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Figure 2. First List of Vidal’s Works from Catalogue by Zulategi (Date Unknown) 

In another catalogue, Zulategi writes the titles of the Suite movements as they 

appear in the three sources — seven movements instead of eight — with the “Funeral 

March” removed. Please see Figure 3. 
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Figure 3. Second List of Vidal Works from Catalogue by Zulategi (Date Unknown) 

Based on my musical analysis and historical research included in this document, 

and using the numbering of the seven movements from Zulategi’s second list, I believe 

that the five pieces composed during Vidal’s illness include the following: 

2. “Romanza sin palabras”  

3. “Serenata” 

4. “Soliloquio” 

6. “Súplica de Amor” 

7. “Ensoñación” 

 

The other three pieces not composed during Vidal’s illness likely come from 

collections written between 1890 and 1910. “Pequeño Preludio,” the first piece of the 
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Suite, may have been originally composed for string quartet. It appears in Zulategi’s 

catalogue of Vidal’s works as Prelude and Minuet for string quartet. However, the key is 

D minor, while the piano version, which is in Zulategi’s handwriting, is in C minor. It is 

unknown as to which piece was composed first. The original manuscript for piano by 

Vidal is missing, but the manuscript for string quartet survived. Regardless, the “Pequeño 

Preludio” is an earlier work, and represents Vidal’s experimentation with the fugue.70 

The second piece of the three that comes from earlier collections is “Miniatura: 

Mazurka,” which Vidal probably composed during the first part of the twentieth century. 

The piece is mentioned in some magazines and in fact it appears in a musical magazine as 

an independent piece before the rest of the Suite was conceived.71 Gustavo Yepes refers 

to it as the “second mazurka.”72 Since the number of mazurkas composed by Vidal is 

considerable, it can be inferred that if this work is also known as “second mazurka,” 

Vidal likely composed it before 1930.73 

The third piece of the three that comes from earlier collections is the eighth 

movement from Zulategi’s first list, “Marcha Fúnebre.” For an unknown reason this 

movement was removed before the Suite was published. The “Marcha Fúnebre” 

 
70. Luis Carlos Rodríguez Álvarez, phone interview by author, December 20, 2020.  

 

71. Ibid. The musical magazine was La Lira Antioqueña. 

 

72. Yepes Londoño, “Desarrollo musical en Antioquia: criterios de ejecución interpretativa de la 

obra pianística del compositor Gonzalo Vidal” [Musical development in Antioquia: criteria for 

performance practice of the piano works of the composer Gonzalo Vidal], 68. 

 

73. Luis Carlos Rodríguez Álvarez, phone interview by author, December 20, 2020.  
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originally appears in the collection of thirty-six piano pieces, dated 1893, and entitled 

Ensayos Musicales [Musical Essays]. It is the last piece of that collection.  

I believe that there are two possible explanations why the “Marcha Fúnebre” was 

removed from the Suite before publishing. The first is that Zulategi included the Funeral 

March as the last movement of the Suite because Vidal was sick, and the results of that 

illness might have been fatal. Vidal was known among his friends for his dark sense of 

humor, and as a joke, Vidal allowed Zulategi to include the “Funeral March.” However, 

since Vidal recovered, the march was removed by Zuletegi. The other explanation is that 

Zulategi removed the piece because it had already been published in the Musical Essays 

collection and had even won an award. This second explanation seems the most likely of 

the two.  

Musical Sources and Manuscripts 

While writing this dissertation, I had access to the surviving manuscripts (Vidal 

and Zuletegi) and the only complete edition of the Post-War Suite (published by Luis 

Carlos Rodriguez). I also had access to other archival and manuscript materials, which I 

will discuss further below. 

The three sources of the Suite include 1) the surviving manuscript of Vidal (sadly, 

only a few of his manuscripts survived); 2) a manuscript copy from Zulategi’s collection; 

and finally, 3) an anthology of works by Vidal, which includes the Suite, and was 

published in 1997 by Luis Carlos Rodríguez. The differences among the sources will be 

discussed as critical notes. I will use the following abbreviations for the sources as 

follows for the remainder of this document: 
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- Original Manuscript by Vidal = OM 

- Zulategi’s Copy = ZC 

- Luis Carlos Rodríguez’s Anthology = LA 

Vidal wrote details such as dynamics, tempo markings, pedaling, fingering, 

etcetera, in his manuscripts (OM), and those details do not always appear in ZC and LA. 

Musical Analysis of the Post-War Suite 

After the title of each piece of the Suite, I will include its key and time signature, 

and formal structure. Along with this information, a grading for each piece has also been 

included, based on Maurice Hinson’s system of leveling in the Guide to the Pianist’s 

Repertoire, fourth edition. In general, the pieces of the Suite range from intermediate to 

moderately difficult. 

 

1. Pequeño Preludio [Little Prelude]. Key: C minor. Time signature: 2/2. Formal  

structure: Fughetta in four voices. Difficulty: moderately difficult.  

The “Little Prelude” is actually a fughetta in four voices. Few Colombian 

composers of Vidal’s time wrote in a contrapuntal texture; the common texture used by 

Colombian composers was homophonic. Contrapuntal texture can also be heard in other 

pieces by Gonzalo Vidal, such as Homenaje a Beethoven: Preludio, Fuga y Tarantela. 

This Fughetta contains a tonal answer. The subjects and answers are presented in 

their entirety most of the time, and they appear in C minor and G minor. Vidal was  

clearly influenced by Baroque music when composing this piece, and it is comparable to 

some of J.S. Bach’s works. For instance, the rhythm and contour of the subject/answer of  
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this fughetta is similar to the Fugue No. 17 in A-flat Major, BWV 886, from Bach’s Well-

Tempered Clavier, Book II. Please compare Examples 1 and 2. 

 

 

 

 

Musical Example 1 J.S. Bach: Fugue Subject from Fugue No. 17 in A-flat Major, BWV 

886, from WTC, Book II, mm. 1-Downbeat of 3. 

 

 

 

 

Musical Example 2 Gonzalo Vidal: Fughetta Subject from “Little Prelude” from Post-

War Suite, mm. 1-Downbeat of 5.  

The subject of the Fughetta is four measures long and consists of quarter and 

eighth notes. The subject starts on the second beat of the measure, and the beginning of 

the head of the subject is marked by four quarter notes that provide a strong character for 

three measures. The tail of the subject is lighter in mood, and consists of eighth notes. 

The head and tail of the subject are shown in Example 3. 
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Musical Example 3 Gonzalo Vidal: Head and Tail of Fughetta Subject of “Little Prelude” 

from Post-War Suite, mm. 1-Downbeat of 5. 

The exposition of the Fughetta contains four full statements of the subject and 

answer, presented in each of the four voices in the following order: Alto (C minor); 

Soprano (G minor); Bass (C minor); and Tenor (G minor). Please see Example 4. In this 

example, it is possible to observe that Vidal does not use episodes between 

subject/answer statements — they start immediately after one another.  
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Musical Example 4 Gonzalo Vidal: Fughetta Exposition from “Little Prelude” from Post-

War Suite, mm. 1-20. 

After the exposition, from measures 17 to 22, there is a short episode in three 

voices, where a motive related to the tail of the subject is heard in an imitative texture. In 

this short episode, the thematic material taken from the subject appears inverted in the 

soprano; it is imitated in the tenor and is not inverted (please see Example 5). 
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Musical Example 5 Gonzalo Vidal: Short Episode Using Imitation Based on Tail of 

Subject of “Little Prelude” from Post-War Suite, mm. 16-20 Downbeat.  

This episode does not modulate and uses a circle of fifths progression in measures 

16 through downbeat of 19. The only ornamental figure in the fughetta is featured in 

measure 22 — a cadential turn. However, Vidal did not write the ornament symbol, but 

wrote it out as a quintuplet as seen in Example 6.  

 

 

 

Musical Example 6 Gonzalo Vidal: Quintuplet Ornamental Turn Figure of “Little 

Prelude” from Post-War Suite, mm. 21- 22.  

After this episode, there is one full statement of the subject presented in the alto 

voice in C minor, as seen in Example 7.  

 

 

 



 

31 

 

 

 

 

 

Musical Example 7 Gonzalo Vidal: Subject Stated in Alto Voice of “Little Prelude” from 

Post-War Suite, mm. 21-28.  

This statement is followed by another short episode which is four measures in length. At 

the end of this episode, there is an abrupt and short eighth rest after a half cadence in the 

dominant that leads to another full statement of the subject. This time the answer is heard 

in the soprano voice in G minor, and is followed immediately by the last statement of the 

subject. It is presented in octaves, and is abbreviated. The head is heard for three 

measures in octaves in the left hand, followed by two measures of sequential material 

featuring thick chords in the right hand and octaves in the left hand. Then, the tail of the 

subject, also in octaves in the left hand, appears and is slightly varied, as seen in Example 

8. 
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Musical Example 8 Gonzalo Vidal: Final Statement of Subject of “Little Prelude” from 

Post-War Suite, mm. 33-45. 

The ending features a perfect cadence stated three times (iv-V-i). However, the 

third statement uses with a Picardy third, as observed in Example 9. 

Critical Notes: 

Sources: ZC and LA. The OM of this prelude is lost. However, there is an OM of 

the string quartet version in D minor. As mentioned at the beginning of this chapter, there 

is a question regarding whether Vidal wrote it first for piano or string quartet.  

This is the only piece where a metronome indication appears: half note = 76 (the 

marking appears in ZC, LA, and the manuscript of the string quartet) 


