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ABSTRACT

The goal of thigext is to provide pianists who are interested in the Spanish
repertoire with a reference manual that offers a brief histonyeritlyy Spanish dances
that serve as a basis for the piano work&Ib&niz, Granados, Falla, Turinand
Mompou Information alout the origins, character, meter, steps, and typical rhythmic
patterns of the dances is providédthough the focus is on the regional, rhythmic, and
choreographic elements of the different songs and dances, musical examples are provided
to show how compsers used the forms as a basis for their piano wohkstext also
attempts to help pianists understand that the piano music of Spanish composers is stylized
and shows many ne8panish influences, including late Romanticism, Impressionism,
and early twatieth-century musical trendsncludedin thistextis a Historical
Perspective which contains information about Spanish folk and art musiéfarskshort
biographies of Spanish composers. Also inclugiedsome interpretiveonsiderations,
suggestiongor further studya glossary of related terms, an index of dances by location,

andanindex of piano works cited in examples

Xi



INTRODUCTION

As many ofthe pianists of todagiemonstrate aimterest in performing nen
standard repertoire, Spanish piano workgtemiduring the late nineteenth and
throughout théwentiethcenturyprovide an extensiveelectionfrom which to choose.

The challenge in playing the Spanish repertoire lies notiontyg technical and musical
difficulties, but also in developing a fundamental understanding of the legéosriain
folk music In particular, it is helpfulor pianists who play the Spanish repertoire to
understand something about the darbat havebeenused as a basis for these works
Spanistdances come from folk traditions trdgvelopedhroughouthe Iberian
Peninsulainceancient times.

Spainés folk traditions come from a var
back as the eighth century. All of these cultures played a role in the development of
musical traditions throughout the Iberian Peninsula. Also, the topography of the country,
with its rivers and mountains that naturally create distinct localities, helped to intensify
thediversityof folk traditions* whichwould later be explored by Spanish composers of
the late nineteentand twentieth centuries.

Although composers such BemenicoScarlatti(16851757) an Italian who
lived and worked in Spaimndhis studenPadre Antonio Solgi172983) wrote
keyboard compositions in the eighteenth century, the golden age of Spanish piano music
came inthe late nineteenth centuaynd cominuedinto the twentiethEarlier in the

nineteenth centurnyspanish keyboard music consisted mainly of salon pieces and opera

! Gilbert ChaseThe Music of Spaijr?™ed. (New York Dover Publications, Inc., 1959), 222.
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fantasias as a result of the political climate and musical S®mec ause of Napol e
military presenceén Spain Italian opea took precedence over nationalist music. Near the

end of the nineteenth century, nationalist composers such as Felipe @&dl1922)

and Federico Olmedd8651909) through their research, writing, and teaching of

Spanish folkmusic traditionshelpedto liberate Spanish music from thméluenceof

Italian music.

A new compositional era begaiith Isaac Albéniz (186A909) and Enrique
Granados (1867916) and was further developed Manuel de Falla (187#%946) and
Joaquin Turina (1882949) dl of whom were pianists as well as composé@isese four
helped to bring about a resurgence of nationalism in Sppair@07, a nowamous
meeting took place between Albéniz, Falla, and Turina at a concert in Paris in which
Turina took part. Afterwards, IBéniz took Falla and Turina to a café in the Rue Royale.
Turina later wrote about their encounter:

There | realized that music should be an art and not a diversion for the frivolity of

women and the dissipation of men. We were three Spaniards gathertabtog

that corner of Paris, and it was our duty to fight bravely for the national music of

our country?

Each of these composers found his own distinctive way of incorporating
nationalistic elements into art music. Granados embraced romanticismegratiwith
his refined, sensitive musical style reminiscent of Chopin and Grieg. His music is almost
devoid of any influences of the French composers he knew. A Catalan byeirth,

preferred the subtleties of Castilian music and art. The r@igitbéniz, by contrast, has

a Lisztianflair (he studied with Liszt). It alsshows the influence of Impressionism in

% Linton E. Powell A History of Spanish Piano MusiBloomington: Indiana Press, 1980), 49.

]Linton PoimelTlurimloac@wmot her o fClaiiehX¥, n&@Fani sh Nat i
(October 1976): 29.



spite of the c¢ompodements sf Anbausiaimklimssjc.Hiastyte r ev e a
is still somewhat romantic, bshows hisawareness dhe newermusicaltrendsof the
early twentieth centuryFalla and Turina, both of whom incorporated Andalusian musical
characteristics o their compositions, openly embraced Impressionism, although Turina
favoredFr anc k 6 s h ar mdallawasil falngaurmaged alnyd Stravi ns
dissonance

A fifth composer, Federico Mompou (189387), alsanade an important
contribution to the Spanish piano repertoire. $iisple,eclectic style is less virtuosic

than that of his compatrigtand much of his naicreflects Catalonian folk traditions.

Purpose of the Study

Thepurposeof this document is to provide a historical backgroundtier
Spanishdance most used by composers Albéniz, Grana#fadla, Tuina, and Mompou,
with specific examples drawinom their piano works. It is intendex a helpfuteference
tool for pianigs by demonstrating how thesemposersisedelements of the various
types of danceas a basis faheir piano worksThis textprovides information onboth
popular andesserknown Spanishdances andhows how thesestylesare often combined

within one piece of music.

Need for the Study

In order tohelppianists interested in studying the Spanish piano repettoire
understandhe correlation between original dance forms and their use by compmsers

more comprehensive text than those currently available is needed. Although much has



been written about Spanislongs andlancs, only a few texts focus otihe Spanish piano
repertare that is influenced by theskanca. Historical and masical information about
these dances and anderstanding of the influences of ancient cultures in Spain, which
paved the way for theevelopment oflamencasong and dancevill be of benefit.Also,
information about the steps of the dances, the rhythms, the gender identifications, the
character, and thastruments associated with each dandkehelp provide insight into

the interpretation oBpaniskpiano worksA thorough understanding of the
chaacteristics of a specific dance will prove helpful since the title of a work, often a
location, may only imply the dance used within. Lasdly,awareness oion-Spanish
influences such as Impressionignil be advantageous to pianists who choosexjalore

this repertoiré.

Limitations of the Study

It would be close to impossible to cover in detail all ofgbegs andlances
associated with the various regions of Spain. This pgapienited to discussions of the
twentysong and dance fornmsostoften used as models for the Sparpg&no repertoire
from the latenineteenth antventiethcenturies The focus othe discussioms onthe
pianoworks of Granados, Albéniz, Falla, Turirryd Mompou. Theres no attempt to
discuss all of the works ofiese composers. Only selected examgategicluded.
Written ources used as a basis for this discusarefimited to texts originallypublished

in English as well as those that have bpeblished in translation.

* Gilbert ChaseThe Music of Spair2™ ed. (New York: Dover Publications, Inc., 1959), 185.
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Organization of the Study

Thedocumentonsiss of this Introduction anthreechapters followed by kst of
dances byocation, an index of compositions included in thieidy, a glossary of related
terms,and a selected bibliography

C h a p t Mdistorichl,Perspective & a briefhistory of the evolution of Spanish
songs andlances. This chaptatso includs brief biographical information about the
composers whose works will logedin the following chapter.

Chapter2 A S pDaamic saiwvidesa brief description of eaathance,
including its origins, character, meter, steps, and typical rhythmic pattaitmsving
each descriptioare nusical exampleffom theSpanishpiano repertoire, brief
discussions of how each dance has been used by compogtssmeinterpretive

considerationsThe dances discussed in this chaptenorganized by meter:
Dances irE Br £Y4
(Jota, Segquidilla, Bolero, Buleas, Malaguéa, PeteneraPolo, Sole)

Dances in%a
(Sardana, Tarantas, Zapategdo

Dances irf%# £,
(FandangoGuajira, Rondéia)

Dances it or =,
(Farruca, Habanera, Tango

OtherDances
(Zambra Zortzico

The conclusiomprovides a brief summaryas well asuggestions fofurther study
and exploration.

Appendix1 lists Spanish dances hgcation.



Appendix2 lists all works citedn examples
A glossary contains related Spanish song and dance terms for reference.
The selectedibliographylists sources in the following categories: Books, Journal

Articles, Dissertations, Recordings, Scores, and Websites.
Related Literature
Books

Generabhistorical informatioron Spanish musican be found iThe Music of
Spainby Gilbert Chaseand inA Short History of Spanish Mudiy Ann Livermore®
Both of these textgace the history of Spanish music andude discussions of the
various types of songs and dances that have been produced inT®egialsoinclude
chapters about musical styledanends in Spaias well agliscussionslevoted to
important Spanish composers and their works. The combination of historical and musical
facts found in these texts provides an important basis for the study of Spanish music
Various publications dealingithi Spanish dancing and in particufEamenco
dancingare available forstudy J ose M. CaAnddlusianDanceBanal do6s
discussion of the history of Andalusian songs and dandesdivides dances in to four
categories, Classical, Theatricibndo, andFlamencg and discusses the characteristics
of each groupHe also includes photographs that serve as illustrations of various dances.

Anna | vTaeDercaid Spaioffersa history of the development of dances

® Gilbert ChaseThe Music of Spajr2™ ed. (New York: Dover Publications, Inc. 1959).
® Ann Livermore A Short History of Spanish Musgidlew York: Vienna House, 1972)

" Jose M. Caballero Bonalé)ndalusian Dancesrans. Charles David LefBarcelona: Editorial
Noguer, S. A., 1957



throughout all the regions of Sp& She includes Spanish ballet and theatrical dancing in
her discussion and talks about the influences of Spanish dances on the music and dances
of other cultures. She also discusses the international populafiédyngncodancing.

Cl aus S dlameado:rGgpsyiDance and Music from Andalusaaes the
history, ethnicity, and geography fidmencadance’ Schreiner includes chapters by
other authors that contain discussiohghe different types dlamencothe development
and techniques dfamencoguitar playing, and the various types of percussive sounds
that accompanffamenco

The Art of Flamencby D. E. Pohren contains essays that give an overview of
flamenca™ Pohren discusses the history, the cultures, the musical elements, the
traditions, and the commercialismftdmenco He includes stories aboflamenco
juergas(gatherings) and pictures flimencodancers and musicians.

Song of the Outcasts: An Introdwstito Flamencdy Robin Totton is a follow
up text t o THeArt&EFlamPrehT etntdsn 6 s pdescriiethse e i s t o
differences between dances and to contrast autHttiencowith commercial
flamenco She explains that song is the basis foifldmencogenre and she provides a
brief history of the different song forms or families that are related to dobeded

with the book is a compact dis€ sampleflamencosongs recorded in Andalusia.

8 Anna IvanovaThe Dance in SpaifNew York: Praeger Publishers, 1970).

° Claus Schreiner, edrJameno: Gypsy Dance and Music from Andalugians.Mollie
Comerford Peters (Portland: Amadeus Press, 1990).

°D. E. PohrenThe Art of Flamenga?™ ed. (Moron de la Frontera [Sevilla], Spain: Society of
the Spanish Studies, 1967).

" Robin Totton,TheSong of the Outcasts: An Introduction to Flame(Rortland: Amadeus
Press, 2003).



ThelLanguage of Spanish Danbg Matteo (Matteo Marcellus Vittucci) is
compiled as a dictionary and reference manual of Spanish dance terms. It contains both
historical and ugio-date information on Spanish dan¢ég&ach entry includes a
description of the dame, historical informatiomlong withregional characteristics, the
movements used in the danits,typicalrhythms, the type of dancers that are needed,
and the vocal and instrumental accompanimasseciated witthe dance.

La Mé&panish Dancings another source offering the historical background
of Spanish music with emphasis on the development of dance fdAnsAmerican
authority on Spanish dancing, La Meri provides a scholarly approach to the study of the
various region®f Spain and the dae music found within those regions.

An invaluable source highlighting the spirit and atmosphere of musical Spain is
Wal ter Spairki e®sMusicianods Jotfinthistwot hr ough
volume set, Starkie discussesaSpn 6 s mu s descabke®athiofshe cegions of
Spain and focuses otme Andalusian influencesn all of the music of Spain. He
discusseshe resurgence of Spanish nationalistic musical styles at the end of the
nineteenth century a@ncontinuing into the twentieth, ané imcludes condensed
biographies of severahportantcomposes.

A History of Spanish Piano Mudiy Linton E. Powell provides basic information

about significant piano works by Spanish composers from the eighteenthydbrmugh

2 Matteo Marcellus VittucciThe Language of Spanish Dan2® ed. (Hightstown, NJ: Princeton
Book Company, 2003

13 La Meri, Spanish DancingNew York: A. S. Barnes and Company, 1948).

“Walter StarkieSpai n: A Musician6s Jo yGenegayEdislih1958ugh Ti me



the twentieth™® He includes brief biographies of the composers, discusses the
development of the Spanish school of keyboard playing, and provides a glossary of
dancerelated termsHe alsodiscusses the influence of Spanish folk elements, as well as
important outside influencem each of the works mentioned. Includediisbook is a
chapter about the important influence of guitar technigpes Spanish piano
compositionsAlthough his book is beneficial to pianists who want to explore the
Spanish keyboard repertoire, it proggionly brief information abotite differentdances
along with their typical rhythmic patterns

Two biographies by Walter Aaron Clakaac Albéniz: Portrait of a Romantit
andEnrique Granados: Poet of the Piarigrovide a thorough insight into the lives and
work of both composer3.hesetextsinclude musical analyseof ther important and
influential piano workswith the primary focus of the discussions centean&panish
folk-musicinfluences.

A nonmusical ok thatprovidesimportant historical information iBogs of God
by James Reston, JtIt containsan account othe conflict between the Christians, Jews,
and Moors, and the resulting Inquisition that occuimetthe later part of the fifteenth
century.During this time, cemonarchd=erdinand Il and Isabellasbught to unify Spain

as a Christian nation and to achieve wartte power and wealth through the

15 inton Powell,A History of Spanish Piano MusiBloomington: Indiana Press, 1980).

1 Walter Aaron Clark|saac Abéniz: Portrait of a Romanti¢Oxford: Oxford University Press,
1999).

" Walter Aaron ClarkEnrique Granados: Poet of the Piafidew York: Oxford University
Press, 2006).

18 James Reston, JDpgs of God: Columbus, the Inquisition, and the Defestt@Moors(New
York: Anchor Books, 2005), 174.



explorations of Christopher Columbus. The events of this period affected the
development of Spanisdrt and culture. Through the influence of Ferdinand and Isabella

an evolution of music that was decidedly Spanish in character took place

Dissertations

Several dissertatiordeal with the history of Spanish folk music and its influence
on Spanish keydmrd music. Three of these deal with the music of Albéniz and the fourth
deals with the music of both Albéniz and Granados. Documents dedicated to discussions
of folk influentberiai folundle i Pa LAll bBwnae k 6Mast 0s
Structure in 61 b'8Joihand Fooyb el rsta arRce dAfl obr@dndi sz , fidT h e
Spanish Folk Music in the Plaamdo Pauwit &edloma
AThe | beria suite of adticeafaproblemddicksterpzece per f or
revealed through the interpolation of flamenco forms with transcendental techftidue
lecturerecital paper that contains a discussion of two different approaches to nationalistic
composi tion i s Vditonalé&pahishkalk Dé@nceaRhyghinsin thel r a

Piano Music of I|Isaac A¥b®niz and Enrique G

YpaulBuckMasti St yl e and Structure in 6lberiad by | sa.
RochesterEastman School of Music, 1974).

®John Robert Redford, fiThe Apopilancoat3uwibye fé IShpearniia
Isaac Albénin (DMA diss., University of Arizona, 1994

“Paul Verona, fAThe Iberia suite of Isaac Al b®ni
masterpiece revealed through the interpolation of flamenco forms with transcenglental b i(RMAe O
diss.,Manhattan School of Music, 1991).

Vi ncent AaditioBal $panish Folik Dance Rhyns in the Piano Music of Isaac
Al b®ni z and E (DMA lgaiuesreGtal papear, dPeabody Conservatory of Music, 2002).
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Other Sources

Importantbackgroundnformation about the Spanish pianpeetoire is available
fromthelinermt es of Al i ci a d e Sparsh piamenua®These ecor d i
notes have been provided by the following authArdonio Fernandez, José Luis Garcia
del Busto, Charles Miles, Lionel Salter, and Monsignor Federico Sop#iexliner
noteswere written bySara Davis Buechnéror her own recording of
works?* All of the listed liner notes provide a discussion of the compositional styles of
the composers as well as basic characteristics of the pieces included on the recordings.

An important websiteelated to Spaish dancingesflamenco.conincludes
encyclopedic entries with information about the history of each dance, its rhythmic

patterns, the use of the guitar for accompaniment, and passages that 4Te sung

2 Antonio Fernandez, Liner notdsaac Albéniz: Obras para piandlicia de Larrocha, piano,
EMI Classics CDM 7 64523 2,992 Antonio Fernandez, Liner notddanuel de Falla: Obras para piano
Alicia de Lariocha, piano, EMI Classics CDM 7 645271992 José Luis Garcia del Busto, Liner notes,
Musica Espafiola: Musica Para Pianptranslated by Barbara McSharméicia de Larrocha, piano,
London CD 433 922, 1992 José Luis Garcia del Busto, Liner notekjsica Espafiola: Misica Para
Piano Il, translated ¥ Barbara McShandlicia de Larrocha, piand,ondon CD 433 922, 1998 José
Luis Garcia del Busto, Liner notddsica Espafiola: MUusica Para Piano Ittanslated by Barbara
McShaneAlicia de Larrochapiano,London CD 433 9242, 1998 JosélLuis Garciadel Busto, Liner notes,
Musica Espafiola: Mdsica Para Piano IWanslated by Barbara McShardicia de Larrocha, piano,
London CD 433 922, 1992; Charles Miles, Liner notédpmpou: Spanish Songs and Danoglicia de
Larrocha, piano, RCA Victor CD 902625542, 1994;Lionel Salter, Liner note#lbéniz: Iberia, Navarra,
Suite EspafiolgAlicia de Larrocha, piano, London CD 417 8871988; Monsignor Federico Sopefia,
Liner notes,Turina: Obras para pianpAlicia de Larrocha, piano, EMI Classics CDM 7 64528 2, 1992.

% sara Davis Buechner, Liner notdsaqun Turina: Mujeres Espafiola$ara Davis Buechner,
piano, Connoiseur Society CD 4186, 1992.

®»Spain Ten Points S. L, #fFIl axoeh(acoessEdAugust270 htt p:
20009).
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CHAPTER 1

HISTORICAL PERSPECTIVE

During the later part of the nineteenth centiinationalisnd* became an
important basis for literature, music, and art. It began as a political movement with the
intention of uniting people through common cultural and historical traditions. In music,
nationalism developed as a reaction against German classicabtradind Italian opera,
both of which dominated European music. It brought about the inclusion in art music of
folk material of particular countries, regions, or ethnic groups. Folk songs, dances, and
their rhythms began to influence the compositiondéstgf many composers. Liszt,
Brahms, Rimskfk or sakov, GIl i nka, Mussor gsky, Bart
composers who embraced nationalism. Nationalist movements emerged in many
countries, including Russia, Poland, Hungary, England, the United StateSpairt.
Like most European countrigSpain had aich history of folk musiavhich strongly
influenced the compositional outpftits composersThis was especially evident in the
piano works that appearéukereat the end of the nineteenth century and throughout the
twentieth. Spanish composers who incorporated folk elements into their piano works
includelsaac Albéniz, Enriqgue Granados, Manuel de Falla, Joaquin Turina, and Federico

Mompou.

! Although there is a long tradition of calling the incorporation of folk music into art music
Anationalism,o this term is not entirely appropriat
nationalistic. This docuemt is not intended to be a discussion of nationalism.

20xford Music Online, S. V. fiNationalism in Musi c
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Spanish Art Music

During the first half of the nineteenth centunp great Spanish masterworks were
written for piana® Although DomenicoScarlatti(16851757) an Italian composer who
spent most of his working life in Spa@ndAntonio Soler(172983), a Catalan
composerwrotekeyboard music during the eightéleentury, thezarzuelaand
tonadilla, as well as Italian operaventually took over as popular forrmsd the
composition okeyboard musievaned Zarzuelasvere atype of opera that featured
spoken scexs mixedm with musical sceneand includednanytraditional Spanish
dancesTonadillaswere short, musical comedies that lasted ten to twenty minutes,
featuing characters from everyday litsnd incorporang bothfolk elementsaandpopular
music

After Napoleon inaded Spain in 1808 and made his brother Joseph its new king,
the continued influence of Italian opera brought about a decline of the Spanish lyric
theater. Because of the political and musical clinstmnpieces and operatic fantasies
by composers sudms Pedro Albéniwvere the primarpianocompositionswritten by
Spanish composers during this tinftewas not until the later paof the nineteenth
century that theesurgence of Spanishtimnalism occurred, beginningith composers
Felipe Pedrell (1841922) and Federico Olmeda (186909), who strove to liberate
Spanish music from the influence of Italian music. Pedrell thought that it was important
for every countryés music to be based on
folk songs and wote piano works that were influenced by Spanish folk elements. Both

composers, through their work with nationalist music, paved the way for composers Isaac

% Powell, History of Spanish Piano Musid9.
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Albéniz and Enrique Granadosho in turnwere responsible not only for the emergence

of the golderage of Spanish piano musibut also for bringing modern Spanish music to
the attention of the publitContinuing along this path were composers Manuel de Falla,
Joaquin Turina, and Federico Mompou. Although each of tsposers developed his

own individual style, they all magluse of folkelements in their compositions.
History of SpanishSongs and Dances

The history of Spanish songs and dances reaches bekeghth through
fifteenth centuries, venthe region ofAndalusiain the southeripart of the Iberian
Peninsulavas inhabited by Phoenicians, GkteeRomans, Visigoths, Jewdpors,and
Gypsies. From these ethnic growgpsch musical and poetic heritage evolved. An
important Andalusian center for music and art, the cityalfiZ(originally Gadir),
founded by the Phoenicians, was an active metropolis during the same period as Ancient
Rome.Cadiz later became one the foremost centers for dance inSpsnmusical
legacy of the variedultures playedrole inthedevelopment of thart of flamenco,
which became a vit al dupngthd latecefghteBnthacénn/ree musi c
instruments used by these groups for musical gatherings, includiogrtial, the
tambourine, triangles, and castanstsvel as accompaniment fonany of the dancesf

Spain

* Powell, History of Spanish Piano Musid9.
® ChaseMusic of Spain150.

® Vittucci, Language oBpanish Dance90.

" Shreiner, ed Flamencg 39.
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During the thirteenth centuryroubadourssserted their musicaifluenceupon
the northern regions of Spain while the musical traditions ofAthbs influenced the
South. After the fifteenth century, when the court of ClatHongs had been established
and Spain gradually became a more stable couttiffgrent types oflance began to
develop throughout the Iberian Peninsula. Northern daeoéed to be archaiahile
southern dances, because of the creative spirit dfridiles, were more innovative.
During this period, the Inquisition caused rBhristians to search for safe places to live.
As different groups, many of whom westescendants of Visigoths, Moriscos, and
Mozarabesmigratedsouth,east, and west, the oldeairttes theyhad preservedradually
took on newcharacteristic8

Two early dancewereprecursors to the developmentebdstSpanish danceshe
zarabandgsarabande) and tlthaconalchaconne)Both of these dances were popular
in Spainas far back as the sixteenth centliffne morefamiliar settings of these dances,
as used in Baroque suitésve nothing to do with tliveoriginal forms. Both dances were
originally considered lascivious and obscdnesome locations it was illegal perform
thezarabandaand thechaconaBoth the zarabandaandchaconawereeventualy
eclipsed bytheseguidillas manchegaa dance that became popular in the central region
of La Mancha® Theseguidillaand its variants will be discussed in more detsihi

next chapter

8 lvanova,Dance in Spain184.
° Bonald,Andalusian Dances30.

191 a Meri, Spanish Dancingg, 14.
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Eventually, the danced Spainbecame identified by region, each region having
its own style.The regions are subdivided into fiftyovincesthatoverlap one another,
and each district within a province is likely to have its own wapéany of the regional
dancesGeographicallythere are four groups of dancgstascomefrom the north
fandangosomefrom the southseguidillascome from the central and western regions,
andsardanascome from the easdt.Variants of these dancesadved, especially the
different types ofandangos: malaguefiggranadinas, murcianagndrondefasThese
are named after the various regions from which they céise, some dances became
gender specific, such as tfaruca, a dancdor a man and thsoleares a dancdor a
woman. Other dances are for cougesa) or large groups of peop(sardang.

As far back ashe eighth centuryhie southern region of Andalusarved ashe
centerof musical traditions of Spain. According to Manuel de Falla, three vital
components were essentialhe evolution of Andalusian folk music: the use of
Byzantine chant elements by the early Spanish chtiehinvasion and occupation by
the Muslims, and #harrival of the Gypsies, the majority of whom ended up in Andalusia
Another authoritynoted scholaMedina Azara, stressthat there is also a fourth
influence, the Hebraic, because of the similarities betweetathte jondoof Andalusia
and the chantised in synagogue servicésThe presence of the Jews in Spain until the

l nqui sition of the fifteenth century woul d

M vanova,Dance in Spainl166.

12 ChaseMusic of Spain223; Maximo Jose Kahn (a.k.a. Medina Azafajdalusian Popular
Chant and Synagogue Musians. Rose Freemdshill (Berkeley Heights, NJ: Oriole Press, 1956), 11.
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Cante jondo

A brief discussion of two basic genreante jondandflamencqis essential for
an understanding of the development of Spanish daAddending of Andalusian folk
music and Gypsy musical traditiortgnte jondadeveloped over a period of three
hundred years, beginning in the late fifteenth cenfling termcantejondo (deep song)
comes from the Gypsies, who had a preoccupation witlh desainelodies show
Byzantine and Oriental elements and are often characterized by sadness and tragedy.
Typically based on the Phrygian scalante jondanelodiesusuallymove wihin a range
of a sixth. They aresung usingjuartertoneinflections that help to express the text.
Sliding between pitchemndchantlike, expressive embellishmerdse commonAn
important feature is an obsessive utilization of repeated notes surrdunded
appoggiaturasThese are sung like an incantation and give the melodicriaechaic
quality* The verses ofante jondare callectoplas

Several types afante jondaexist. The most evocativeemotionaland
fundamental type ithe seguiriya gitanawhich developed through the influences of the
musical traditions of the Gypsié5lts verses focus on love, hate, and déath.
Rhythmically, theseguiriya gitands difficult to notate in its purest form. i often
notatedn alternating meters: 3/8 and 3Idis accompaied by the guitar which also

providesfalsetas (instrumental interludgdetweerthe sungrerses.

13 ChaseMusic of Spain224.

4 playera,anotherterm that is used interchangeably wseguiriya gitanacomesfrom the verb
plafir, whi ch means Ato | ament. o

Bpaul Verona, AThe I beria suite of Isaac Al b®ni

masterpiece revealed through the interpolation of ffameo f or ms wi t h tr dDMAcendent al
diss., Manhattan School of Music, 199315.
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Flamenco

Perhaps the most important musical tradition to come out of Andalusia is that of
flamencoThe wordflamencd i t er al |l y means AFl emi sh. o0 Hi s
the origin of the word and what it actually means or implies. It has been thought that
many of the Gypsies, who played a role in the development of this form, emigrated from
Flandes to SpainAnother hypothesis is thBamencocomes from the Arabic word
Afelago and Amenguo which together mean df
Arabic people of Andalusia who escaped to the mountains during the Inquisition. Spanish
speaking people eventually changed the wordlamencoand it was then used by the
fugitives as a musical terfiRegardless of its originfamencoevolved fromthe music
of oppressed peoples.

In its early stagedlamencogrew out ofcante jondg expressinghe sufferings of
the persecuted peopl&sThefull-fledgeddevelopment oflamenco with its three
fundamental elementsante(song),baile (dance), andoque(guitar), did not crystalize
until the late eighteenth century. Also importantlamencoarejaleos(rhythmic sounds
that accompany performers). These inclpdnmas(rhythmichand clapping)pitos
(finger snapping)gritos (shouts) andbaculos(tapping wooden cane¥jFlamenco

dancingoftenemployszapateqfoot stamping), an element borrowedrfr Andalusian

18 pohrenArt of Flamencp44-45.
" pohrenArt of Flamenco45.

18 vittucci, Language of Spanish Danck21.
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folk music.Onelast, vitalcomponenbf flamencas duendgdemon or spirit)which,it

is said inhabits and transforms the performef$lamenco*®

Castilian and Catalonian Folk Music

Manysongs and dancesolved fromCastilian andCataloniarfolk traditions
Both Castilian and Catalonian folk meled show the influence of plaang and like
Andalusian folk music they often have modal characteristitisough they are less
Moorishinfluenced Theuse ofmajor and minors alsocommon in many Castilian and
Catalonian folk song<astilian melodies often end wighdominant cadence, a common
occurrence in Spanidblk music. Catalonian melodies are often characterized by
chromatic alterations, especially of the thicdle stepywhether the mode isajor or

minor 2°

Spanish PianoMusic

The influence of Andalusian folk musimcludingcante jondaandflamencgis
especiallystrongin the works of Albéniz, Falla, and Turinand to a lesser degree in the
works of Granado$' The GypsyAndalusian scale, with its Phrygian caderisaften
usedby these composess a basis fanelodic materialAnotherinfluenceis thatof the
guitar, most noticeably in #gnworksof Albéniz, Falla and TurinaBecause of its

strummed chords andytihmic intensity, the guitar supplies an innate sense of musical

19 Shreiner, ed Flamenco26.

%0 ChaseMusic ofSpain 230, 234, 236.

Z0lga Ll ano Kuehl, fAThe Piano MusClader¥fnoSpai n:

(October 1976): 1-48.
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feeling for Spanish composgrAccording to Joaquin Rodrigo, the ideal guitar envisioned

by Spanish composers is a fistrange, fantas
oftheharpie tail of the pi aff8paniskakeyboatdoeposersul o f
havefound inventive ways to recreate the two primary guitar technigéise piano

rasgueaddthe playing ofrepeated, strummed chondbich may produce an internal

pedal poin}, andpunteaddthe playing of individual notg$>

Isaac Albéniz(18603-1909)

Born inNorthern Spain irCamproddén, Girona in Catalonia, Isaac Albéniz was a
child prodigy who playethis firstpublic piano recitakt age éur. In his youth he often
ranaway from home to play concer#t age twelve he embarked on a concert tour of
North and South America. During his teen years, he was back in Europe andgstudy
with Liszt in Weimar and Rome. He later studied composif@ori85) with Felipe
Pedrell, whaaughthim to appreciate the folk music traditions of Spain.

By 1893Albéniz had settled in Parisvhere hebecame friends wlhit Chausson,
Dukas, F dndy, &d ultienatedy tadght piano at the Schola Cantoiiurere he
wasexposed to the music of his Russian and French colleaghies brought about a
change irhis composition style. He had already composed many pieties popular
salon style, buthen hedecided to rejedhis style and explore composition on a deeper
level. He also wanted to write music thiaicorporatedhe folk elements of his homeland,

especially that of Andalusia. During the 1880s and 90s he composed his earliest-Spanish

ZLint on P o vEdfdctsin Sparh PianaMusidiano Quarterlyd2 (Winter 197576):
43.

BpoweGuli,t ar Effects, o 40.

20



stylecompositions for piano, includirguite EspafiolgEspafia andCantos deEspaia
These works demonstrateshnterest irflamencg including the recurring use of the
malaguefiawhich is a regional variant of tfiendangc®
Musicians have found it challenging to describe Albémzature stylebecause
he was neither a true romtsc nor a true impressionjdtut perhaps a combination of
both His mature compositioreredescriptive of the landscapasdof people of his
country.He reacheccompositionamaturitywith his piano worlkLa Vegaa work that
contains hints ofhe peteneraan Andalusiandance The work containsontrapuntal,
chromaticwr t i ng reminiscent of Franck and sonor
This nationalist work paved the way for his fimsdmost important piano work,
Iberia.®®
Composed étween 1905 and 1908)eria containstwelve musical pictures of
scenes and landscapes fodimeughout Spain, especially Andalusia. Most of the titles
are names of locations, and elements of the dances of those regions serve as foundations

for the pieces.

Enrigue Granados (1867%1916)

Like Albéniz,EnriqueGranados was Catalan. Born in Lérida, Cataldmeand
his family later moved to Barcelona, where he began his musical instructimuata
ageten His primary piano teachevgere the Spanispianist Juan Bautistaujol and
Charles de Bériot. Pujol operated his own school, Academia Pujol, and was the author of

a treatise on piano playinjuevo mecanismo del piafd New Approach to Piano

24 Clark, IsaacAlbéniz 64.
2 Clark, Isaac Alkéniz, 2023.
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Technique) Granados studied privately with de BérioBParis, because a long illness
made it impossible fdnim to attend the Conservatoméhen he was the accepted age
Like Albéniz,hewas also a virtuoso performer, but he was less interested in travel than
his compatriatso he gave concerts mainly in Spand France. He also studied
composition with Felipe Pedrell, although he did not embrace nationalism as ardently as
his teacher.

As a composer, Granados was tied to the past and chose to write in a refined,
noble style that embraced th@mantic elegancef Chopin. His mature compositions
reveal an inclination toward lafRomantic trends such as wandering chromatic passages,
virtuoso gestures, and thematimnsformation$® His compositions tend to show the
influence of the cultural traditions GfastileandMadrid rather than those of Andaluda.
Exceptiorsto this are evident in four of themelve Spanish Dances, Nos.Qriental), 5
(Andaluzg, 11 gambrg, and 12 Arabescy, all of which are indeed Andalusian in spirit.
Other nationalistic pieces inda theSeis piezas sobre cantos populares Belas.
Otherwise, Granados has often been judged in a negative light for the lack of Spanish
temperament in his music as compared to that of his compatriots. Altheugkd folk
elementsnmany of his works, they do not demons:H
of Albéniz and Fallg®

In 1909 Granados composed his masterp@ogescasOne of the most

important contributions to the Spanish piano repertoire, this suite of six pieces was

% carol A. HessEnrique Granados: A Bi@ibliography(New York: Greenwood Press, 1991), 8.
" Clark, Enrique Granadosl112.

% powell, History of Spanish Piano Musi83.
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inspired by paintings and tapestries of Francisco Goya {1828). Other influencesn
the composition oGoyescasnclude eighteentlcenturytonadillas(short musical

comediesps well agpopular and traditional folk music.
Manuel de Falla(18761946)

Consideedby many to be the greatest composer of Spain, Manuel de Falla was
born in Cadiz. Like Albéniz and Granadbgwas also a pianistndstudied with Felipe
Pedrell.His first pano teacher was his mother, tath of his parents encouraged his
music studies. In the 1890s he moved to Madrid, where he studied with José Trago, a
prominent teacher, at the Madrid Conservatory of Musiclaaamation. During his
youth, hedeveloped many personal characteristics that would eventually provide a basis
for his work as a composer. These included his sharp imagination and creativity, his
strong religious feelings, and his love of the folk music of Andaftisia.

To Walter StarkieFal | ads musi c e vOMthowmhmostef soul
his music is entrenched in Andalusia, it reflectsghalitiesof all of Spainas well as
foreign and contemporary influences. While in Paris, he met Dukas, IEebussy, and
Ravel as well as Ihéniz.He became part of the Debussy circle at the Paris
ConservatoireAs the result of his studies and acquaintances in Paris, several of his
compositions showninclination toward Impressionism, includitdpches en los

jardines de Bpafna(fiNights in he Gardens of Spai He looked towad the future as a

2 Nancy Lee Harpeiylanuel de Falla: A B®-Bibliography(Westport, CT: 1998), 14.

OstarkieSpai n: A Jdmeyillldd7an 6 s
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composer in thatis works are often more savage and dissonant than those of his
predecessors.

An i mportant part of Fallads work was h
characteristics ofante joro. In 1922 he organized@ante jondacompetition for
flamencosingers. Its purpose was to rediscover the traditions and puagntg jondo
which he felt had been cheapened by the use of tonality and modern scales as opposed to
modality and a narromelodic rangé’

In spite of being a pianist, Falla wrote only a few compositions for pldiso
principaloriginal piano works ar€uatro piezas esfmlasandFantasia baeticaHe also
wrote piano transcriptions of dances from his operaida breveandfrom his ballet<El
sombrero de tres picandEl amor bruja Possiblybecause otheir accessibility and
popularity, his piano transcriptioase grformedmore often thatis origind piano
pieces.

Joaquin Turina (18821949)

Joaquin Turina, aomposer who wrote extensively for the piano, was born in
Seville. He studied piano with Enrique Rodriguez while an adolescent and achieved
recognition for his performance of an operatic fantasy by Thalberg. Between 1902 and
1905hetraveled between SeldlandMadr i d t o study with Fall abd
During this time he became friends with Falla. The three years he studied in Madrid

preparechim for his one aspiration: to study in Paris.

31 Suzanne Demarquellanuel de FallaTranslated by Salvator Attanas{@hiladelphia: Chilton
Book Co., 1968 144
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In the fall of 1905, Turina moved to Paand begastudies at the Schola
Cantorum, a private music school that had been founded in 1894 for the purpose of
advancing French church music and continuing the musical traditi@®ssaffFranck.
Composer Vincent dol ndy woatke sdoal.eNVhiehtthe he f owu
Schola Cantorunfurinastudied piano with Moritz Moszkowski, a composer who was
known for his salorstyle Spanish pieceAs a composefTurinamaintaireda balance
between the conventions of Frarakd the new ideas of Debussy. As hes\ighly
regarded as a pianist, it is not surprising that more than hiai$ cbmpositional output is
for piano®?

Turinads distinctive compositional styl
influences Andalusian and regional idioms, the harmonic taage of Franck, and the
Impressionism of Debussy. Although he composed darge-scalepianoworks,
including two fourmovement sonatake preferred writing shorter, descriptive works,
most of which are included in suites of five to eight movemeath He usedactual folk
songsonly occasionally, but himelodies are generally Spanishsound havinga modal
quality because of the emphasis on the dominant via a Phrygian catistace; of his

piano compositions aifgased on traditional darse

Federico Mompou (18931987)

FedericoMompou another composer who wrote extensively for the piano, was

born in Barcelona. His earliest studies were at the Conservatorio del Liceo with Pedro

#Linton Powell, fAJoaqu2n Tur i nClavierAnmit7her of the
(October 1976): 29.

% powell, History of Spanish Piano Musi®9-102.
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Serra. When he was eighteen he moved to Paris to study composition with Marcel
Samuel Rousseau and piano with Isidor Philipp. His first published Wwopkesiones
intimas(1911-1914),already demonstratessiiompositionaktyle, which hedescribed as
primitivista.He chose tancorporateprimitive folk elementsnto his musidn order to
achieve a simple means of expressib8ubtle degrees gfiano sonorityalsobecameof
primary importance in his work.

Mo mp ocoerdpssitionaktyle can also be describad eclectic. Harmonically,
his music shows the influence lofipressionismThe simplicity of his overall musical
structures shows the influence of Satie. He often makes use of \sjuated intervals,
sometimes ghewskey signatures and barlines, and agoexpected cadenceésis piano
works arealsosaturated with Catalonian folk elements. This is especially the case with

his Canciones y danz#&8which may be considered his most popular works for piano.

¥StarkieSpai n: A JMmeyil:d33an o s

% Charles Miles, Liner notes fdlompou:Spanish Songs and Dangédicia de Larrocha, piano
(RCA Victor CD 9026625542, 1994), 4.

3 powell, History of Spanish Piano Musi¢078.
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CHAPTER 2

SPANISH DANCES

This chapter providesrief descriptios of the Spanish dances most often used as
a basis for the piano works of Albéniz, Granados, Falla, Turina, and Mompou. Included
are theorigins, character, meter, steps, &ypical rhythmic patternef the danced The
rhythmic patternare often quite variable, and thqeevidedfunction merely as
examples. Spanish composers rarely follow the rhythmic patterns exactly because their
piano works are stylized, but the character of the dance is always present. Smse pie
are named after locations, so that the dance from that particular location is implied.
Following each descriptioare musical exampldsom the Spanish piano repertqileief

discussion®f how each dance has been used by compamsisomeperformance

suggestionsThe dancesrearranged by metef & £//4%+ £, ¢ or g, other.

All Spanish dances havegionalchaacteristics, the dances Nbrthern and
CentralSpaincontrasting with those of the Sodftfthe Northern regions include
Asturias, Galacia, Leon, Old Castile, Navarra, Aragon, the Basque Provinces, and
Cataluia (to the East)Northern dances display economical, graceful movenserus
tend to be for two or more dancers.

The Central regions of SpainegExtremadura, New Castile, La Mancha,

Valencia, and Murcia. Although the dances from the Central regions have their own

! These rhythmic patterns come from the following sources: Linton E. P@welistory of
Spanish Piano Musi(Bloomington: Indiana Press, 1980), 184; Alfred Blatter Revisiting Music
Theory: A Guide to the Practig®lew York: Routledge, 2007), 28; and Matteo Marcellus Vittuthi
Language of Spanish Danc@? ed. (Hightstown, NJ: Princeton Book Company, 2003p.

2 lvanova,Dance in SpaitfNew York: Praeger Publishers, 1970), 166.
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regional characteristics, they also incorporate influences from Northern and Southern
dances.

Andalusia, he Suthern regiorof Spain includes the provinces of Almeria,
Cadiz, Cérdova, Granada, Huelva, Jaén, Malaga, and SeMHay leading authorities
believe that the art of Spanish dancing had its origins in Anddi@athern danceare
bolder and more colorful than those of thlees regionsThey alsdfeature more exotic
and virtuosic movements that those of other regions and many of them are for solo
dancersMost of the dances adapted by Spanish composers for art music come from
Andalusia.

Included in this chaptaresuggestions for musical interpretatitmat arebased
onacombination of historicadnd culturainfluences, nofSpanish influences, and the

study of recordings by foremost interpreters such as Alicia de Larrocha.

% ChaseMusic of Spain223.

* La Meri, Spanish Dancing32-33, 6163.
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Dances infd £%

(Jota, Seguidilla,Bolero, Bulerias, Malaguefia, Petenera, Polo, Solea)

Amongthe Spanishdances that are written in triple meter, there is a wide variety
of style andndividuality, duemainlyto theirregional characteristics. Theta comes
from Northern Spain, theeguidillaandbolerocomefrom Central regions, and the
bulerias malaguda, peternera, polo, and solede allflamenceinfluenced song and
dance form$rom Southern Spain. Northern and Central dances tend be more joyful than
Southern dances, which ofteave a dark, brooding qualityThejota, seguidillg and
boleroare all popular dances that have served as the basis for many compositions,

including those of noi$panish composers.

Jota

The fAfat her 0 o fjotasspfauncersih origirand mag/ be, argiietd e
as Greek or Arabic. It comes from Nlwern Spain (Aragon and Navaritzut appears in
other locations and in many varieti€riginally used as a curative, much like the Italian
tarantella® thejota is quiteexuberant. It isisually writenin a fast, triple metewith one
strong pulse per band is characterized by recurritriplet figures(ex. 3.1)’ These
tripletsare often similar to inverted mordents. It is a dance about social encounters and
courtship, and is performed face toddny couples. Wearingpargatas(hempsoled

sandals), they execute the steps with the weight of the botihe drall of the foot, a

® ChaseMusic of Spain226.
® lvanova,Dance in Spain16667.

" Powell, History of Spanish Piano Musit85.
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feature common tblorthern Spanish dangél'he steps are somewhat acrobatic, featuring
kicks, leaps, and turnslyweays reqiring precision. A traditiongjota includes sung
sections ocoplasbefore or throughout the dant®lucked instruments (mandolines,

guitars) as well as tambourines andtaaets provide accompaniment.

Ex. 3.1, typicajotarhythmic patterns

£éidiet | gtrr | grdtrt | gtrr |

Variant:

Egrdtr Y|qrr | g;.urY]q. |

Jotas have been written by neBpanish composers such as GottschadkJota
Aragonesa , Bi zet ( En tQadnarg Glieka €Capricdlodotillante \dn tlee f
Jota Aragonesd, and Liszt (thgota aragonesaection ofRhapsodie Espagnqgle
Although these composers specify jbi in their scores, Spanish composers usually use
descriptive titles or name their works after the locations from which the votass
originate. Exam@gnloe sanodf fitNhaivsa rarraed fbAyr aAgd b ®ni z
jotais the basis for these pieces.

The beginning ofi Aréa g fSuite BEspanolédy Albéniz(ex. 3.2) shows a
spiritedjota that follows the characteristic rhythmiatferns of the dance. In fithe
rhythmicpattern changes, a typical occurrence injokee In m. 8 the original pattern

returns with a striking change of key.

8 Vittucci, Language of Spanish Danck23.
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Ex.3.2A1 b®ni »pn 0 AfBuiteaBgppanolanm. 111

PIANO AP ,\/%__ ] AT I poco 7f

I n the begi nni n gCuarbPiedas Espagialdayd-allaex. 3.68,r o m
the lefthand melodic material in mm-:4L features a variafata rhythm including the
typical triplet figures. This piece also reveals the exuberant character expecjethof a

Thesforzandaaccents on the downbeats emphasize one strong pulse per bar.

Ex . 3.3 Fal l a CuafroPiezamgbEspaokand. -flr o m
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Fort he mel odi ¢ Rmeadue rditetidoyfranfGoyéstages. 3.4
beginning in m. 8) Granados quotestiieadilas ong A Tijpaha odédly Bt as
Laserna, aongthatwas popular during the eighteenth and nineteenth centuries.
Granados ornamented the original melody with triplets and added a propulsardikel

arpeggiated accompaniment, transforming the song ijot@.a

Ex. 3.4 Granados, GdyéscasnmRrR@Q ui ebr oso from

7 [Allegretto]

3 = . - /q
.nmoztaamacerb’.l ﬂ -bﬁ —, = f:l | ‘k‘ @%” ﬁ 3'. :
—— v"r"" %1

2

d—“

ten. un poco

i

S

e

AEx al t acDanzasd-anfasticalsy Turina (ex. 3.5) is yet another spirited

Aragonesdota that contains variant rhythms but has the characteristic triplet fiure.

° Clark, Enrique Granados12528.

19 steven Ledbetter. Program notesJorquin Turing Danzas fantasticaOp. 22,
http://www.newphil.org/pages/calendar _ticketsf¥classicsconcert3 notes.htatcessed April 25,
2010).
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Ex . 3.5 Tur i nabDandzZaarddsticaantni 12220 f r om

L THL K
40U
LN
(YR
LIILh
4l
4l
LYIETN
\m
LN
[ 101

17 ——— = o o

EREEEE

L YL
Ll
LI
feu
LY
L 10e
LI e
[eu
LIS
ol

All of the abovgotasare similar in character even though they were writtg
different composers. Yén playing gota, a dight lingering on primary downbeais
appropriate. To maintain the spirit of the dande]dts shouldalwaysbe played crisply
andpreciséy. Thejudicioususe of rubatavill allow tempoflexibility, but shaild never
distort the rhythms of the dana&n overall £nse of spirit and jowill help the character

come through

A calmer type ofota, known as th¢ota navarrawas used by Albéniz for the
second theme df E v o ¢ droni Ibenadex. 3.6, mm 5561). Becausef its songlike
quality, this theme is representative afapla(song stanza)f thejota.** This should be

playedmoregently and expressively.

1 Clark, Isaac Alléniz, 226.
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Ex . 3.6 Al b®ni dberiafmmivb@cdaci - no fr om

52 [Allegretto espressivo] fueo mens. Tempo. o
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There are mangtherexamples of thgta in the Spanish piano repertoire.
Spam sh Dance No. 6 (subtitled jpotRwithaal | a ar a
copla?fiNavarrao and fAZaragozad by Al b®niz, bo

jotas i Al me r 2lbetiacéntais elements ofjota copla®®

Segquidilla (from seguir, fito followo)

A highly popular song andance in a quick triple meter, teeguidillabelongs to
central and western Spain anaigginally from La Manchalt might beconsidered the
quintessential dance of Spdfhit has a rustic quality and is characterized by its joy and
playful springiness. Important featurieslude intermittent dotted rhythms and the

occasional use of hemiola. Danced by couples in lines that towaed and away from

12 Clark, Enrique Granados35.
13 Clark, Isaac Allgniz, 234.

4 |vanova,Dance in Spainl168.
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each other, it requires precise footwd*Rhe arms are extended upwards and the upper
body is still while the feet perform the animated st€mplasare intermingled with the
dances, and the guitar, castanets, and the tambourindgemcompaniment. Sudden
stops by the dancers during the dance add to its individual character. Guitar playing and
singing continue when these pauses occur.

Theseguidillaexists in severatarieties including theseguidillasmanchegas
(from La Mancha ad intheminor modg, and theseguidillas murcianafrom Murcia

and in the mjor mode)the (seguidillag sevillanag(from Seville and irthe major mode.

Ex. 3.7 typical seguidillarhythmic pattern

&ttt | qgtr;.u | grttt | qgtr ;u |
Therighthand mel ody of 0 EThe GaedendRCapualnBpmCa p u e i

T u r i Jardiies de Andalucjap. 31(ex. 3.8, mm. 2226) follows the pattern above.

Ex.3.8, Turinaf EI j ar d2 n d darddhesmemdalugap. 3fl,mm. 1828

19 [Allegro vivace]

24
{)
S ES TR

5 vittucci, Language of Spanish Danc225.
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Sometimes the melody ofsgguidillawill begin with an anacrusis, asktha | | a 6 s
fi D aarde los vecinos (Seguidill@gDance of the Neighbor&jom his balletEl
Sombrero de tres picgex. 3.9) The composer has also incorporated a gypsy tune into
this dance. Although this example has a different rhythmic pattern from the one above, it
still has the characteristic dotted rhythms associated witbetipaidilla The excerpts
i ncl uded agown pianodramschpiidn.l a 6

The rhythmof this piece needs taounce but be settled into the beats. This
particularseguidillahas a light quality and should gently propel forward. Following

Fall ads specific dwhephnasestofioeniwvesn gs wi | | al |

Ex.39Fal I a, i Da n z éomdEkSormbeem destrescpicasim &-&®
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After the meter changes to 3/8 in m. 8, a section witrageitfects follows in m.
9 (ex. 3.10)Here careful pedaling is needed, mostly in light touches to create the
punteaddplucked)effect.

36



Ex.3.10Fal | a, i Dan z &éomEESorhbees devtrescpicamm §-1b
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This piece features a festamping ad palmas(rhythmic clapping) section
beginning in m. 80 (ex 3.11)he stamps and claps occur on each beat of nv&8380

This section shouldlsobe played mstly dry,with only light touches of pedal.

Ex.3.11Fal | a, f Dan z &omEkSormbees déves gicosmmm $G89
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The fAmot her 0 otlie AfBguaiaminfeidncedseviianasis an
offshoot of theseguidillasmanchegasit is more animated than other typeseguidillas
and is lighter in mood than most Andalusian darié&svillanasare danced during
fiestas and théerias (fairs) that come after Holy WeékHeeled shoes are required for
this dance because the steps often include stamping.

InfAi Tr i (@n3ald lefthandandi Er i {ea §.EHonm. 3 and $rom Iberia
by Albéniz, livelysevillanasrhythms aboundBoth pieces are especially dense and
requireskillful balancing of the textures in order to bring out telodicmaterialas well

as the underlying rhythms

E x . 3.12 Al b®ni z, B-Tlr i anao from | beri a, mm.

9 [Allegretto con anima]

1% lvanova,Dance in Spainl169.

7 vittucci, Language of Spanish Dan26.
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Ex. 3.13Albén i z , NanoE r fiberamm. 1-6

Allegretto grazioso M.84 :J
4

mareafo

A possible variant of thseguidillais the songike siguiriyas gitanas® Because
it serves as basic elementaainte jondothesiguiriyasgitanasis usually more serious in
nature than theeguidilla Traditionally, it is accompanied by the guitar, and metrically
alternates between 3/8 and 374n piano music, it may bfeundin a dance section or in

acante jondcsection.

Ex. 3.14 typical siguiriyas gitanagshythmic pattern

AC patts g Y| g;.ug;.ug;.ul

Turina used thsiguiriyas gitanaghythm for the melodic material found in
i Segui r iDgnaas Gitamasom &, beginning in mm. 72 (ex. 3.19n this

example, the rhythm ithe same as above mdtatedentirelyin 3/8.

8 vittucci, Language of Spanish Danc27.Siguiriyasis a corrupted gypsy term feeguidilla.
9 ChaseMusic of Spain224, 225.
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Ex.3.15Tur i na, # S dgnzas GitayasOp. 84, mmo. mB1

70 [Allegro vivo]
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iAEI Al floralbecizby Albéniz has acantejondosection (ex. 3.16that is
based on both Byzantirshant (melodically) and theiguiriyas gitanagrhythmically)?°

The cantewith variantsiguiriyasrhythms begins in m. 69 and is followed flaysetas

(guitar interludesin mm. 7374.

Ex.3.16Al b®ni z, A EllbeAa nma67e42 no fr om
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Pod e aveo la petite pedale et bien uniforme de sonorite, en

cherchant celle des instruments a anche

®pPaul Verona, fiThe Iberia suite of Isaac Al b®ni
masterpiece revealed through the interpolation of flamenco forms with transcendéntaliteg u e 6 ( D MA
diss., Manhattan School of Music, 1991), 196.
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Ex. 3.16 (cont.)

a Tempo
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Other kamples of theeguidillaincludefi Ca s t i |Suite Bspdfioléy m

Albéniz. Seguidillar hyt hms can be

found i
AnCanci

n Turi
e dCudntas de Es@ahQp 047. fThesevilanasserves as the

SuBeeEgpiola byaAlbéniz. r o m
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basis for
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Bolero (from volar, to fly)

Thebolerg a dancehat became popular during the late eighteenth century was
madee ven mor e f amo u sordnhgstraMariofrthie sagne iuad oorhes s
from New Castile and was at one time considered to be the national dance df Spain.
Originally a dance of the people, it gradually began to be used in the ballroom and on
stage and isow frequently taught in dance schodlgritten in a triplemeter, it is usually
played in a very deliberate tempo and is characterized by a triplet, figurally repeated
notesplayed on the second half of the first beat of the me&$iitee steps are virtuosic

and include jumps, leaps, and spins. It can beethas a solo or by couples.

Ex. 3.17 typical bolerorhythmic pattern

faqrdtgrqr | grdtgrgr |

Albéniz wrote @ animated ol er o, APuerta de Tierra, 0
Recuerdos de Viaguite. Thebolerorhythm can be found in the Idiandbeginning in

m. 6 (ex. 3.18

#Vittucci, Language of Spanish Dan@8. Thebolero achieved this statusfterthe Bolero
School was formeetween the late eighteenth century and the late nineteenth.

2 powell, History of Spanish Piano Musjc00, 184.
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Ex.3.18Albéni z, @ Pu e rfronaRealierdodde ¥iajanna 88

3 [Allegro non troppo]
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Turina included &tatelyboleroin his dance suitéBailete,Op. 79(see &. 3.19.

Thebolerorhythm is a variant (with sixteenths insteadrgdlets) and appears

prominently in the right hand.

Ex. 3.19Turina,A Bo | e r BailetefOp.aImm. 16

Allegro moderato

- e 2
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A bolero should be played with a strong rhythmic sense and with a steady pulse in
order to communicate its stately character. Although some Spanish danbesptayed

with overtrhythmic freedomonly subtle tempo fluctuations are appropriate bokero.
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Bulerias (from burlar, to mock; also fronbulleria, racket, shouting)

Thebuleriasis the strogest example of thigamencogenre It comes from
Andalusia(first appearingn Jerez and is an animated song and dance wisalsually
notated in 3/8 timeyith phrase patterns that contain twelve coum¢s4-measure
phrasesf® The steps are executed with different combinations, with the weight of the
body shifting between the ball of the foot, the whole foot, the heelewarthe toes.
Because of its \iely, upbeat nature, it sftenused to close a flamenco gatheritigs a
solo dance that is free enough rhythmically to allow each dancer to improvise. As the
dancers take turns, the others call out encouragement and pappis(hand clapping).
Theaccompaniment is provided by simple strumming on the guitar. A slower, more
expressive type djuleriasis thebulerias por soleawhich has a slower rhythm and
functions as @ante jondqdeep songj? This will be discussed in tHgoleares, Solea

section.

Ex. 3.2Q typicalbuleriasrhythmic pattern

Evaditt | xX quXHE; X | EquX |

InfA E | P froenriber@ by Albéniz, thebuleriasrhythm can be found in the

alto voice in the right hand part (see 3.2J).

% Totten,Song of the Outcast$04. The usual accents of the dance occur on beats 3, 6, 8, 10, and
12. Rhythmic clapping usually emphasizes the accented beats. Overall, the dance is full of complex
counterrhythms.

#gpainTen Points S. L .http://vini lesdlamentaccom/dalosienbsierias. html
(accessed August 27, 2009).
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Ex.3.21A|l b®ni z, f ElberilPmane 2400 f r om

21 [Allegro commodo]

L) \
. y rusque.
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InAi EI Al flom iberid by Albéniz(ex 3.23, the rhythmic pattern is a
variant but shows the tweklgeatcomps or four-measurghrase patterns that are typical

of thebulerfas Also of note in thiexample is the use of guitar effeéls.

Ex.3.22A1 b®ni z, AEIlIbeda nmatl®@2 no fr om
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Since thebuleriashas a twelvébeat pattern, keeping the pattern in mind will help

with the phrasingince the implied foumeasure phrases are noarked Althoughthis

2 Clark, Isaac Albéniz236.
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dance should be lively in tempibjs alsomelancholyin charactesince it is an

Andalusian dancénote the marking in ex. 3.22) | W | & lithe &cecents and
dissonant secondsustbe played abruptly in order to bring out ftemencoquality. The
cantejondosection(ex. 3.16)is tobeplayed using the una cordand the lefthand

doubling should match theght hand in sound. The tempo daafree, but the phrases
should move forward. When tleanteand dance are combinedm. 165 thecante

should still sing but should also be played more urgently. The final return cdirie(m.
253)should be held back, or played in a reflective manner before the sudden, Hifrsting

at the very end of the piece.

Malagueiia(derivative offandango)

Originally a song from the provindeom Malagatheflamencdorm of
malaguefawhich is most often performed twiguitar accompanimens acante libre
(free sonythat lacks a regular rhythmic pattexnd has a brooding qualit§ Thedance
form of themalagueinavolved out of the eighteentienturyfandango Linked with the
malaguenas therondefia another dance that evolved from thedango Sometimes the
two are combined to createralagueniaondena(seeRondefian the 6/8 + 3/4 sectign
Themalaguefiaas a dance is usualtipwnbeatoriented,in the minor modeandoften
quite dramaticlt can be performed as a solo or by couples who face each other. It
features turns of the body and alternating arm lifts. The melody in the bigs of

following example (ex. 3.93s a typical tune for thenalagueiiaand wasused as a basis

®Spain Ten Points S. L., fFlamenco Forms, 0
http://www.esflamenco.com/palos/enmalagena.html.
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for Cuban composer Er n 8uste Andalia),che mosianets

knownmalaguefiawritten for piano.

Ex. 3.23 typical malaguefigonal andrhythmicpatterns

Andante

Albénizincluded thestrikingp i e c e A Ma Espdjayes. 8.240 Its metodic

and rhythmic patterns asgmilar to the above example.

Ex.3.24A1 b®ni z, A MaEkpafmma.-H0 f r om
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fiMalagad from Iberia, also byAlbéniz, is written as analaguefigseeEx. 3.25,
with rhythmic elements of the@ance present in the textuiidhe modality and the

accented beats aatsosuggestive of thenalagudia.”’

Ex.3.25A1 b®ni z, H M&&aoma&® fr om
‘ AllegrowivoMso=d. - : T

Fal | ads 0 A Cdaad Piezaa Espafiold@aiures elements of the
malaguefigsee Ex. 3.2%h In the example below we find elements of thedange

malaguéia, both in the modality and in the incisive, accented rhytffms.
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Vivo (trés rythmé et avec un sent:kn1e‘ntxsa}1vage) SR
2o g A i
= > > > > = >
=~ ‘i:_ h > i:a » ,&L 35' > PRE R J
A g 2 £ 0 g = = L8 ap <P 1 = 8 4=
I’ A 3 [ [} [ ] i [ ] [ ] L] [ ] L P
:@ I | & & | il 1 & L4
= 3 1 .3 1 77 &
“r : S
SO > Tg> A> > A=
W b3 Jsfn ’-}‘E- }r? e Ja ta {re I
LI ) N ™ X L = 2 i~ ] Ll 17 Sl
.4 U & ) & 1 % L [ TEN . O TR 2 1 [ "I ¥ SN~ T S 7] & L7] [ 4
% 14 ¢ T 3 - I v 4 -{!’ 14 VI Y I 1 4 L 1 I
T

2 Clark, Isaac Albéniz243.

®Jason Cutmore, fAAndal uza: Anerdcan MusicSeaché&® t i on

no. 6 (Juneluly 2007): 20.

48

t

(o]



When performing this dancke pianist should keep in mind tdeamaticbody
turns and arm gestures that are part of the dance. A certain amount atfiserved
through strong rhythmic inteng requiredalongwith asteadypulse.
Other examples of thmalagueiia ncl ude A Rumores de | a Cal

Recuerdos de Viajey Albéniz.

Petenera

The peteneraacante flamencdance that has its origins in Cadiz, makes use of
alternating meters, 3/8 and 3/4, or has syncopated rhythms that cause the meter to sound
as if it is changingAlthough it has a twelveount rhythm, the steps are freer and less
choreographed than other Spanish dances. The rhythmic motion ofpteneras

usually repetitive and propulsive. It is typically accompanied by two guitars.

Ex. 3.27 typical petenerahythmic pattern

Egir | arr|£,909.el qguaguaq;ulEva.| q.|

The first danc eDanzas Ahdaluzagpadies. 3.88shdwy s et ,
the shifting accentand driving rhythmic motion of thgeteneramm. 34-41). In this
example, the lefhand melodic material contains the above rhythm although it is entirely

notated in 3/8.

P Vittucci, Language of Spanish Danck74.
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Ex.3.28Tur i na, fi P €resPanzms AndaluZa®po §rmm32-41

32 [Tres vif]
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La Vegaby Albéniz(ex 3.29)alsosuggests thpetenerawith the shifting accents
foundin the ostinato patterthat accompanies the melogtym. 1416).3° Theostinato

pattern als@howsguitar effects.

Ex. 3.29Albéniz,La Vega mm. 924

[Allegretto]
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30 Clark, Isaac Albéniz203.

50



When playing etenerathe meter changes, whether implied or notated, should

be clear in order tachieve the hemiola effect or interruptehracter of the rhythm.

Polo

An Andalusian song andiance that is usually serioaad melancholythepolois
written in 3/8 time and in the Phrygian modttebelongs to theantegrande(profound
groupof Andalusian musical forms and is related togbkareqdiscussed nexf. It is
characterized by its hemielike syncopations, whichre used as expressive devicdse

polois performed with fluid, expressive arm movements as well as gentlstaagbings.

Ex. 3.3Q typical polo rhythmic pattern

£, Eqrqg eY|ge|q eY]q;r;r |

Most polosaresonglike and expressivegs isthe theme (used in variations) of

the first movement of u r i Somata KRomanticaDp. 3(ex. 3.31 right hand.

Ex. 3.31Turina, Sonata Romantic®Dp. 3 mvt. 1,mm. 111
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3LVittucci, Language of Spanish Danc25.
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Albéniz included inlberiafi E | RviH the jndication that it should be played
doux en sanglotan{sweetly sobbing). Theyncopated, sobbing motieé thispolohas a
dark, brooding qualityseeEx. 3.33. Using a variant rhythnwith the sobs occuing on

beat twg the composer captures the melancholy character pbibé?

Ex.3.32A1 b®ni z, N béria, P.11329 f r om

13 [Allearo mélancolicol

In performing thepolo, highlighting thebrooding character of treyncopations
will help to achieve the character of the dance.

Turina also includedpolos ect i on i n fil&eza GitardOp. B2 0 f r om

Soleares, Sole@from soledad solitude)

A gypsy song and danceattdepicts sorrow and loneliness, the Andalusian

soleareds a solo performed bgwomanwearing a ruffleetrain dressit hasa twelve

32 Clark, Isaac Albéniz239.
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beat rhythmic pattern like tHaulerias. Related to th@olo, thesoleareds more
restrained than most flamenco dasdrit it can also be sensuous and passiofiate.

The penultimate piece theria, fAJer ez, 0 demonstrates mar
thesoleareswith its plaintive melody and use of therptian mode (ex. 3.33*

Ex.3.33A1 b®ni z, fodrig, mm.Zt®9 f r om

Andantino M.76:J leqatissimo
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2%, €ed. Ted.

#Vittucci, Language of Spanish Danc229.
3 Clark, Isaac Albéniz24445.
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Sometimes goledand abulerias are combined, resulting inkalerias por solea
Thisresults ina song ¢ante jonddwith free rhythm and guitar accompanimerte
twelve-beatcompass still used. Rhythmiclements of thdulerias por sole&an be

found inthe cante jondcsection offiAndaluza by Falla(ex. 3.34.

Ex.3.34Fal | a, @ An d aCuatm ®iezasfEspafiolasint. 4¥50
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A solearesshould always be played expressively and with rhythmic freedom. The
emotional content of the music must be communicated in order for the character of the

dance to be clear.
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Dances inj¥a

(Sardana, Zapateado, Tarantas)

Only a few Spanish dances are written in 6/8. Botls#intdana from Eastern
Spain,and thezapateadpfrom Southern Spaimre lively dances, while thtarantas also

from Southern Spairs more subdued arfdll of longing.
Sardana(of Greek origindates back to fifteenth century)

Thesardanais the national dance of CataloniaAlthough its origins extend back
to the fifteenth and sixteenth centuries, ti@dernform actually developeduring the
nineteenth centuryt is usually written in 6/8 tira, although it may feate an occasional
change to 3/4r even 2/4Performed in public forums, i$ a round dance in whidboth
men and womeform circles join hands with their arms held at shoulder level, and
executeiny stepslt is typically accompanied byabla agroup of eleven instruments
that consists of five woodwinds, five braaad a string bas# originally hadtwo parts:

a short, melancholy secti@nd a longer, festive sectidhOnly the festive section has

been wed as the basis for piano pieces.

Ex. 335, typical sardanarhythmic pattern

1740. ge| g.Ygrr | ge ge | h.|

% powell, History of Spanish Piano Musit86.
% ChaseMusic of Spain253, 254.
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The dance of Mo mpzaNod3Z:is a@rdanacon@iningsiements

of the festivesection(see Ex. 3.36 The melodic materiah the right hand follows the

rhythmic patterrabove

Ex.3.36Mo mp ou, i S aCada@on § BanzarNo.j/®eginning

Sardana- temps de marche J. =112
/] | T P | E l
%.\ o= £
o _ i as
8 . Jjoyeusement P
£ £ £ 5 £ £ SR o3
2 o 1 ! ?‘ﬁ 4% I > = —A 1 — _ﬁ T | F .R,
I ¥ T ¥ T ¥V I L4

A possible example of a slower typesafrdanais Spanish Dance No. 8 by

Granados. Although it is written in 2/4 timewass ubt i t 1| ed A Sardanaodo by

publisher possibly because éontainsinstrumentaklements of theardana®’ It features

woodwind effects that suggest a caltype accompanimergex. 3.37.

Ex. 3.37 Granados, Spanish Dance No. 8, m#h. 1

Assai moderato.
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37 Clark, Enrique Granados37.



Zapateado

A solo dance that is characterized by ke&aimpings, the Andalusiaapateadas
usually written in 6/8 time and hagjaicktempo.Traditionally, thezapateadas danced
by males, but women now perform the dance wearingfightt t i ng me withs r i di
a ruffled shirt and boot€ Theemphasis is on virtuosic tdeeel combinationthat create
cross rhythm&? with accents ocauing on weak beats 2 and Bery few arm movements
are displayed®

Ex. 3.38 typical zapateadahythmic pattern

eqr eqr |qrr eqr |

Turinads 0 Z3ampsDaneas AndauzaOp. featureamusical

allusions to heestampinggex. 3.39). Mdte the emphasis on beats 2 and 5, especially in

mm. 3-6.

Ex.3.39Tur i na, fi Z aTpes Damzns AndaluZa®po8ymm. 110

Tres vif
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38 pohrenArt of Flamenco182.
% Totten,Song of the Outcast$98.

“OVittucci, Language of Spanish Danc267.
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Granados 6s 0 SeaipPaeras solbimntos gopulanes espalesis

another animatesetting of the dance (ex. 3)40

Ex.3.40Gr anados, 0 Z%epsRitzassabmatosfpapulares espanolesm.
17-28
17 JAllegro] mare
ﬁ/\ i@ﬁ/\ B piie B S
%—r 7= e oD S=g
~ — pl | = i
e - = - Tt B !
— . ] — ™ — = A— %:i_h-
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fetrererer G0 e Mo,
. = EETES = s e e e oy o gis
" : r F b ) e F F T.\—/ TN
= . :F :r/.\ g & —Irj : (‘ ﬂ ’1 ;
A—A—T e I s e e e -
v 5/ *—'/L v/ - 1’/

Al t hough the pri nci p dberiabyilbémehaslieenn E | Pue
called apoloby some experts because of the rhythmic similarities to that daracely
the syncopations)t actually has the spirit and character ofzapateaddex. 3.41 right

hand, mm. 1117).4

41 Clark, Isaac Albéniz228.
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Ex. 3.41Albén i z , =

11 [Allegro conmodo]

IPenide mm. @380 f r om
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v L PV\ — 1 1 i . I
T\—/U 3 PO po K. sempre. PO Ted.

Pan. P oY %

A zapateadas most effective when played with a strong, insistent rhythm. The

pianist should take care

stampings.

Tarantas

t

0]

observe

Thetarantascomes from thenining provinceof Almeria and Murcialt was

originally aflamencomining songand was sung without specific rhythfisThe dance
form of thetarantasis in 6/8 (with occasional 3/4 interruptions) and teegentle lilting

rhythm It is another variant of the Andalusitandangoandis related to thenalaguefia

Ex. 3.42 typical tarantasrhythmic pattern

/Eqr|q eq e| qrr

“2 Totten,Song of the Outcsis 136.

Ear | q eq €]
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| n A Al melbetiaa Albérfizrinoonporates the rhythamd the pleading

guality associated with thtarantas(ex. 3.43)

Ex.3.43A1 b®ni z, i Abermenm29460 f r om

9 [Allegretto moderato]

.
e Ta=
\\_/-g- .(t’i."ll?'é‘
S T f
o L3 s o
pr_d 5 — . AR
r\__/ \
Ked.
13
=
y e
z 1 :‘l- ~]
u Esemas]
——— sempre.dolee, _D —_— ——
=
ns A ——@ ok 4!7' n.#;’] — ﬂl; T :
% S L g
\_’/
By e —— D —07 E 5 N ——eet

The rhythm of thearantasis similar to the rhythms of two dances that will be

discussed in the next sectidhe guajira andtherondefia
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Dances inj¥att £,

(Fandango, Guajira, Rondefia)

Spanish composenstenuseshifting meterdo help bring out the rhythmic flavor
of Spanish musidAlthough meter changes happermanySpanishdancesthey occur
most frequently in the thresouthern dancdssted in this sectionOf these thefandango
is actually a family of songs and dances from which other dances have developed. The
rondefais a derivative of théandango and its rhythmic patterns are similar to the

guajira.

Fandango(from Portugueséado, traditional dancing and singing; and from Ldaitus
or fate)

An old Spanish dance form of unclear origins, fdmedangas associated with the
cultural tradition of the Moor& During the early eighteeh century, different types of
fandangs appeaedin Latin America and Argentindhefandangowasthen reimported
back to AndalusiA* whereit became quite commoBeveral dances are offshoots of the
fandangoand are named after théiomecities, includingthe malaguefigMalaga) the
granadina(Granada)the murciana(Murcia), andtherondefia(Ronda) Although the
fandang is usually written in a strohgmarkedtriple meter (3/4)it was originally
written in 6/8*° Sometimes the metedternats between 3/4 and 6/8, as in ttendefia
Performedas a solo or by a couplé s usuallyfast, evensometimeguite frenziedand

was originally accompanied by castanets, tambourines, and guitars.

43 Claus Shreiner, edElamenco 13.
4 schreiner, ed Flamenco, 13.

“5Vittucci, Language of Spanish Dance, 84.
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Ex. 3.44 typical fandangarhythmic patters

£9d.elgq.el o E&gyyye | qyyyar |

Several nofSpanish composers have usedfttimelangoas a basis for stage and
instrumental works. These inclugarttwoo f G| u ¢ Rdn Suarbasdctiom df the
thirdact f i nal keNozkzedMmgara rtthbes f i nal e of Boccher.i
Op. 40, No. 2and the fifth movement of Rimskg o r s a KapricdosEspagnol

Turinaused théandangoas a basi s for several of his
(Promenade) fror@uentos de Espim, Op. 47 has aonglike fandangosection that

follows the first rhythmic pattern from abe (ex. 3.4%.

Ex. 3.45Turina,ii P a s e oQuenfos de Espai@p. 47,mm. 3145
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Turinabdés AEntradao and AF aBalee®y.d9 0 t he
reflect the strong rhythmic drive of tfi@ndango Both movements are based on the

material found irthe following excerpt (ex. 3.46

Ex.346 Turi na, A Badeteda. TPnumd 1321r 0o m
13 [Moderato]

i | g s3f &
' : : —— =

The following exampldromGr anados d6s AEI| (Famdadmgabygo de «
Candlelight)from Goyescagsee &. 3.47) shows a statelfandangowith accents and

triplets that indicate the usual unrelenting rhythm offémelangc*®

“6 Clark, Enrique Granados133.
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Ex.3.47Gr anados, AEI f anGhyestagsom.#ée candi |l 6 from

Allegretto

Gallardo.
un peu lentement avec beaucoup de rythme
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Compared with the above examplEsa | | ads @A Danz(Ranckefthea mol |
Mi | | e r &amnEMBombesio de tres picgsee Ex. 3.48is amorefrenzied type of

fandangathat features alternating time signatyrgsown at the outselhis work and the

Granadogandangoaboveboth include guitar effects.
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Guaijira (from guajiro, white Cuban farmer)

Theguajirais a popular Cuban song/darfoem the sixteenth century. ik
similar to the Andalusiarondefa(discussed below)ecause both dances malse of
alternating meters, 3/4 and 6/heflamencoversion of theguajira is asensual, gently
lilting dance without set steps. It is danced by women wearing shawls who perform
expressive and graceful fan moveméfsheguajira is alwaysin the najor mode and

is typically accompanied by simple guitar rhythms.
Ex. 3.49 typical guajira rhythmic pattern

vaqrrarr [£, q0;;T;q]

Because of its rhythm&, C u b a n aCoatrd Rieaa® Espafioldey Fdla is a
goodexample of gyuajira (ex. 3.50. As shown in the excerpt, alternating meters occur

not only in the righthand melodybut also between the hands.

Ex.350Fal | a, i C Quiateo Piazas Espafmlamym. 47

4 [Moderato] — _—

] e e =
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P cantando nf

“"Vittucci, Language of Spanish Dand@s.
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Turina usedyuajirar hyt hms i

Sent i me nNugledEsdafiola®p. 17(ex. 3.5)

n

sever al

and

(The Young Local Girlfrom Mujeres de SevillaOp. 89 (ex. 3.52
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Tiempo de Guajiras. Allegretto




Rondefa(from Ronda, a region of Spain)

Another variant ofandango therondefiais similar to theguajira, with its
alternaing meters (6/8 and 3/4) asdnilar rhythmic patterns. Thendefais also related

to themalaguenalt is livelier and shows more Andalusian influence than the Cuban

guajira.

Ex. 3.53 typical rondefarhythmic pattern

Yaqrragrr|ggq|  qrrarr|gqq|

AfRonde TAbb ®iberimé an example of malaguefiarondefia
because itontains botliherondefiarhythm patterngex. 3.54) and the song form of the
flamenco typeof malaguenigdex. 3.59. Compared to guajira, thispiece is livelier in

character and has more of the spirit éhradangoor malaguéa.

Ex.3.54Albén i z , fi Ro nlidegafnamd :8f r o m
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Ex. 3.55AIbén i z , fi R o nlidegafnanm 1031070 m

103 [P@o meno mosso]

eapression

Al t hough most of Mompoubés dancdagke are ba
from Cancion y danza No. @x. 3.56) incorporatethe rhythms of thguajira (or
rondefq. It shows the influence of Cuban abaltin Americanrhythmic patterns, similar

to the rumbd® but with implied alternating meteiis the right handhatmake itsimilar

to theguajira.

Ex.3.56Mompou, fADanzao from Ca9dncion y danza No
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“8 Dean Elder, Foreword t6anciones y danzas Wil (Milwaukee: Edward B. Marks Music
Company, 1950), 1.
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When playing th@uajira or therondefia or any dance with alternating meters, it
is important to maintain the integrity of the different meters. This will not only ensure
that the distinctive rhythms of the dance are communicated clearly, but will also allow

the music to have the necessary melodiances.
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Dances in¢or @,

(Farruca, Habanera, Tango)

Spanish dances in 2/4 or 4/4 are ofteorestately andess driverthan those
written in triple and compound metefihefarruca comes from Northern Spain and was
transported to Cédiz, where it becanfeamencodance. iehabaneraandtangoare

popular dances thahow Cuban and Latin Ame&in influence, respectively
Farruca

A farruca is aflamencodance in 2/4 or 4/that is usually melanchognd
somewhastatic in naturé? It originates from Galiciaregion ofNorthwestSpain A
Amachi smod dance, idaman. Bhe stepaiaeelslbwyandodeliberater me d
often requiring the foot to be held above the floor and then brought down heavily on the
pulse. At times the steps will suddenly cease and at other moments the dancer will
abruptly drop to the flooFarrucasare usally written in A minor and feature accents on
beats 1, 3, 5, and 7 within a phra®dten therhythmic patternsre similar to those of the
tangq® but they may also be notated in driving eight notexal criesand guitar
flourishesaccompany the dance

Fal |l ads @ Da n gDancaloéthe Mitierfrom Bl Sombrero de tres
picos(ex. 3.57 makes use adccents and guitdike flourishes(rasgueaddthat reveal

thecharacter of théarruca.

“9Bonald,Andalusian Dance4.
*Vittucci, Language of Spanish Dan@s.
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Ex.357Fal | a, iDanza H Sombrenode fres gicosmd :4f r o m
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Another section of the piece shows the typical eigiate driverfarrucarhythm

followed by a transition back to the opening rhythmic sequence (ex. 3.57).

Ex.358Fal | a, AiDanza & $ombrenode fres goosmd 2684r o m

26

31

The openingasgueaddstrumming)effect of this piece should be played rather
abruptly to achieve the guitike quality. This will also help to contrast with the lyrical

canie sections (ex. 3.58 the first one), which should be played in a singing manner.
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