structured in a regular strophic pattern of
alternating stanzas and choruses. l'ts repetit

litany. (Fig. 6in next pagg

211t is worth recalling that the governmemnmgChiysttarcedi ng
Democratic Partyd a coalition of predominantly Catholic figures who, while representative of a society deeply
shaped by Catholic practices and values, nonetheless pursued a meaningful modernisation and expansion of the
Churclés social outreach over the course of the twentieth cerBaigredo Baeza, 238.
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Figure6 Cantata Santa Maria de Iquiquelhyis Advis: 11. Cancién No. 4. M-
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A los hombres de la pampa The men of the pampa/
gue quisieron protestar, who sought to protest
los mataron como a perros, were murdered like dogs
porque hala que mataf’? for they had to be silenced

This is followed by a choral refmajlater reprised in the final sgnwarning of the dangers of

speaking out against violence during that era: (Fig. 7)

No hay que ser pobre, amigo, es peligroso. ltés dangerous to be po
No hay que ser pobre, amigo, es peligroso. dangerous! (bis)
No hay ni que hablar, amigo, es peligroso. ltés dangerous todtdHpeak

No hay ni que hablar, amigo, es peligréo. dangerous! (bis).

Figure7 Cantata Santa Maria de Iquiquoy Luis Advis: 11. Cancion No. 4. M. 181

2712 Advis, Santa Maria de Iquiqu@ibretto), 18.
273 Advis, Santa Maria de Iquiqu@ibretto), 18.
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After this scheme is repeated for two additional stanzas and choruses, a final stanza of defiance

emerges over a melody similar to the previous ones:

¢;Donde esdn los asesinos
gue mataron por matar?

lo juramos por la tierra,

los tendremos que encontrar,
lo juramos por la vida,

los tendremos que encontrar,
lo juramos por la muerte,

los tendremos que encontrar.
iLo juramos comp@eros

ese da llegadl®™

Thi s final

stanza [

S

Where are the assassins

who killed for the sake of killing?

We swear it by the earth
we will find them;

we swear it by life itself
we will find them;

we swear it by death itself
we will find them.

We swear it, comrades:
that day will come!

profoundly

anticipating the Truth and Reconciliation process that followed.

prophetic

TheFinal Announcemenecalls the opening one, leading directly into the closing song. This last

number alternates between a warning against future authoritarianism and a message of hope,

274 Advis, Santa Maria de Iquiqu@ibretto), 18.
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envisioning a Chile united in the fight for its rights. Once again, the text takes on a prophetic
guality with respect to the forthcoming dictatorship and the deaade-half long resistance the

Chilean people waged against(Eig. 8)

No bastadlo el recuerdo, It is not enough to remember;
el canto no bastar it is not enough to sing;

no bastado el lamento; it is not enough to lament;
miremos la realidad. we must face our reality.
Quizéds mdiana o pasado. Perhaps tomorrow or the day after,
0 bien, en un tiempo &s, or sometime later,

la historia que han escuchado, the history you have heard

de nuevo sucedar will happen again.

Es Chile un pis tan largo, Chile is such an elongated land
mil cosas podin pasar, a thousand things may occur

Si es que no nos preparamos if we are not prepared
resueltos para luchaf® to fight.

Figure8 Cantata Santa Maria de Iquiguoy Luis Advis: 11. Cancion Final. M. 119
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Unadmonos como hermanos, Let us unite as brothers;
gue nadie nos vencer no one shall defeat us.
si quieren esclavizarnos, If they seek to enslave us,
jamaslopodan | ogr ar . [ é] t hey wil |l not succeed [ €&
Luchemos por los derechos, Let us fight for the rights
gue todos deben tener that everyone should have.
luchemos por lo que es nuestro, Let us fight for our right to exist;
de nadie rés ha de set’® it belongs to no one else!
275 Advis, Santa Maria de Iquiquéibretto), 20. 2781d., 20.
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Finally, the anxiety chorus froong No. 4eturns, only to be surpassed by the chorus of unity in

the concluding songFig. 9)

Figure9 Cantata Santa Maria de Iquiquoy Luis Advis: 11. Cancion Final. M. 780
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TheCantata Santa Maria de lquiqtieus stands as a groundbreaking work, employing the cantata
form to integrate folk idioms, rock and roll, and spoken narra@okapting academic musical

|l anguages for audi ences beyond the concert
adaptation of different materials into the cantata becomes an efficient rhetoric way to bind musics

that otherwise are different. The simjticAdvis sought for this work was already something
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advanced in the opening paragraphs by Juliana Guerrero and stressed equally by Bolton and
Gonzalez. It was something sought to appeal people outside the usual academic circles because
the musical elements, as well as the text accompanying the work aspamam and direct.
Nonetheless, as Eduardo Carrasco asserts, the general circumstances that could have allowed a
larger outreach for this cantala and several other works within the N@Cwhile targeting the

general audiences in Chile, only reached the educated classes-aviddefircles at most!’

Its enduring legacy, however, seems to have emerged most powerfully through contexts of protest
and exile. There is evidence that @ntatawas performed within a political prison setting at the

jail of Concepcion in 1975. According to the testimony of Alfredo Padilla, a musicologist who

was imprisoned alongside his students at the time, he organized the performance over many
mont hs, ahhoet ngfifree time to practice in secr
caught the prison guards by surprise and moved them emotionally as much as it did the other
prisoners’® In this way, the story of theantatabecame a direct reflection of the authoritarianism,

repression, and murder embodied by the Chifeaand other Latin Americad dictatorships2’®

In exile, Quilapayun performed th@antataas their flagship work during festivals dedicated to
Nueva Cancion Chilenaxiles, and its reach extended further still through other folk groups. This
was due in part to the four or more versions of the work that Quilapayun performed between 1970
and 1973, both in Chile and abroad during their world tours. Bolton affirmshinsg variations

carried a life of their own, while clearly demonstrating that the @ariluence persisted despite

27 Carrasco in McSherngGhilean New Sondl07.

28 |n the same account, Padilla recalled that they had to brin@ahtatarecording into the prison clandestinely; in

a nearsamizdat fashion, he and his students copied every lyric and memorized the chords while hiding in a former
solitary confinement cell. Alfredo Padilla in Bolton, 1%67.

279 |n another testimony collected by Bolton, a similar phenomenon occurred in Uruguay, where the pianist Miguel
Angel Estrella was held as a political prisoner. The recording was smuggled in, listened to in secret, and used as a
form of protest against theugrds, who never discoveredhiduardo Carrasco in Bolton, 158.
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the Pinochet dictatorship suppression of folk music initiatives in Chile throughout the 1&f0s.
Carrasco points to a more striking and practical dimension of its survival: while acknowledging
that the cantata became a messenger of the historical defeat of a stillborn political project, he
equally argues that it served as a vivid reflection of thectdies committed daily under the
Pinochet dictatorship, and as a message of unyielding unity for Chileans in their resistance. This
is corroborated by the aforementioned accounts of prisorositsggand collective listenings of
banned recordinggractices that, as noted in the preceding paragraph, also took place outside of
Chile 28! Taken together, these arguments suggest that thésyandphetic resonance in relation
to Pinochels coup and the ensuing resistance contributed decisively to its enduring significance
within Chileds collective consciousness.

3. Canto para una Semilla A politically engaged elegy to Violeta Parra
Advis composed anotheantata popularCanto para una semilléhis second contribution to the
genre. In this instance, however, the work bears a closer resemblance to an oratorio than to a
traditional cantata, owing to its dramatic disposition. Much Glamtata Santa Maria de Iquigue
Canto para una semilltells a narrative story, yet its dramatic scope is considerably broader. The
work was equally a commission, this time fromiitmani, another folk group in Chile belonging
to the NCC movement, likely originating from the success of Santa Maria deédtfi The work

is scored for two solois& a high voice (typically female) and a low voice (typically m&f&)

280Bolton, 148.

281 Eduardo Carrasco in Bolton, 159.

®2)Javier Osorio F. ACanto para una semilla. Luis Advis,
c hi | Rewista musical chilen@0, no. 205 (2006): 36.

28 Canto para una semillvas composed in 1972, long before Western academia began making more philosophical
considerations regarding sex and gender. At that time, women in Latin America were only beginning to benefit from

the achievements of firseand secondvave feminism. In tis regardVioleta Parraalongside the Chilean writer

Gabriela Mistral and the Argentine singer Mercedes Seaa among the first South American women to achieve
worldwide recognition.
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charango, two quenas, guitar, Andean bass drum, violoncello, contrabass, and choir. The
combination of two soloists, a choral ensemble, and a more intimate dramatic setting places the
work firmly within the definition of a twentiethentury oratorio, whilsimultaneously situating it

within the structural framework of a cantafa.

Unlike Santa Maria the textual material was largely pegisting: instead of using only his own

text, Advis set to music several poems and songs by Violeta Parra26Ty, who is considered

as the Amothero tomiNuemantCanTthi  IChi Heeato P
coll ecting and studying Chilean folk songs i :
ethnomusicological endeavors in Eastern Europe half a century earlier. Despite lacking formal
academic training,&r r adés contri bution extended far beyc
she gave voice to the struggles of Chilean workers and peasants long subjugatbddertiado

and patricianclassé®l n addi ti on to collecting, she compo
a |la vidao (AThanks to Lifeodo), written a few
that are included in her collection DEcimas which are both songs and poems. Advis cleverly

inserted spoken excerpts of her songs in the Cantata between the musical numbers, while the songs

themselve® her poetry set to musé function as meditations on her work.

Two South American scholars have written on @sntq yet they have not explored the work
thoroughly. First is the succinct view of Daniela Banderas, who argues thatGeimte shares

many similarities withSanta Maria it surpasses it in harmonic, timbral, chromatic, and overall

2841t is worth noting that, while the oratorio remained predominantly sacred well into the twentieth century, certain
composer® such as Igor Stravinsky did venture into secular territory, as exemplified@gdipus RexIn the

Soviet context, moreover, stagaforced irreligion redirected the genre toward political subjects, with works largely
devoted to glorifying the patriotic or revolutionary causes or, during the Stalinist period, the cult of personality.
Howard E $nither,iOratoriod Grove Music Online2001;Accessed 8 Apr. 2026.

285McSherry.10-11.
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musical expressivity?® Javier Osorio F. conducted a more detailed analysis of the work and also
emphasizes expressivity as the key to understanding it. However, he attributes this expressiveness
to structural el ements ti edd tuchaselove aind tbssaher mo me
connection to her family and to society, and the realization that her work transcends individual

feeling by recognizing in her own pain the suffering of otA&rs.

This study focuses on the songs witQianto para una semillthat most explicitly engage with
political themes. My emphasis is necessary, as Chilean scholarship has thus far paid insufficient
attention to the woids broader political implications. Although tB&antoas a whole is inherently
militant, only certain songs articulate overt political meanings. These pieces are highlighted here

due to their particular relevance to the political climate of Chile in the 1960s and 1970s.

As such, Il will focus on the following songs:
(The Denunci atioofHopela espdetdmzd& Canci - -n fina
refl ect Parrads growing commitment to becomi
introduction, she collected music through her travels across Chile. During this time, she became
acutely awee of the suffering of the Chilean people. By visiting rural and impoverished towns,

she confronted the harsh conditions faced by peasants and ffrignis. is especially striking in

the song namedd fwha cehs preerfdnezcaa s t he coll ective

1960s, shortly before the rise of tbaidad Popular which eventually came to power. The final

2®Dani el a Banderas, fAM¥Wsica sin fr on tResormmiadnb 462085 r o x i ma ¢
15.

287 Osorio F., 38.

2%Martha Nandorfy, fAThe Right to Live in Peace: Freedom

Victor Jar aod [Rebel NusicsiHarhan Rights,(Rbslstarm Sounds, and the Politics of Music Making
Edited by Daniel Fischlin and Ajay Heble. Black Rose Books, 2003, 176.
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song synthesizes all her hopes for the people

a vision of future cooperation among Latin Americans.

The first song in my ,expdetraitno@ misndrrElamrcd mpu
male soloist, accompanied throughout by the folk ensemble. After an instrumental introduction
featuring the quenas, the unison choir takes a prominent role, supported primarily by the guitar,

which clarifies tle musical message for the audier{éey. 10)

Figure10 Canto para una semillay Luis Advis: IV. El compromiso. M. 124
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green) and perfect fourths (in red).
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The text accompanying t his section i s strai

indifference:

No puede ni el mas flamante si brilla en nuestra conciencia
pasar en indiferencia amor por los semejanté¥.

289_uis Advis, Canto para una semill&8antiago: Sociedad Chilena de Derecho de Autor, 1999 [1972], 12.
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when deep within its conscience

Not even the brightest [mind] lies love for humankind.
can remai n indi fferent [t o t he worl dos
suffering],

It is at this point that the idea put forward by Jaime Silva at the opening of this paragraph takes
concrete form. The use of this indifference motive is evocative of Wagtheployment of musical

leitmotifs @ that is, as recurrent ideas associated with a character, object, or, in this particular
case, an abstract concéfft.While in Wagneis operas such elements recur across numerous
sections of a work rather than being confined
a simpler way. I nstead of a motive that recet
reiteration to undersce the emotional or intellectual weight of a given idea only for a work as a

whole.

The second song to be sshargminercandipesforied by the eemalen c i a
soloist and choir with the folk ensemble. This song follows a regular $@r@as structure in

which the soloist sings the stanzgsg. 12)

Figurel2 Canto para una semillay Luis Advis: V. La denunciaM. 13-16
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2 whittall, Ar nGlowk. MusitLei t moti f . o
Online.2001;Accessed 13 Apr. 2026.
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The chosen poem reflects the concerns of both Parra and Advis for the hardships endured by

Chilebés poor and t
El pobre vive en silencio

y sufre ya muy cruel castigo
de ver a sus diez chiquillos

en la miseria y el vicio.

Al borde del precipicio

se esta agusanando el trigo.

[ é]

Los llevan por el calvario
cargados con una cruz

les niegan hasta la luz

los ciegan con su sudario

los dejan sin los rosales

sin aire y sin manantiales.

[ é]

De qué nos sirven los templos
de qué el sol y el aire puro
cuando su sol es oscuro

y van caminando a tienté*

The chorus 1is sung

he

ineffectiveness of relig
The poor man lives in silence,
suffering the harsh punishment
of seeing his ten children
lying in misery and vice.
On the edge of the precipice,
grains of wheat rot away
They are taken over Calvary,
carrying their cross,
denied of light,
blinded in a shroud,
left without rose gardens,
without air or springs o
What good, then, are the temples,
our sun and pure air,
when their sun lies dark,
and [humans] can barely walk?
by the choir, which cont

presented in two separate score lines, it preserves the essential harmonic elements established in

AElI ¢ omp(FigplB)i so. o

Figure13 Canto para una semillay Luis Advis: V. La denunciaM. 106113
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Also noteworthy are the quena instrumental bridges between the soloist and chorus. Though
simple, their rhythmic patternsspecially when set against the guitar harmony and a bass line in
contrary motionevoke Baroque counterpoint. (Fig. 13) Again, and thinking about how articulation
works, Advis uses this device cleverly to create an aesthetic link betwemra Canciorand
Baroque music, and we could consider this his willingness to affirm the genre as a distinct heir of

a past tradition(Figs. 13 & 14)

Figure14 Canto para una semillay Luis Advis: V. La denunciaM. 50-53
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The third song in my exploration, ALa esperar

soloist, always accompanied by the choir. It follows the same $@maas structure as the
previous song, with the soloist singing the stanzas and the cheiarépi ng t he Ai ndi f f e

This time, the motif features wider intervals such as sixths (Fig. 15, in,greerpage
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Figurel5 Canto para una semillay Luis Advis: VI.La esperanza. M. 638
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By this point, it becomes clear that the composer seeks to express hope for the future and the

possibility of change:

No pierdo las esperanzas | do not lose hope

de que esto tenga su arreglo. that our grievances will be mended.
Un dia este pobre pueblo One day, this poor people of mine
tendra una feliz mudanza. will move beyond its suffering.

El toro s6lo se amansa The bull is only tamed

montandolo bien en pef§? by holding it firm while mounting it.

The folk language is particularly strong here; some sections are performed exclusively by solo

percussion and voice. As seen in the choir part, the chromaticism becomes bolder: the soloist is
given a tritone between the second degree (E) and the lowgtiedlsgree (B) near the end of

the stanzas (Fig. 16, in grearext page

292 Advis, Canto para una semillal6.
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Figurel6 Canto para una semillay Luis Advis: VI.La esperanza. M. 562
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The lyrics at this point of the stanza also evoke sadness and loss of joy:

De rabia esconden las flores
las meten en calabozos
privando al pobre rotoso

de sus radiantes colorés. of their radiant colors.

The final song in my study 1is

swansong HAGroaciTahsi sa sloan gvitdaak e s

t

t

he

he

Furious, they hide the flowers,
they cast them into dungeons,
depriving the broken poor

AfCanci

form of

is sung by both soloists (Figs. 17 & ibBnext paggand the B section by the choir (Fig. 19 in next

page).

293 Advis, Canto para una semillal6.
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Figurel7 Canto para una semilly Luis Advis: VIII. Cancion final from Epilogo. M. 103
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Figurel8 Canto para una semillay Luis Advis: VIII. Cancion final from Epilogo. M. 224

2

Solista Varon

A 2 m |
M & || ! 1 bl
g m I u
ol 1 1 . R
Faay 2 [] I
[Fan! : ~ = P
Pk 5 Mo < S
M s _m il :
; H
w i
02 m = A = “ = | 45, Ml
(&) —HIH O BEY iy —.
; _m I |
o E P=!
g E o ™ il il
S m I ]
= I <l nl ol
el 5 m Il L]
i ([l Pl n ul
e 3 m il s
P G ~
T e w 3 1i:he By T
i 3 m H 1
in 5 m iy = 1l 1l
pll 2 ol m o “ 1] o o
Ml 8 _WH
| B L F=ill 1l il
Pas = 1] ||
N ci ﬁl\ &
el ] < H Jii Ja
| 5 m;[ i
| T “Srete afll il
| Y mu.. H
| G L — T TN
mlll l
il 2 5 ] T T
] Hae o Had Ha
o B #}ﬁud < ey o
z 5 8

Figurel19 Canto para una semilly Luis Advis: VIII. Cancidn finafrom Epilogo. M. 3336

33

H_U B grh 5 &8
- v 2 H
N 3 o 8 M m
I+ ] i
N 2 i 8 M &
iy 8 Tn i -+
. . = hh =
an b i 3
SR vl d Ml 8
E<2Y s nn\. s Lnn' =
Pan! 8 Paul 8 Pl 8
P o) P os) )
Faniy Hu M w.w AT n,“
R bl Enl
e 2 si O M s
M = Fax . P
8 B I E
M 8 e S} -
N 8 [ G el &
e o ax e Y
s o %8 5 bt =
v E ] ™ 5
e e S %
§ 3 u
] i i : 8 :
» E P E IE
el : il . in 5
N 2 S Rl 2
2 2 B Z
i ih 8 TiW| B8
N 5 N g M| &
gl B il 8 al 8
a a a8 Pl
ol M4 Nod
e = a2 Tin. ]
| 8 | s A
I 19 3
< | s LS N
I ; L i L ;
T =2 T = [T a
s 5 H
H 5 | 8 e 8
o ) A mv e uu
RN 3 A 3 | =
Ml 5 mil 8 e 8
Hdd i L
NP0 - oy nu'mudu
= “ “
£ £ &
S 3 3

125



There is a slower C section before the third recurrence of the AB pattern. Scored for choir alone,

its lyrics invoke hope and unity: (Fig. 20)

Todo estara en armonia, All will be in harmony:

el pan con el instrumento bread with instrument,

el beso y el pensamiento kisses with thoughts,

la pena con la alegria. sorrow with joy.

La musica se deslice Music will flow

como carifio de madre like motherly love,

gue se embelezcan los aires and the air will be adorned,
desparramando esperanz¥s. pouring out with hope.

Figure20 Canto para una semillay Luis Advis: VIII. Cancion final from Epilogo. M. 444

41 cresc. hasta compds 51
—~ A A
~ K in 3
Coru | 7 : 3 e e e nEn ™ — s P}
I gy e e e o e e S
T p=r=r v =1 O T
el be-so yel  pen - sa-micn- 10 la pc-na con laa-lc-pi-a La mi-si-
-— —
c e — === = — = e e kN Nt b
o102 | s e e 1 e + = I P T
B> —F e e R e e e e i B o e W g e o e e s e i
v e " F e
riin ar-mo-ni - a el pan con el ins - ru-men - lo el be-so yel  pen - sa- mien-lo la pc-ma con laa-le-gri-a La mi-si-
f
coro s | AR o = T e e e = =i} T e i
2 es "
D : By =Ty B b i L P S e B e e T B b N
- = h—j + & + & & - L = Er.”ﬂ'
tir;n ar-mo-nf - a el pan con cl ins - tru-men - o el be-so ycl  pen - sa-micn-lo la pe-na con laa-le-gri-a La mi-si-
— —

This song also exhibits the highest degree of chromatic modulation (Fig. 20): the first AB section
of the rondo begins in A minor, the second section (which incorporates the C episode) modulates
to D minor, and the work ultimately concludes with a repé#th@ B section that closes with an

emphatic cadence in G minor.

2%Advis, Canto para una semill&20.
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The recognition of AdviBcantatas was due in part to what Jedrek Mularski diésnew official

musi®: an ideological framework reflecting what was expected of artists during this p&riod.
This work portrayed Violeta Parra as she veasengaged artist who, had she lived longer, would
have been at the center of the Nueva Cancion Chifeneement. As with the preceding cantata,

the musical mechanisms conveying political messages are essentially the same: the inclusion of
spoken declamation, the use of a relatively simple musical languagihough in this case
enriched with more chromatikey changes, wider intervallic leaps, and dissonances such as
tritones to amplify the dramatic scope of the work and underscore the suffering of thedeople

and the prominent use of folk instruments.

However, and unlik&anta Mariathe work introduces a recurring madif which | have termed
thefindifference mofi & across movements four through six, the most politically charged of the
cantata, marking a stark departure from its predecessor. Neither Banderas nor Osorio pay sufficient
attention to the recurrence of this motif, although the E&tremarks on the importance of Pé&ra
political commitment remain pertinent here: A
political "denunciation." Son@ the concrete act of singing and the symbolic possibility of
expressing or@ own voice through musit can serve the expressive functions outlined above,
through the communi c &%While ¢hesp authgreedo hat acsounopfér thenu s i ¢
repetition of this motive, i t Gp) onpezativie o speaks r e f
out through her music on behalf of the poor and the opprésgsbé very people she encountered

in the course of collecting Chigfolk songs.

295 Mularski, 104.

2% Parra)] encuentra el sentido en | a mY¥si-laaccionoommetai nst r ur
de cantar y la posibilidad simbdlica de expresar la propia voz a través de la-mpusida servir a las funciones

expresivas antes sefidées, a través de las propiedades comunicativas de la nGsa@@o F., 40.
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Having established the function of this motive, it is worth noting that its recurrence across
movements of considerable stylistic diversity ranging from evocations of the Baroque to
plainchantd serves to reinforce its emotional force precisely throunghwariety of musical
contexts in which it appears. This diversity of setting amplifiesithen d i fniotf sdeapacity

to transmit what is, at its core, a deeply compassionate message: the imperative to speak out and
stand in solidarity with the oppresséd not from a position of moral righteousness, but out of
love, as Violeta Parta own words make clear. In this sense, the motive reinforces the political
message of the cantata as a wiiblene directed toward solidarity with the poor and oppressed,
the denunciation of violence, and ultimately, the expression of hope for a futineddef peace,
mutual understanding, and democratic reconciliation. This is, moreover, entirely consistent with
the parallel drawn earlier by Jaime Silva, who compared Adeimpositional procedures to those

of Wagner: the inclusion of a leitmotif of this kind undeniably enhances the&svemkotional and
intellectual scope, lending it a dramatic coherence that transcends the sum of its individual

movements.

Neither Banderas nor Osorio offer any remarks on the immediate recept@antf para una

semilla The work was premiered at a moment when the political instability surrounding Aende
project was beginning to make itself felt. By the end of 1972, political clashes, economic strain,
and sustained social unrest had begun to affect the arts scene in ways that were both varied and
far-reachingd not least in prompting artists such as @pdyun and Intlllimani to undertake

tours abroad, particularly to Europe. In doing so, these groups assumed the role of cultural
diplomats of last resort for the Allende government. While their effanis those of other Chilean
political actors ultimately proved insufficient to secure meaningful international support for

Allende, their artistic worl® sustained by compositions such@eanta Maria de lquiquand
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Canto para una semilld nonetheless gave enduring voice to those who, like Advis himself,
remained within Chile. The full significance of Ad@isusical project, however, would only
become apparent years later, when he returned to folk music as a symbol of resistance in his 1987

symphonylLos Tres Tiempos de América

4. Luis Advis: the art of passive political resistance
When the coup took place, Luis Advis did not leave Chile. Despite his association with the UP

government, the NCC movement, and his progressive university affiliations, he remained in the
country. His colleague and friend Celso Gartidirca acknowledges$at iliness prevented him

from leaving®®’ However, it is noteworthy that during the Pinochet dictatorship he composed
relatively few works compared to his mentors and contemporaries in exile. In particular, he
refrained from writing in overt folk or popular styles, instead composing mostly itlasstcal
languages and for small ensembles, effectively abandoning the style that had made him famous.
Nonetheless, two works from this period are remarkable for their inclusion of the folk language
that had earned him recognition in Chile and abroadStiite Latinoamericanéor sextet, 1976;
orchestrated in 1994) and the symphtwog Tres Tiempos de Amérifax voice, folk ensemble,

and orchestra, composed and premiered in 1987.

When compared to other composers of resistance in the twentieth century, most notably those
discussed in Chapter I, Advis appeared to comply with the compositional canons favored by the
Pinochet government, as examined in Chapter Il: music tailored tgdmsiaudiences. However,

there is a notable gap between 1973 and 1979 in which he composed little or nothidg at all

circumstance similar to that of his colleague Gartieaca in Peru, as will be seen in the following

297 Garrido Lecca in Nifio, 369.
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chapter. Yet Eileen Bolton notes that in 1974 Advis still managed to pretniatmost in secret
0 his Oratorio Escénico 1850a collaboration with the aforementioned playwright Jaime Silva,
dedicated to the Universidad Austral de Chile for its twentieth anniver$&mhis suggests that,
despite outward appearances, Adesmmitment to politically engaged music never fully waned,

even as the imperatives of secrecy and public compliance demanded otherwise.

After that period, he began composing highly academic works, absolute music Saffresin

tema alemarfOn a German themdor piano, theSonatinafor piano and bassogitheSuite sobre

un tema de Ch. Joplifor piano (all composed in 1983), and the score for theJilho comienza

en julio (1979). The latter could be seen as evidence of his compliance with nationalist
expectations, as the fil mbés pl ot i's sympat hi
aristocracy’®® By contrast, pieces such as $ite Latinoamericanar theRin y cuecgRin and
Cueca Dancés which adopted folk idioms and showed appreciation forlBaropean musical
traditions, were shelved. Considering that $uitewas originally written for chamber sextet and
only revisedfor full symphony orchestran 1994 after the dictatorship ended, it is likely a work
intended for a broad audience. The piece pays homage to seveElnopean and mixed musical
traditions, including an Afre&Caribbean conga, a heavily percussive Peruvian waltz, and a tango

march finale.

The nearly fifteeryear absence of folk and popular idioms from Adwsisical language makes

their reappearance all the more compelling in the context of the symplsnyes tiempos de

2% Bolton, 155. While Bolton does not describe the work in detail, other historical sources, namely Sagredo Baeza

and Rector, suggest me that the oratorio may refer to the Liberal Civil War of 1851, which originated in a constitutional
controversy several wes earlier and reached its height in 1850, when Liberal factions increasingly contested
Conservative supremacy in Chilean politics.

2PA1l of these works are composed in a strictly academi
cultural ideals of the Pinochet regime, as discussed by Donoso and Preda in ClaayatiérdPredaArt and Politics

114.
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América particularly with regard to its timing.
crumble. On the one hand, the internal resistance movement was gaining strength and receiving
increasing international support, including the moral impact of Poged P a u | ' 1 6s vi's
that same yea°On the other hand, foreign backing for the regime was diminishing: the Bolivian,
Argentine, and Uruguayan dictatorships collapsed one after another, and pressure from Western
democracies to withdraw support from Pinochet increased to levels comparatikrrational

opposition against South African aparth&t.Although a constitution approved in 1980
established a gradual transfer of power to civilian forces, after anyaghttransition period

Pinochet remained the sole proposed candidate in a 1988 continuity referendum, even provoking
division within the amy. The referendum took place on October 5, 1988. An astounding 56% of
the vote cast a fino, o0 rejecti rYThBlehtoaflrthter as a

transition period lasting less than a year and a half, culminating in the 1989 presidential €ection.

A. Los tres tiempos de América: a song for the exiles from an inner exile
It was under these auspicious winds of change that Advis composed one of his masterpieces, the

Sinfon2a MALos tr e sThetwordk marked a btarn tA mi® NCCc raots dby
incorporating a folk ensemble and a vocalist not necessarily traineeél ioantotechnique,

alongside a Europeastyle chamber orchestra. It is important to note that by this time the remnants

3]t is important to remember that a substantial portior
repression. When Pope John Paul Il visited Chile in 1987, he did not fully endorse the dictatorship; on multiple
occasions during his trifne called instead for peaceful reconciliation. Nonetheless, much of the groundbreaking work

by Chilean Catholics toward the restoration of democracy came froWidhda de la Solidaridad, an organization

that had exposed human rights violations in Chile since 1978. Stern, 122.

By 1985, Pinochetods only remaining regiongdarlongl | 'y was
regime was also beginning to show signs of fracture. Yet, despite continued support from the Reagan administration

in the United States, the econom fimi racl ed wunder early neoliberal pol i
rendering living conditions under Pinochet increasingly untenable. Recte2(203

3%Had Pinochet won the fiYeso vote, he would have remain
been eligible for reelection after his first constitutional term, potentially extending his rule until 1996. Sagredo Baeza,

263.

303The winner was Patricio Alwyin (1918016), who held a term from 1990 to 1993. Sagredo Baeza, 264.
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of theNueva Cancion Chilenaad transformed into th@anto NuevdCN) movement. To avoid
censorship, anything that could be perceived
genres as a strategy, incorporating jazz and rock and eventually encouraging the inclusion of large

orchestras®*

This context helps explain why Advis may have integrated an orchestra within the folk ensemble.

As expected, he chose to collaborate with one of the leading NCC ensembles, Quilapayun, in order

to present a convincing fusion aligned with CN aestheticsthiéosoloist, he selected Paloma San

Basilio, a Spanish singer experienced in resisting censa¥shgu instance, when she performed

the title role inEvita, Andrew Ll oyd Webberdéds musical t hat
Procesadictatorship>®® The symphony comprises three parts and lasts nearly an hour. Within this

form, spoken narration plays a significant role and is delivered by the soloist, who also sings in
certain sections. The orchestra, which includes piano, functions more as a aicterthan the

principal feature of the symphony. The voice and the folk ensemble remain in the foreground,

much like in thecantata populargenre®®® The poetry is entirely by Advis and intertwines

304 According to Daniel Party, this encouragement of orchestral arrangements was facilitated by the celebrated
Argentine conductor Waldo des Rios, when Canto Nuevo musicians signed with the label Hispavox between 1975
and 1977. Although de los Rios died in 1977, his legacy endured in the following years. Party, 677.

305The military dictatorship of the Proceso in Argentina maintained asPantinist discourse, effectively banning all
representations that could be perceived as favorable to Juan Domingo Perdn and his wife, Eva Perén, who died young

and whose memorywaspd humously venerated as Fuithermérerpck musievera | chi el
that associated with musicaigas considered part of countercultural currents and was suppressed during the years of
the Proceso. Ezequiel Adamovsky, Hi st ory of Argentina. : Fr olmnstatkddby Spani s

Rebecca Wolpin. Durham: Duke University Press, 2023, 219.

306 |In these works, the folk ensemble is relatively large, while the orchestra is chamber sized. The folk ensemble
includes a quena and twampofias (Andean panpipes) as aerophones; a charango, a tiple, a cuatro, two cavacinos,
three guitars, and a bass as cordophones; and a light bass drum, a set of maracas, a zurdo (Andean bass box), and a
tambourine as percussion. The orchestra compriseb@m and a horn in F as wind instruments; timpani (3), side

drum, glockenspiel, and suspended cymbal as percussion (maracas may be played by a percussionist if the folk
ensemble lacks them); and piano and strings configured for a small orchestra 21 ftagersAdvis,Si nf on2 a fiLos
Tres Ti e mp o sUnpdishédrec®ne,il283, o.
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philosophical reflections and historical grievances with poetic devices. In the sleeve of the

recording, he describes the genesis of the work as follows:

il began wr idtsomegof its Bongs and dsrgkneral cond@epby the end of year 1970.
Somewhat neglected, | resumed it in 1977, when | found inspiration to compose additional passages.
Finally, between October and December 1986, | revised the entire work and wrote the declamations that
unite the sections, considegiit complete. It is dedicated to many people: many have passed away; others
are still alive. Some are entirely unknown to me, while others | knew but never met. These were people
who, for a moment and for mysglfiere almost like countries, their faces etched into the walls of various
places: the hills of Ouro Preto, a public plaza in Buenos Aires, the lights of Quito at night, a church in
Asunci-n, or theéeé”Bay of Santa Martao.

The symphony was begun during the height of the NCC movement. It was likely set aside by the
composer after the success $dinta Maria de lquiqyethe rushed commission @anto al
Programg and the more successf@anto para una Semillaas these projects demanded

significant time and energy.

Given the available evidence, this symphony was likely conceived as the natural continuation of
Advisbbroader compositional trajectory, particularly when considering the historical weight of the
symphonic genre. It aligns with several widely accepted paradigms of symphonic writing. First, it
reflects the universality of the nineteemténtury symphony, adefined by Mark Evan Bonds,
through its subject mattér the joys and struggles of Latin America as a whole. This is a theme

of particular significance in the first and last movements, where the composer addresses all Latin
American nations collectivelynal constructs an allegory in which Latin American aningals
predators and prey alik@ coexist and work in concert. Second, it incorporates the modern

structural concessions described by Stephen Walsh, as the work is organised into parts containing

307 Comencé esta obra, algunas de sus canciones y la idea general, a fines de 1970. Algo olvidada, la retomé en 1977,
cuando compuse algunos trozos mas. Finalmente, entre octubre y diciembre de 1986, después de revisar lo hecho y
escribir los Relatos que lategran, consideré que estaba terminada. Ella esta dedicada a muchas personas. Algunas,
muertas; otras, vivas. Algunas, desconocidas; otras que nunca conoci. Personas que, en un momento, para mi, fueron
paises y cuyos rostros siempre estan dibujando leslasidel lugar, las laderas de Ouro Preto, una plaza de Buenos
Aires, las luces de Quito en la noche, una iglesia de Asuncion o la Bahia de SanthW&aAdvis, Sinfonia Los

Tres Tiempos de Américsleeve notes, Hispavox 79 0957 1, 1988, 33 1/3 rpm.
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multiple movements rather than adhering to a traditionatfoawvement structure formal choice

that nonetheless preserves thematic unity and cohesion across thestdeg®rm. Third, it poses

a challenge to what Wil son <calls fithe <conse
symphony with Nueva Cancion Chilena amdsica campesinpractices, thereby allowing folk

and popular musical idioms to flourish within the getitfe.

As such, the work fits within thBsymphony as a worfdparadigm proposed by Gustav Mahler,
insofar as Advié all-embracing conception incorporates a breadth of elements that lend the
symphony its expansive charact&tWhile Advis does not call for the large Western orchestral
forces characteristic of Mahk@rsymphonies, he compensates for this by substituting instrumental
density with a lush and colourful Chilean and Andean folk ensemble. Far from diminishing the
workd& scope, this substitution reinforces itsaatibracing perspective by introducing authentic
nontEuropean elements into the symphonic falrica contribution that may be understood as

Advisbown distinctive extension of Mahf@rfisymphony as a wor@dconception.

Despite the dictatorshipdbs constraints on his
throughout the late 1970s. He explains that his travels across Latin America inspired the
symphony, citing many historically significant places marked Hfesng or resistance: Ouro

Preto, for instance, was the largest center of gold and slave mines in Brazil and became the largest
city in the Americas during the Portuguese colonial era. The Plaza de Mayo in Buenos Aires

became a site of grievance for theothrers of those who disappeared under Bmeceso

308 Mark Evan Bonds, Stephen Walsh, and Charles Wil&8ymphonyd Grove Music Online. 2001; Accessed 21

Nov. 2024.

33 A symphony must be |like the world. It must embrace €
conversation with Jean Sibelius in 1907 and has since been widely reprinted and discussed in scholarly and journalistic
commentary on Mahler. Amonfé more recent instances is its appearance in the aforemerilioadétest Is Noise

by The New Yorkeournalist Alex Ros® a reference particularly pertinent here, given that Ross, in that section of

the book, argues that art music has ceased to be an exclusively European Rossib6563.
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dictatorship. In Santa Marta, we can see a Colombian parallel to Iquique, as a strike by fruit
workers was brutally repressed, an event later immortalized in literature by Gabriel Garcia

Marquez in his masterwoi®ne Hundred Years of Solitude

On this subject, Father Luis Carlos Molina Herrera wrote an essay that uses this episode from
Garc?a M8rquezO6s novel as a starting point f ol
technologically driven notions of progress in Latin Americathe second part of his essay, he
explains how profoundly this affects the regi
banana company unleashes the exploitation of humankind leading to strikes and a bloody
repression. At the same time, in exdaay life, politiqueriad petty politicsd emerges in alliance

with civil power, along with fraud and, as a consequence, a senseless civil war, a tyranny of
unspeakabl e cruel ty,?30%8hisckasonmgoouldeasidy be ektentled tothe d e a |
situation in Latin America during the time of Garcia Marquez and Advis. As discussed in Chapter

II, a similar process unfolded in Chile under Pinochet, when the country became a testing ground

for neoliberal economiod an experiment that produced rapid growth benefiting Pinochet and his

inner circle but soon collapsed. In this sense, Aibyimmphony must be regarded as a true product

of its time.

SGEn Macondo, desde |l a Il egada de | a multinacional ban
represion sangrienta. Al mismo tiempo, en la vida cotidiana aparece, unida al poder civil, la politiqueria, el fraude y,

como consecuencia,lagu r a ci vil sin sentido, l a tiran2a de cruel d
Carlos Molina Herrera S.J., #fAGabrielil Gdnoverditas M8r quez vy |

philosophica 32, no. 65 (2015): 264.
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The symphony opens with a prologue (divided into a prelude and a spokémecitative) and is

divided into three parts (hence its title), with all sections outlined in the first recititive.

Conozco tu verdad en los tiempos que te |learn about your truth through the times that

marcan: have left a mark on you.
Aquél que fue primero y sera el ultimo, That which was the first and will be the last,
el tiempo de la tierray de la raza the time of the Earth and of the race;
aquél que vino entonces y se obstina, that which came after and clings on,
el tiempo del clamor y de la llaga the time of clamour and of open sores,
Y aqu®l que est§8 en e landfthatnviich lies eleep withia your éreatho [ € ]
Horizonte de paz en las mafiana$? [ €],
a horizon of peace [seen] every morning.
Thus, these three parts are subdivided in the musical structure as follows:

- Part | ATiempo de tierra y de razao: Prel uc
ha naci doo, recitative, Song HAAparece el
amoreso, recitative.

- Part |1 ATi empo de <c¢l amor I smdlaecitativea §oap : I n s
AHombre déSAamP®licaocitative, Sosmgllrdtithtive,h o mbr
Song AiaD-nde est§8 el que yo quiero?o

- Part 111 AHori zonte de pazo: I nstrument al
Recitative with music, So®g fACuando el <coy

As the structure alone demonstrates, each of the three parts is preceded by a symphonic or
instrumental prelude, followed by a sequence of recitatives and songs. A devilcgtructural

analysis shows that the first part contains a larger number otispakd recitatives, as the
narrative takes precedence over the music and songs. In the remaining two parts, the recitatives
are shorter and serve both as commentary on the preceding song and as an introduction to the

following one.

311 All recitatives are spoken and never sung, following the format provided in NCC cantata popular genre.
312 Advis, Sinfonia Los Tres Tiempos de América

Bpart | : Time of The Earth and of The Race: #iAMy Land I
Love in 1to. Part 11: Time of Clamour and of Open Sor e
I Love?0. Part I Al : WAnHo¥YomonlLahdPeancPeaceo, AdvMdhen The

Sinfonia Los Tres Tiempos de América
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Something striking in this symphony is the use of contrapuntal polyphony. While contrapuntal
writing is not unheard of in folk music, it is far less common than thodeur-part homorhythmic
textures. In this work, Advis employs dense layers of vooaislithat frequently exploit canon
technique within a folkmusic environment similar to those found in regions of Spain, France, or
ltaly.3# However, we should not forget that Advis fuses these traditions into a Gliti@an

Andean musical context.

In this sense, the concept of genre erasure or fusion described by Simon Frith and Franco Fabbri
becomes relevant: such mutual polyphonic devices found resonance with Andean music, which
originally employed interlocking lines aikuflutes and was later adapted to vocal writing with

the introduction of European styfé$ ultimately finding a place within folk ensembles like 4nti
lllimani or Quilapaydret® This process could be considered a form of dialogue or ef art
colonization. However, given that the NCC movement possessed a broad social scope and included
artists denouncing neocolonial injustices such as the Vietham War, | would argue it belongs more

to the former categor3t’

As with Cantata Santa MariandCanto para una semilld have chosen to analyze those sections
of the symphony that most compellingly illustrate how Advis sustained his political commitments
against oppression and in favor of liberation and peace across the continent. | begin with a brief

discussion of the relude, highlighting the balance achieved between the orchestral and folk

34See Al ntroductiono EmrApdaanVAhmedajé, : (€dl}yural Li st
Multipart Singing Traditions in Europe; CD and DVD with Audio and Video Examples Incl@kdhany: Bohlau,

2011, 916.

315pérez de Arce, 11.

316 McSherry, 67.

3"Qui l apay¥%n themselves composed the song fAPor Vietnamc
intervention in Vietham constituted an injustice comparable to those experienced by Chileans and other Latin
Americans, while also serving as an egpldenunciation of American imperialism. Mularski, 77.
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ensembl es, foll owed by an examination of A An

centrality of Latin America in Advi sobDéndaought
est8§8 el qgue yo quiero?o0, both of which convey
with exile. Finally, I discuss the closing so
y el huemul , 0 as expr eeaspiradan for peace andrexonciliatiompThes e r 0 S

introduction is purely instrumental. What is particularly noteworthy in the score is the absence of
separate systems or staff groupings for the folk ensemble and the orchestra; they are placed on the

same page with equal hierarchy. (see Fig. 22 in page 1

In the first part of the symphony, calm and reflective tempi predominate. Only in the final song,
AAM®r i ca t iceno@eamdarmes pace accelerate. After t
by solo piano, the composer deftly introduces a votsitumentafugatg performed by the voices

and instruments of the folk ensemble (Fig. 21)

Figure21 Sinfonia Los tres tiempos de Amérmaluis Advis: 1ll. América tiene amores. M.
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Figure22 Sinfonia Los tres tiempos de Ameérialuis Advis: I. Introduccion. MM. 236.
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However, when this passage (Fig. 23) is combined with the full orchestra and ensemble, the texture
becomes less dense, ensuring that the vocal lines remain prominent. It is important to note how
carefully the score is crafted so that the folk singers riegertheir pitch: the piano and plucked
cordéfonos(guitar, cuatro) provide solid harmonic support to an otherwise dynamic vocal

counterpoint.

Figure23 Sinfonia Los tres tiempos de Amérmal uis Advis: Parte 1. 1ll. América tiene
amores. M. 12427
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In this section, all Latin American countries are mentioned, with the notable inclusion od Haiti

a nation often excluded due to not being part of Hfereerica.

América tiene hermanos Y la luz dominican&?®

Que | a buscan y | a |l aman [ é]

Recibe con las Antillas America (the continent) has siblings

La cubana carcajada who search and call for
Haiti con su rito antiguo The Cuban receives with the Antilles

318 Advis, Sinfonig np.
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an open laughter. and the Dominican light.
Haiti with its ancient rite

The song concludes with the folk ensemble expanding into a full choral texture, joining the soloists
amid a flourish that combines folk instruments and orchestra. After this climax, the song returns

to its opening material.

In this sense, stable pitch in folk singing is another aspect through which Middlattoulation

theory can be approached. In his theory, he emphasizes that, in certain case<sarginggion

and pitch are essential to understanding how musical styles are successfully articulated. As an
example, Middleton suggests that Eéviatonation and pitch were crucial to his success in
integrating blues and jazz vocals into rock mdsidn Advisd music, this pitch stability is
confirmed in the recording, where the musicians maintain a stable pitch despite being gradually
absorbed by the ensemble in several moments. As such, the lyrics and the work as a whole remain
intelligible and accessible thughout, demonstrating that folk musicians had no need to display
any sort of professional bravura before art musicians trained in a consetvaadgct that speaks

to the considerable success of this wifk.

I n the song AUa, hombrkeobdkséersemdbe empl oys an
sustaining one pitch per phrase for most of the piece. Although a brief harmonic or contrapuntal
passage emerges, the work never fully departs from its fundamentally monodic character (Fig. 24

in next page).

319 Middleton, 17. soughtafter work in Chile. As a result, they have
320 According to my email correspondence with Felipe  edited the piece, and the scofe which they
Valdés and Osiel Vega, who are currently editing  graciously provided for my analysi® is not
AdvisGs work, theSinfoniais a rarely performed piece, published but is available to performers, with parts for
as it requires collaboration with conservatory both instruments and choir.

musicians. Nonetheless, it has recently become a more
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Figure24 Sinfonia Los tres tiempos de Ameéraluis Advis: Parte 2. 1. Un hombre
desterrado. M.-B
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This monodic passage strongly recalls similar moments in botbahtataand theCantg where

monody was reserved for sections expressing profound sorrow. However, in the symphony this
device gains new depth, as monody alternates with sea@mdl thirdspecies counterpoint,
allowing for a more complex development of this expressive féV&bllowing the articulation

theory once again, this is a moment of more sustained interweaving between genres. Species
counterpoint is generally considered part of art music and is regarded as one of its most complex
forms of development. While Advis doast necessarily develop this section as a fugue for folk
ensemblé® as his mentor Becen@chmidt did some years earlier for the same performers with

the fugueRevolucion Op. 166%2 8 he nonetheless engages them in a comparable exercise,

achieving a more dramatic and compelling musical effect with the rest of the ensemble.

321 The importance of monody is interesting since, according to Nigel Fortune and Tim Carter, it is a present device
existing both in ethnicmusics and Italian Cantatas from thé'Tntury, yet especially on the Italian Cantahigel
Fortune and Ti mGr@a VMusie®n|ine280¥.Aatessby 1d Oct. 2025.

322 See next Chapter IV, 19194,
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Consequently, Advis successfully demonstrates that authentic folk performers could reach

technical heights otherwise reserved for art musicians (Fig. 25).

Figure25 Sinfonia Los tres tiempos de AméialLuis Advis: Parte 21. Un hombre desterrado.
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Taking all of the above into consideration, the text accompanying the monody (Fig. 24), and later

the contrapuntal development, reinforces the expression of human desolation caused by exile:

Un hombre desterrado

Que siente ajeno el pan que come.
Ajeno el aire que respira,
Ajeno el rostro
Un hombre desterrado,

Y la nostalgia que atenaza,

Y todo lejos, sin retorno,

Y hoy extrafio y extranjerts?

The foll owi SO

ng

the Chilean dictatorship, but also under the Argentine and Uruguayan authoritarian regimes. This

323 Advis, Sinfonig np.

que

ngl

i aD-

A banished man
who feels strange the bread he eats.
Strange, the air he breathes;

et mange[ él he face that
A banished man,
whodés eaten by nostalgia

today far away, with no return,
today strange and [turned into] a foreigner

hY

nde est8 el que yo
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ballad is written exclusively for the soloist, with the orchestra playing a highly prominent

accompanying role (see Fig. 26 in next page).

The text reflects the experiences of many Chilean, Argentine, Brazilian, and other South American
families who lived through these fraught years, when husbands, wives, children, or siblings were

forcibly disappeared by the regimes.

¢Donde esta el que yo quiero, donde estd?  Where is the man | love, where is he?

Se me fue por las calles, se alejo. He went through the streets, he got away.

Lo cercaron los perros de metal He was surrounded by metallic dogs

Y en zarzales oscurosasd gotednt hpBefl ed in a d
¢Donde esta el que yo quiero, donde estd?  Where is the man | love, where is he?

¢,Donde esta la que quise, donde esta? Where is the woman | loved?

¢,Donde estan nuestros hijos? Where are our children?

¢,Donde estan los que amamos? Where are our loved ones?

¢Dénde estan sus 0jé§? Where are their eyes?

Again, as in theCanto paraunasemila ong fiLaoewpesarzaritones ap
melody, which is in E minor. The one shown here is in between E dfad, Bvhile the whole

passage is made from chromatic chords in guitars and charango (Fig 26 in next page, in green).

2The comparison of this symphoni c Aderandgr Nevskigantatda ihne Love
tantalizing, since it presents a soloist singing over
Roberts, fAProkofievds &dlexander HevslySé&hdotice?a, naa 12{1677): 1IB458.e nst ei n
325 Advis, Sinfonig np.
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Figure26 Sinfonia Los tres tiempos de Améraluis Advis: Parte 2. 1ll. ¢ Donde estéa el que
yo quiero?. M. 610
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The finale is a chorale for thei éoVva/ effsemél ec
as the protagonist is hunted by hunters or wolves. The orchestra provides a dense accompaniment,
culminating in a full instrumental flourish that heightens the dramatic intensity of this frantic

manhunt of the innocent. (see Fig. 27 in next page)

The final two songs, AQuiero tu tierra trangqu
mo s t of the | ast part of t he wor k. I n bot h,
tranquila , the folk ensembl e o0ncdkeatgi@urenemplegirgs a Vv

polyphony over the piano and orchestral strifijgse Fig. 28 in page I}

26 Ru n ,-mad/eaeeman, run! The huntsman and Smiorsgnfiounds are col
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Figure27 Sinfonia Los tres tiempos de Améraluis Advis: Parte 2. 1ll. ¢ Donde estéa el que

yo quiero? M. 7276
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Figure28 Sinfonia Los tres tiempos de Améraluis Advis: Parte 3. Il. Quiero tu tierra
tranquila. M. 2530
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The lyrics evoke a serene and calm natural wéftld

Quiero tu tierra tranquila | want your land in peace
Quiero tu cielo aquietado your skies clear

Quiero tus campos fecundos your fields fertile

Y tus desiertos colmad®$§ your deserts in bloom

3271n this sense, Advis approaches the same idealized natural world that his mentor envisioned for the ending of his
cantataChile 1973 where Becerr&chmidt intended to project a scene on film of a couple holding hands as they
crossed a blooming natural landscape, as a sign of future peace and reconciliation (see chapter IV, 177). However, as
| will show there, Advis could never havedwin of this, sinc&hile 1973remains unperformed to this day. It is very

likely, however, that Becerr&8chmidt communicated something of his work to his former pupil, and that Advis, in

turn, devised the ending of his symphony as a way of sharing the same feelings his mentoruth¢fe doture of

Chile and Latin America.

328 Advis, Sinfonig np.
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This song is rather brief compared to the preceding ones, and it is followed by the only spoken
word recitative in this section, accompanied by folk ensemble instruments (quena, flute and

charango; see Fig. 29)

Si pudiese ocurrir. Si fuese cierto I f it could only happenéeé
gue ya se acaba el dia 'y en el cielo true

van surgiendo las voces cristalinas, that when the day is over

las manos que se ofrecen, las miradas, voices appear in the heavenly abode,

| a canci -n que f est ej handsand friendlyddoks, a . [ é]

Si pudiese ocurrir. Si fuese cierto accompanied by a song that celebrates the

gue se anuncia la noche y todos, juntos, harvest. [ é]

se miran sin creer que ya no exista I f it could only happené
ese lento dolor de tiempo duro true

que aplastaba y mataba y persidtfa. that when the night is coming

we all look at each other believing
that the pain of the hard times is gone
that pain that crushed, killed and lingered.

Figure29 Sinfonia Los tres tiempos de Amérial uis Advis: Parte 3. lll. Interludio cantado.
M. 1-6
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329 Advis, Sinfonig np.
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The Symphonydés finale fiCuando el coyote y el
the previous song and opens with a solo voice accompanied by the orchestra and the folk ensemble

(Fig. 30)

Figure30 Sinfonia Los tres tiempos de Amérmal uis Advis: Parte 3. IV. Cuando el coyote y el

huemul. M. 2825
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The text functions as an allegory of predator and prey coexisting in peace, as the melody of the

last song is superimposed over the melody of this song:
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Cuando el coyote y el huemul When the coyote and the huemul (Chilean deer)

Construyan nido al colibri build together a nest for the hummingbird

Y cuando el pumay el quetzal and when the quetzal and the mountain lion

Se acerquen quietos a dormir. get together calm to sleep.

El guacamayo va a aprender Then the macaw will learn

La fuerza pura del jaguar the sheer force of the jaguar

Y las vicufias mirarén and the vicuias will watch

Volar al condor y al chercai® the condor and the wren fly together

When the soloist ends her stanzas, the motif

the choir, unfolding into a unified polyphonic texture supported by the full orchestra (Fig 31).

Figure31 Sinfonia Los tres tiempos de Amérmaluis Advis: Parte 3V. Cuando el coyote y
el huemul. M. 5864
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The work ultimately concludes with the soloist repeating the opening line of the song, while the

orchestra and ensemble gradually fade into a pianissimo, bringing the work to a serene end.

As we have seen throughout my exploration of the work, the dense contrapuntal polyphony is an
aspect that is important in the symphonic writing as it is for the folk instruments. Such dense
contrapuntal polyphony was a common feature in much twerdestiry symphonic writing.

Two instances of works that c o (BpridgSynephongncc o mpar

330 Advis, Sinfonig np.
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Hanns Eine deetschie SSymphonie Spring Symphony, Brittelikewise incorporates
contrapunt al writing and even features the f
Nonetheless, this work is typically removed from direct political interpretation, except if we stick

to musicologi st E dioma hre dassebts that thé dlessing tcamaludimgethiea
Symphonysuggest that the work constitutes a deeply personal celebration of peace after World
War 1I. Britten, a resolute pacifist, could not have hoped for a more affirmative concitfsion.

Ha nns [Einesdeutssché Symphonreght be a lessétnown example, yet it is a symphony

that features choral counterpoint alongside an explicit political messaging. Eisler devised this work

as a stark denunciation of the political failures of the Weimar Republic that enabled the rise of
Nazism, as well as a protest against concentration camps and human rights abuses. This is most
poignantly signal ed at t he concl usi on of t h
(Arbeiterkantat® where Eisled t hr ough Bert ol t Brcenfrdnts thesissuen c i s i

of class and political conflict in Germariy?

It is impossible to determine whether Advis was familiar with these two mid twentieth century
works, particularly the latterdespite his alignment with avowed socialists. Nevertheless, it seems
evident to me that the second and third partbas tres tiempos de Améridi@ somewhere

bet ween the political Emedeufsthe Symphaaagpthechspe édod i n [
peace f oun8pringBympBhorihatt detardised in the last paragraph. However, as we

saw through their clever and mindful articulation in this work, Advis employs musical techniques

and poetry that are much closer to the Chilean folk language and situates them within the context

¥To explain further purposes within my thesis, Britten
War Requiemwill be compared with Chilean composer Juan Or¥8g | Misséa is tempore discordia&rwin Stein,
ABrittends Splempo@on®yymplh (G956):.24

2Kenneth H. Marcus, #AListening to Human Rigfkerman Cl ass
History 41, no. 2 (2023): 22324.
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of Canto Nuevp given both the genres employed and the political message he sought to

communicate.

B. Resistance or inner exile?
The existence of these works invites us to reconsider how to understand Luis Advis. He was a

composer who operated on both sides of the political spectrum. On one hand, he wrote music that
complied with the artistic canons promoted by the Pinochet govetrdnevorks that exalted
Eurocentric forms and even a film score supporting the interests of the landed aristocracy. On the
other hand, he composed works that celebrated the diversity of Latin American musical traditions,
even if occasionally adapted for the cert hall, and thus resisted the Eurocentric ideals imposed

by the regime. In this sense, Addsstuation is comparablat least to some extemd that of other
composers who gave musical expression to their genuine political and social convictions despite
operating under harsh political conditions. In doing so, he became, in every sense, a testament to
the capacity of composers in Chile and $oMterica to cultivate voices of resistance from within

the very heart of a dictatorship.

This is the reason why | have sought to compare Advis with Dmitri Shostakovich during Stalinism

and Karl Amadeus Hartmann under Nazism. Shostakovich composed works intended to serve
Stalinds cult of personal ity danqvshchina. Asdiscassedly un
in Chapterl, Zhdanovshchinaemanded music of Eurocentric extraction that incorporated folk
material, promoted edifying messages, and envisioned a glorious proletarian future. This policy is
evident in overtly propagandistic works suctSasg of the Forest©p. 81,The Sun Shines over

Our Motherland Op. 90, and the film score féhe Fall of Berlin among others written to satisfy

the Politburod&®¥l mrtthist ixermndag,ecAdwiesd composit

338 Fay, Laurel ESh o st a k o v. Newhork: OxdordlUniversity Press, 2000, 171.
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or the soundtrack fodulio comienza en julidlemonstrate his willingness to produce art music
according to the Eurocentric directives promo
of the dictatorshig®* We must clarify, however, that the main difference is that Shostakovich was
obliged to compose folkke and accessible music, whereas Advis was forced to abandon his folk

language entirely and adopt classical and Romantic Eurocentric cipons.

Returning to the comparison, while composing for the state, Shostakovich also wrote deeply
personal works that reflect the harrowing anxieties he endured and for which he was branded a
formalist in the 1948 decree. Some of these works were highly conslek, as the/iolin

Concerto No. 1 in A mingiOp. 77, and thé&tring Quartet No. 4 in D majpiOp. 83%3¢ My

argument becomes even stronger when we consider that Shostakovich also composed a symphony

0 hisSymphony No. 10 inEmind®p. 930 j ust mont hs after Stalinds
of closure after years of artistic repression. In this absohutgic symphony, musicologist David
Fanning identifies two key subjectflat:mnorhe St
dominating thes c her z o, and Shost akovw$CGH @sEflag,eC; Bon al |
natural), featured prominently in a waltz during the allegretto (third movement). In the fourth and

final movement, these two motifs clash, and in the en8;@®H triumphs twice. Thisas been

334predaArt and Politics 105.

¥However, as Federico Schumacherés research demonstrat
or romantic idioms on the concert stage. Electronic and electroacoustic music continued to be permitted, provided it
remained entirely withimn apolitical and abstract sphere, though confined to a highly niche scene. Schumacher, 70

71.

336 However, works by Shostakovich, suchFasm Jewish Folk PoetryOp. 79, although based on folk (klezmer)

music, also had to wait for their premiere, as their subject matter could be perceived as overly focused on a specific
demographi® namely, the Russian Jews, a population that endured severe hardships under both the Russian Empire
and the Soviet Union. Fay, 14%9.
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interpreted as the composer 0s asasighlytdissonant o f

and deeply personal statement, ®and, in Soviet

A second valuable comparison can be made with Karl Amadeus Hartmann, who lived under Nazi
Germany. Hartmann entered a state of inner exile: he composed in complete secrecy, away from
Nazi oversight, and sent all his works written between 1933 and 1938dabrmusic festivals or
concerts as an act of personal defiadic&onically sometimes receiving praise from the regime.
Eri k Levi suggests that Hartmannods relative
even as his works explicitly denounced Nazi atrocities and viof8attes equally worth noting

that, during the Second World War, Hartménareative activity retreated into complete secrecy

0 to the point of composing politically charged works such as the ove@thima kampft
dedicated to the Chinese resistance against Japanese occupation. Advis acted similaoky with
tres tiempos de AméricaThe symphony was composed throughout the entire Pinochet
dictatorship, and as we have seen, it was not premiered in Chile. Once completed in 1987, Advis

chose to send it abroad. |t is very likely

t

p e

C

Aaceptabl ed wor ks, cast him in a thowhieh waso mpas s

already in declin@ thus enabling him to present his music abroad regardless of its nature.

The symphony was premiered in 1988 in Extremadura, Spain, by the folk ensemble Quilapayun,

Paloma San Basilio, and members of the Spanish Radio & Television Orchestra (ORTVE). It was

337 See David Fanningfhe Breath of the Sy mploodon Royal MuSidaloAssbcaton,v i ¢ h 6 s

1988.

338 Hartmann embedded numerous messages of resistance in his works, Misgrae(1933), written in memory of

his friends who were sent to the Dachau concentration camp near Munich. The German press initially welcomed the
piece and rarely questioned why its premiere took place in Prague rather than in Germany. Levi, 13.
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almost immediately recorded in studio and became a tremendous commercial $3etmssver,

this success seems to have remained within the limits of record sales: the work has been performed
only sparingly in Chile, and Quilapayun rarely includes it in their repertoire. Several factors may
account for this. First, the work requires angphonic or chamber orchestra, which is often
financially impractical for folk ensembles. Second, it demands avogte soloist, which poses
challenges for Quilapayun, whose members are all lower voices, and hiring an external soloist is
not always feasie (This might not be a problem for other folk groups, yet there is always the
financial constraint of getting an orchestra). Finally, the timing of the work coincided with a
moment in Chilean history when both NCC and CN began losing relevance as Ipwlitgies:

the restoration of democracy in Chile shortly thereafter, along with théQuidt War shift of

many radical struggl es towad at leasd undl thé preseni f i e d
resurgence of decolonial consciousrn@sdiminished its political impact. Consequently, the work

did not achieve the legendary status of its two predecessors, even though its scope may be more

expansive and transcendental, given that it was conceived as a symphony rather than a cantata.

Neverthelessl.os tres tiempos de Amérisdands as a personal triumphile the symphony

contains no personal monogram or motivic confrontation comparable to Shostakovich, it is the
very form Advis presents that expresses defiance. First, the work reconfigucaattta popular

genred one in which Advis had composed at least two major works that were highly popular
during All endebés government, el evated to the
under Pinochet. Second, it represents another instance of genre hybridizatiohd vi s és car

this time within the genre considered Asupr emé

339 The sources concerning the premiere of this work vary considerably in their reported dates. Although an official
notice in theRMC announced its premiere for 1988, later publications corrected this to 1992. According to Felipe
Val d®s Carraha, the Chilean premiere took place in 199.
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toget her constitute a successful chall enge t
exclusively Eurocentric practice, leaving no room for folk traditions. The fact that Canto Nuevo
flourished during the dictatorship and ultimately found its way an Advi s 6 s sy mp
demonstrates that music can resist even the most repressive impasigon$, in the end, the

work had to be premiered abroad.

On these matters, the next chapter will examine forms of expression that flourished through two
composers who escaped the Pinochet dictatorship: Gustavo B8camedt, who exiled himself

to Germany and collaborated extensively with Quilapayun, and Gels@doLecca, a Peruvian

who worked in Chile before and during All ende:q
home country, adopted many ideological elements of the NCC movement and developed an

original musical language that reflected hig-lging commitments.
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Chapter 1V: Exile as an open and straightforward possibility to protest: The cases of Gustavo
BecerraSchmidt (19252010) and Celso Garridioecca (19262025)

Having examined the case of Luis Advis and his position as an inner exile collaborating with
Nueva Cancion musicians, | now turn to two composers who experienced forced exile beyond
Chil ebs borders. As the Pi noc bseianswhobadactvely s hi p
supported the Allende governmentobosapripeiciciod
culture, many artists chose to flee, while others were compelled to remain abroad. Several
composers were already residing outside Chile, and numerous folk musicians happened to be
touring Europe as cul t ur al admimsbaiasMadyoof theseo f Al
individuals and ensembles were able to secure safe havens primarily in Western Europe, where
they subsequently developed careers far from home. Others sought refuge closer in Latin

America®4°

The first case concerns composer Gustavo BeS&ahanidt, who obtained German nationality
through his maternal lineage and established a successful career in composition and pedagogy in
the city of Oldenburg, then part of West Germany. Here, | will exahigwease as a foreign exile

who embraced the dynamics of his new home, which ranged from stylistic adaptations to close
collaborations with other exiles. The existing literature on Be¢gechamidt is scarce. Beyond a

small number of articles in Engligh among thenfiAusentep r e s eby DaaialadFuguielle, a
Chilean scholar committed to the dissemination of his worthe majority of available material

consists of his own words, drawn from a series of interviews he gave between the 1980s and the

340We can think of Intillimani, mentioned in chapter Ill, who were based in Rome instead of Paris, or Isabel and
Angel Parra, children of Violeta Parra and handlers of her legacy and estate, who exiled themselves to Mexico and
Cuba respectively.
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2000s, subsequently published in Bevista Musical ChilenaChileds foremost scholarly journal

on music and one of the most prominent in Latin Ameti¢a.

In regards of his compositional activity, his stylistic changes will be examined in the composition
of works such a€hile 1973 an unperfomed cantata that reflected his immediate anguishes after
the coup; many of these ideas of remaining committed to a cause will be reexplored in his
OssietzkyOratorio, which celebrates the life, death and legacy of pacifist andeamtiist activist

and Nobel Peace Prize winner Carl von Ossietzky (1&8B8); the latter will be exemplified by

the fully conscious embrace of postmodern compositional techniques. Wialelen he also
composed collaborative works with the folk ensemble Quilapayun: the cAm@dcasand the

more extendedantata populaAllende the latter of which remained unperformed for nearly four
decades. These works will be examined in order to determine how they differ from those of other
composers who collaborated with folk ensembles, while keeping in mind how they situate

themselves witin BecerraSchmidts broader postmodern aesthetic.

The second case focuses on Celso Gailrigtica, a Peruvian composer who had resided in Chile
and enjoyed a highly successful career before and during the Allende government. Following the
coup, he returned to Peru, where he became head of the Lima Camyeriehis case, the
political works that he created under Allende, the unperformed cdtitatavimiento y el suefio

and the partially lost balldios siete estadpsepresent two different facets of woikl he first
employs only avangjarde techniques, whilst the second is tonal and includes folk music and folk

musicians mixed with a traditional orchestral ensemble. | will discuss his Trio para un nuevo

lWhileFugi el l eds article AAusentes presentso is importan
given they shed more information on his life and work.
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tiempo and String Quartet No.2, works in which he consciously quotes and celebrates the life and

work of Nueva Cancién musicians Violeta Parra and Victor Jara.

In the following two subsections, | examine how both composers devoted their time and artistic
energies to commemorating the coup in the aforementioned works, which are equally

representative of their respective experiences of exile as refracted throsigh mu

1. Gustavo Becerr&chmidt (1925010): The art music dean of Chilean exiles

Gustavo Becerrschmidt had one of the most distinguished careers among Chilean exiles. Even
before his exile, he had become a valuabl e
international program: a diplomatic effort to deploy some of @hiieest intellectuals in foreign
embassies as diplomats or cultural attaéfés.n 1971, shortly aft-er Al
Schmidt joined the Chilean embassy in West Germany as a cultural attaché. On one hand, his
German settler ancestry facilitated this appointment, as he had learned to speak German at home.
On the other, itwas his impressive academic and artistic résumé that ultimately secured the

position.

Born in 1925 in the southern city of Temuco, Bec&camidt quickly rose to prominence in
Chile, earning a professorship in music analysis at the National Conservatory at the age of twenty

one and becoming an assistant professor of composition fivelggatsshortly after graduating.

342The two articles by Eugenia Palieraki cited elsewhere in this tBe$i€hile, Algeria, and the Third Worldand

fiCanto General que une a Grecia y Ghde illuminate two aspects of this program. In the first, Palieraki examines
how these efforts were not circumscribed to the developed world, given that Allende sought to establish strong ties
with nations undergoing decolonising and emancipatory socia@mbmic projects. In the second, she demonstrates
how this program operated reciprocally: the Greek intellectual Danai Stratigopoulou established herself in Chile
during the late 1960s and early 1970s as a key cultural mediator between the two catiiiganslating Pablo
Nerudds Canto Generainto Greek.
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During the 1950s, his accolades multiplied, particularly after his travels to Europe to refine his
compositional skills. In 1958, shortly after composing $iisng Quartet No. 5he published a
sevenvolume pedagogical essay entitléiCrisis de la ensefianza de la composicion en
Occident® (Music Teaching Crisis in the Wesln these volumes, he lamented how pedagogical
approaches to music were increasingly inadequate when confronted with modern atghuadeant
compositional method¥3 Nonetheless, despite proposing several appropriate solutions to these
pedagogical shortcomings, BeceBahmidt gradually grew disenchanted with strict aagarte
techniques. From the mitB60s onward, he began developing his own postmodern musical

langwage after having toyed for some years with dodecaphonism andepidism+4

Before examining the development of BeceBchmidts works, it is necessary to clarify what is

meant by postmodernity in music. The reason is straightforward: to situate B&ckmélt as a

composer belonging to a precise historical moment in which postmodernity was emerging as a

defining set of eclectitechniques in musical practice. Two key sources inform this discussion:
Jonat han Kramerés article AThe Nature and
foundati onal studies addressing this broad

Postmodernism in Musian influential monograph on the subject.

Gloag first addresses the inherently elusive nature of postmodernity itself. Drawing on the ideas
of Linda Hutcheon and Hans Bertens, he argues that postmodernism is an exceptionally difficult

term to define, not least because it has been applied to aravige of works for over half a

3 The full text of i Cr i si s de i¢ availabla 6neShHamishy through tRevista Musical Chilenanline
archive. The only existing translation into another
archive, also available online at the University of Oldenburg.

344For more information about his compositional paths, see for instance the study by Gonzalo Martinez Garcia, 2025.
MYss

ATransformaci -n De Las Estrategi as-ScBnedt il368 &85 Bdviata L a
Musical Chilenar9 (243):3956.
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century, carrying both positive and negative connotations. As a result, the term has come to signify
a condition that is complex, paradoxical, and even resistant to definition and against institutional
appropriation’*® While Gloag offers an extensive discussion of postmodern thought, this
introductory overview suffices to establish a general understanding of what musical

postmodernism entails.

Kramer proposes a list of sixteen characteristics that define postmodernism in music, several of
which are particularly relevant to the present study. Musical postmodernism neither repudiates nor
simply continues modernism; rather, it simultaneously reptssboth a rupture from and an
extension of it. It incorporates a minimal but significant degree of irony, blurs boundaries between
past and present musical languages, and avoids totalizing systems such as -posctiten
tonality and total serialism. Adamic and popular styles are merged into a distinctive musical
voice, thereby challenging the exclusivity of both musical elitism and populism. Music is no longer
regarded as autonomous but as embedded within cultural, historical, social, and economic
conexts. Quotation from earlier periods or from diverse cultural traditions is embraced, fostering
pluralism and eclecticism. Technology is understood both as a means of producing new music and
as a tool for preservation. Finally, musical postmodernism embntradiction and destabilizes
binary oppositions, allowing for fragmentation, discontinuity, multiple meanings, and layered

temporalities in both form and conteX.

In the second chapter of his book, Gloag argues that certain musical practices from the early

twentieth century may already be understood as postmodern. He points in particular to works by

345 Kenneth GloagPostmodernism in Musi€ambridge: Cambridge University Press. 2013, 2
346 Jonathan KramerPostmodern Music, Postmodern Listenirggited by Robert Carl. New York, New York:
Bloomsbury Academic, 2016, 423.

161



Igor Stravinsky from both his modernist and neoclassical periods, such as theRmthashka
(1911) andPulcinella (1920). Gloag briefly contrasts these works, noting thaPétrushka
Stravinsky sought to reinvent tonal music through the use of polychmmasedures later e
developed and exploited by composers such as Michael Torke (b. 1961) in-tosalesorks of
the 1990’ This framework is particularly relevant to the present study, as BeSehmidt

employs comparable strategies in his own works.

Although BecerresSc hmi dt 0 s musi c may be described as
postmodernism did not enter the West German musical discourse until well into the 1980s. This
delay was due in part to the continued dominance of-ger&l and avangarde aesthetics
throughout the late 1970s. As Joakim Tillman notes, thegestmodernisronly gained currency

in West German musicology in response to challenges posed by composers who returned to
premodern musical traditions, such as George Rochberg and Krzysztof Penderecki, as well as by
the sound art and meditative practices associatédaitn Cage and the New York School, despite
their earlier origins in the 1956€ In this context, Tillman identifies his colleague Hermann
Danuser as instrumental in initiating these debates, as Danuser was among the first to question
whether such emerging compositional approaches belonged to a postmodern t@dition
understood as a synthesis of rationalist, traditicmaking modernist techniques and avgantde
experimental practices aimed at destabilizing established rétns. this sense, Becera

Schmidts music may already be considered postmodern within the German understanding of the

347 Gloag, 26.
8Joakim Tillman. fAPostmodernism and Art Music in the G
LochheadPostmodern Music/Postmodern Thought New Yor k ; R®utl edge, 2002, 76

349 Hermann Danuser in Tillman, 77
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term, given that he had been developing techniques associated with the movement before it was

recognised as suéh an argument that will be elaborated in the following pages.

Coming back to Becen'd c hmi dt 0s producti on, one of t he
Apost moder nLaArducana Opt 93ocantata for chorus, spoken voice, and orchestra
composed in 1965. The work is based on the early modern Spanish epic of the same name
recounting the War of Arauco (ca. 15%5656)3°° This work was classified as a modernist
composition insofar as it remains inscribed within the trajectory of modernist music in Chile. It
features passages of chromaticism alongside @ame and extended techniques such as
Sprechstimme for the narratand unconventional notation for instruments including percussion
and strings (lines and arrows indicating attacki)nethelessthe pieceretairs a clear triadic
harmonic foundation. Equally notable is the inclusion of Mapuche instruments stromasl|

kultrum (percussion), anttutruca (wooden trumpet), which, according to some critics, function
primarily as rhythmic and coloristic elemert$BecerraSchmidt soon turned to other subjects

and techniques, which involved Latin American topics, avantgarde techniques and unconventional
notation, such as the the oratavachu Picchu, Op. 98n words by Chilean Nobel laureate Pablo
Neruda (19121973), work that was created a year later afseAraucanaMeanwhile, his national
recognition continued to grow. In 1968, he became general secretary of the Faculty of Music at

the Universidad de Chile; a year later, he was inducted into the National Fine Arts Academy and

350 The two authors whose historical compilations are part of this study (John Rector and Felipe Sagredo Baeza) do
not give a precise date of for the beginning of this ¢
as one of the main staryy points by both authors, although the Spanish presence and control of the region started in
around 1550. The erthte however, has been set in 1656 by both of them after the last Mapuche uprising in the region

(until the 1830s) was quelled.

351 La Araucanahas never received a complete, duly analysis and it certainly goes beyond the scope of this research.
However, this early example of music is significant to mention because it showcases many elements that will be
recurring in Becerrc hmi dt 6 s wor k.
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in 1971, he received the Chilean National Arts Prize shortly before assuming his diplomatic post

in the Chilean embassy of West Germany at Bonn.

As a diplomat, Becerr&chmidt actively pursued initiatives aligned with the principles of cultural

di plomacy. I n a 2003 interview, the composer
|l i bertad de prensa en ChhweerganiZedrat teeEmbassy of @deo m 1 r
in Bad Godesberg (a district in Bonn), in collaboration with my wife Flor Auth, during the
government of 2Tk cdmpgsar thas rextebded hisynfiuence beyond artistic
domains, fulfilling the duties of a political agent by organizing exhibitions on subjects unrelated
to his musical expertise. His cultural activities fostered democratic dialogue between West
Germary and Chile, a connection not without significance: at the time, West German Chancellor
Willy Brandt, like Salvador Allende, represented the democratié¥&fthis political engagement

also found echoes in his artistic production. Between 1970 and 1973, Beckmadt composed

fewer works than in previous years, and only a handful for large ensembles. Among them was
Historia de una provocacion, Op. 13B Tale about an Incitement972), a chamber opera for

soloists, acoustic instruments, and electronics.

A. First works in exile: Los satrapas and Chile 1973
When the coup took place, BeceBahmidt was in Switzerland, which effectively rendered him

an involuntary exile. Shortly thereafter, he obtained asylum in West Germany due to his diplomatic

status, a circumstance that facilitated his emergence as anprambice among Chilean exiles.

¥2fCon especial i nt en sladiberthd de@renseen Chilgué cimeskep la Embajada de
Chil e, en Bad Godesberg, en colaboraci-n con mi espos
BecerraSc hmi dt, Gustavo. AENn torno al exiRevistaMysicalCHilema t r an s i

Vol. 57, nos. 199, (200358

353 Brandt was known for hi®stpolitik which fostered improved relations with the German Democratic Republic (or
East Germany) in the context of Détente.. For more information see Fink, Carole, and Béfexd Sstpolitik, 1969
1974, : Eur opean aWashingsdn,dbCaGermBreHismrical kstitate, 2009.
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He | ater recall ed: il took a position against
Klein [...]. On that occasion, [Minister Counselor] Tomic delivered a very emotional and

condemnatory speech against ¥*he coup in the p

His immediate reactions to the coup were expressed in two musical works composed between 1973
and 1974. The first was the short pieos Satrapas, Op. 13®ie Lakaieni The Satraps based

on Pablo Nerudaés final p o%°Bcoredfdirvoicesandehdimberr Al |
ensemble with synthesizers, the piece serves as a denunciatiomolipiseas(coup supporters),

portrayed as mere henchmen of American intef@$@ne might interpret Becen®c hmi dt 6 s us
of avantgarde techniques such as his continued use of sprechstimme, advanced use of orchestral
instruments (hovering notes), and disuse of musical tempi in this and subsequent works as

intentionally ironic, giverthat such techniques had long been associated with artistic freedom.

Los Satrapashas recently been discussed in a brief analytical passage by Wolfgang M. Stroh, a
younger colleague of BecerBchmidt at the University of Oldenburg. Stroh identifies percussion
strikes and vocal gestures as tvidentawleropedsy pr i m
of the piece, where three side drum rolls are followed by screamed utterances in the afio voice

ANI xon, F r & iand then by furthbr @oérassive blows, which Stroh interprets as the

¥ATom® una postura contraria al golpe militar junto al
consejero] Tomic pronuncié un discurso muy emotivo y condenatorio del golpe de estado en la plaza publica de
BonBec&raSchmi dt, AEn t58rno al exiliodo, 58

355We will see that, according to Wolfgang Stroh, this was an update from an original poem in the Canto General, to
which Neruda added fseptWoHfgarlyMeStroheahd Danfeld &ugellie Videlh @grans).u bt i t |
2025. fAGusBSatnami BecEnr Al emani a De s Revistd MusiddliChilend®(24B)e Un Co
237.

3%6 The chamber ensemble is composed of flute, oboe, trumpet in C, a large array of percussion for just one player
(snare and bass drums, cymbals, two gongs: small and large, wood and temple blocks, triangle and tambourine),
amplified guitar and piano, bottsimg drive pedals and a voices (alto or baritone). These can be indeed substituted
with synthesizers but itds preferred to usShnidhles acoust |
sétrapas para solistas y ensamble de camar&ustavo Becerrsschmidt Werkepenscore, Institut fir Musik der

Carl von Ossietzky Universitat Oldenbuegcessed Decemver 7, 2025
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sound of gunfiré®’, These musical gestures are subsequently accompanied by the names of three
other South American dictators contemporary with Pinochet: Juan Maria Bordaberry of Uruguay
(1973 1976), Emilio Garrastazu Médici of Brazil (196®74), and Hugo Banzer of Bolivia

(1971 1978). (Fig 32)

Figure32 Los Satrapas, Op. 18% by Gustavo Becerr&chmidt, score, 1973 (MM-2)

f
)7 4
VOZ@ = 'fr‘r“-'f(\(‘f\?(-
o — E—
—_3— L 5 1
Nix-on, Frei,Pi-no-chet
The alto voice continues with a vocal l i ne t|
hungry hyenas of our history. o Melodically, 1

intervals, particularly minor seconds, which clash persistentlyium  t he singer cri e:
bl ood, 6 at one point even instructed to sing
section is especially striking because it consists of asscéppelladeclamation situated between

percussive and instrumental passages.

In the next section of the song, the alto line initiates a stark denunciation drawn directly from

Nerudads poem, now accompani ed (Fig33inmextpagk)ut e,
AS8trapas mil veces v Magdnashambrientas de dolares,
y vendedores, azuzados manchadas en el sacrificio

por los lobos de Nueva York.

357 Stroh, 237. A similar procedure will be studied in Garide ¢ cSaidg<Quartet No. 2

3%8 A note concerning Gustavo BeceBac hmi dt 6s opus number s: Prof. Wol fgang
Chilean researcher Daniela Fugielle, recently finished indexing BeSehmaidts prolific catalogue, counting over

280 works in total. The composer did not assign opus numbers to his works; it was only after Stroh and his team
completed this numbering that | was able to include them in the titles. As a result, the titles as taeynabee

bibliography will lack these opus numbers, unlike the indexing used in this thesis, which follovés Bieakification.
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de sus puebl ¥
Satraps, who are sold

and sell out their nations,
baited by New Yorker wolves.
Figure33 Los Satrapas, Op. 138/ Gustavo Becerr&chmidt, score, 1973 (MM. 1B4)

mar t i r Machkirgshsingry for dollars,
tainted in the sacrifice
and martyrdom of their people
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Los Satrapas, Op. 138ould later be incorporated into a larger project: the grand cabtaka
1973, Op. 142written for voices, chorus, large orchestra, and electronics, and conceived to be
accompanied by multimedia projections (film and video). Although the subject of the work was
the Chilean coup, the text was written in German to address West German esidiesctly and
engage them with a politically urgent
also from texts by Peter Weiss, Riga Ros, and anonymous sources. Significantly, the work

foregrounds fthe

359 Pablo Neruda in Becen®chmidt,Los satrapas
12-18.
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and identified only by their profession or social réleworkers, journalists, women, young men.
The Erste Arbeiter(First Worker) is the main soloist, and at the beginning of his recitative he
situates the Chilean social tragedy within the broader spectrum of twesdrdtiry political
violenced t he i c e nt @& rinyokingfeventsasuch as the Holocaust, the bombings of

Hiroshima and Nagasaki, and the Vietham War, among others. (Fig 34)

Figure 34 Cantata Chile 1973, Op. 142y Gustavo Becerr&chmidt, score, 19734: I. - Erste
Arbeiter (p. 56)
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The text is profoundly illustrative of the historical parallels at play, suggesting that the oppression
inflicted upon the Chilean people was commensurate with that experienced under the Nazi regime,

the devastation of World War Il, and the violence ofAngerican occupation in Vietnam.

Jedes Opfer, jener Kristallnadhich,

jeder gefallene Soldat dieser Erde;

jeder gehenkte Partisan seiner Heimat,

jeder erschossene Komissar,

dreitausendfach im KZ Dachau,

jeder Begrabene unter Bombentrummer zwischen Freiburg
London, Wien, Nagasaki und Hanoi,
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ausradiert wer nennt alle Namin

in Lidice, Ouradour, Hiroshima

jeder Hungernde verhungert

ich, Skelett, und blutende Wunde, lebend,
alle Leiden Uberwindend, unsterblitf.

Every victim of that Kristallnachd Me,

every fallen soldier of this earth;

every partisan hanged in his homeland,

every commissar shot,

three thousandfold in the Dachau concentration camp;
every oneburied beneath bomb rubble between Freiburg,
London, Vienna, Nagasaki, and Hanoi,

Erased who could name them al&

in Lidice, Oradour, Hiroshima;

every starving one who starved to death.

I, skeleton and bleeding wound, alive,

overcoming all suffering, immortal.

It is important to note that Becef@ac hmi dt 6 s musi c al | anguage was
more postmodern expressioiChile 1973 still employs unconventional notation and a
predominantly avangarde musical idiom; for instance, these last dialogues, spoken by the worker,

are placed as sprechstimme. Plus, the score, as it has been shown above, dispenses of regular time

signatures, masuring marks and generally, a sense of regufatity.

Much later in the score, Becer&hmidt also incorporates musical quotation. Notably, he includes
a direct citation of hi s Elpdebloauaidpjaraas Seedvemdido Or t €
sung by the altos and tenors of the choir. Although no specific visual image accompanies this

passage, it constitutes one of the workdos mos:s

360 Compiled from Peter Weiss, Riga Ros, Pablo Neruda and other anonymous sources by Gustav8®&enita

Chile 1973, cantata para solistas y gran orquestaGustavo Becerrsschmidt Werkepenscore, Institut fur Musik

der Carl von Ossietzky Universitat Oldenbubgy.

361 | must clarify this is an unedited manuscript, however, the general idea given in this manuscript is that musical
events happen in order, yet they are diispkre sleidedadn,d whir
written under conventional order rules.
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express their anguish over | oved ones (Flgost i n

35)

Figure 35 Cantata Chile 1973, Op. 142y Gustavo Becerr&chmidt, score, 19734: II. i El
pueblo unido tape (p. 485

In the final section,Liebeslied(Love Song), the unconventional notation, absence of time
signatures, and irregular rhythms give way to pandiatonic harmonies, conventional time
signatures, and commgoractice scoring, as well as more structured melodic writing. Equally
striking is the diller use of orchestral resources, which had previously been employed sparingly.
This closing section functions as a song of hope and liberation, celebrating unity and the shared

appreciation of the natural worf$2 (Fig. 36in next pagg

%The score indicates this recording of eight choral ba
with the music from the timpani that play at that ti me
363 BecerraSchmidt hailed from Temuco, a city in the heartland of Araucania. This region, far from Santiago, is both

the ancestral homeland of the Mapuche and an area of ancient forests dating back to the Jurassic era, surrounded by
volcanoes and pristinedkae s . The beautaypaofdonileidsd dleastattamnbmedt may

have inspired the composer to turn to nature as a common ground for imagining solutions to human conflict. Becerra
Schmidt,Chile 1973 85
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