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ABSTRACT  

Guitarra Negra, a journey through a collaborative creative process, is an artistic 

research project that tries - through qualitative research methods - to decode the 

essence in collaboration between a composer and a performer in their attempt to 

create and record a musical work. The premises of the project were to create a 

fusion of contemporary western music and flamenco in a piece for guitar solo 

and chamber ensemble. It was decided at the outset that the project would also 

explore the possible dynamics of the interrelation between composer and 

performer. The collaborative process is analyzed with tools derived from a 

review of analytical models and theories of collaboration. Since the collaboration 

involved the transmission and transformation of musical traditions the research 

demanded a historical review of flamenco and its evolution as well as a 

discussion of the theory on how musical traditions are created and transformed. 

I also discuss the process of critical editing of the guitar part and how the 

interaction between composer, score, and interpreter works in the negotiation of 

a final version for the recording. The last chapter of the collaboration involved 

the making of the recording, which implied a “collaboration in the collaboration” 

which is analyzed with the same tools used when reviewing the interaction 

between composer and performer.  

The artistic result is a CD recording of the work Guitarra Negra for guitar and 

sextet (fl. cl. piano, percussion, vl. vc.) recorded at Studio Acusticum in Piteå and 

released by Daphne Records. 
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1. Introduction 

Collaborations between composers and guitarists have been increasing in the 

last century since Andrés Segovia re-established the instrument in the classical 

mainstream. The demands for more repertoire have been a stimulating force that 

has given plenty of fruit in the form of a vast repertoire that emerged from 

collaborations initiated not only by Segovia but also by Julian Bream, Narciso 

Yepes, Abel Carlevaro, Pepe Romero and many more. These guitarists worked 

with composers such as Frank Martin, William Walton, Lennox Berkeley, 

Maurice Ohana, Benjamin Britten, Joaquín Rodrigo, Villa-Lobos, and Mario 

Castelnuovo-Tedesco: all of them prominent composers of the 20th century. 

Almost always, these collaborations have taken the instrument further in terms 

of modes of expression as well as creating new demands on playing techniques. 

One of the main reasons for this dynamic interrelation between performers and 

composers is that most of these composers were not guitarists themselves (with 

some notable exceptions like Villa-Lobos) and this resulted in a space for co-

creative interactions. 

 

When I studied at Musikene in San Sebastián I made some research on Joaquin 

Rodrigo’s work and how it influenced the development of the guitar. I read a lot 

about the relation between Rodrigo and interpreters such as Pepe Romero, 

Regino Sainz de la Maza and others. I was very surprised by the ability of 
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Rodrigo to compose for Romero in a way that took his individual performance 

style as point of departure. I also made research on Abel Carlevaro. In this work I 

learned a lot about Carlevaro’s collaboration with Villa-Lobos and Maurice 

Ohana. I continued by reading the letters between the Mexican composer Manuel 

Ponce and Segovia, since the aim of the work was to analyze Carlevaro’s 

interpretation of the variations of La Folia, which was commissioned by Segovia. 

It was also in San Sebastián that I met the composer Sara Varas with whom I 

shared five years of studies. The idea of working with her dates from an occasion 

after these years of study, when I was visiting the city of Vitoria to meet some 

former fellow students from the Musikene years. In this gathering, Sara told me 

she was not only composing but also working with other flamenco musicians and 

dancers exploring the language of that popular genre. She described how the 

approach to classical performance is sometimes very different from flamenco. I 

described to her my studies in Piteå and that I was planning a project concerned 

with the collaboration between composer and performer.  After a long 

conversation in which Javier Garay, also a guitarist that studied in Musikene, 

elaborated on his work on the relationship between Rodrigo’s work and the 

flamenco tradition, Sara and I decided to collaborate on the making of a work for 

guitar and ensemble. The new piece should take playing techniques and musical 

material from flamenco, creating a meeting between two distinct traditions. 

Many Spanish composers have let the flamenco flavour their language, but in this 

case the idea was to have it as a fundamental structural element. It would be a 

challenge for me to learn some of the basics of flamenco. I certainly expected this 

to be one out of many new trajectories for my work as a performer. We did not 

make any decisions on how the work should be carried out at this point, but we 

agreed to share materials and ideas over e-mail. It was specifically the learning 
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process that attracted both of us: “Learning is collaboration and collaboration is 

learning” (O’Hear & Sefton Green 2004:124). 

 

Since the main subject of the thesis is the work Guitarra Negra and how it was 

created I find it appropriate to start out by introducing the initial spark that led 

to the making of the piece. 

The title Guitarra Negra is inspired by the song-poem with the same name, 

composed by the Uruguayan singer-songwriter Alfredo Zitarrosa. 

Alfredo Zitarrosa was born in Montevideo on March 10th 1936. He grew up in a 

rural part outside the capital and was influenced by the popular folk songs of the 

countryside. Before becoming a professional singer he worked as journalist for 

both newspapers and radio. He made his musical debut in Lima, Peru, in 1963 

and 1964 he performed in the Auditorio SODRE in Montevideo with great 

acclaim. His first recording “Canta Zitarrosa” (1965) was a success and competed 

locally with the international musical phenomenon of The Beatles. He recorded 

more than forty records till 1988. 

Due to his commitment and activity in the left-wing movements in Uruguay he 

was prohibited from singing in 1971, and in 1976 he decided to exile. From the 

exile, first in Argentina, then Spain and Mexico he recorded and participated in 

several festivals as an icon for the Uruguayan freedom movement for the 

reestablishment of democracy. 

It was the Uruguayan popular music of the 1960s that achieved the greatest 

impact. The names of Los Olimarenos (comprising Jose Luis Guerra and Braulio 
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Lopez), Alfredo Zitarrosa and Daniel Viglietti led the current that, by the second 

half of the decade, had been dubbed canto popular, one of the most substantial 

and creative branches of the great tree of nueva canción latinoamericana (Latin-

American New Song). It shared the major characteristics of that movement: its 

use of national and regional folklore, its preoccupation with the poetic level of 

the sung text and its expressed desire for political, economic, social and cultural 

change (Martins, Boyle, and Gonzalez,  1988:78). 

 
Alfredo Zitarrosa´s Guitarra Negra in its first version was published in 1977 on 

the record label Movieplay, in Madrid. The sixteen minutes long musicalized 

poem is the first track of this record, also titled Guitarra Negra. In the 1977 

edition the poem is presented as Contracanciones - a word invented by the 

author to define what he found was an unclassifiable genre.  

Contracanciones I includes the Introduction, Allanamiento, La casa and Uruguay 

for Export. Contracanción II is Flor Show (waltz).  

Contacanciones III includes Mis Alas, La Mariposa, Hago Falta and Exortación y 

Propósitos. Sara Vara’s Guitarra Negra uses mainly the text of the Introduction as 

inspiration, and quotes different verses in each movement. 
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2. Aims, Research Questions and Methods 

 

2.1 Aims and Research Questions 

This piece of artistic research has three main objectives: 

• First, to study the interaction between composer and performer in a creative 

process stretching from the early conceptual phases to the writing of the score 

and the performative interpretation in a premiere recording.  

The aim here is to trace the dynamics in the relation between composer and 

performer. How is the creativity distributed? How do the respective practices 

affect one another? What are the dividing lines between the practices: what are 

the similarities and what are the complementary functions?  

• Second, to study the impact of an encounter between distinct musical 

traditions in a composed piece of music.  

In the case of Guitarra Negra, the outspoken ambition was to merge modes of 

expression from contemporary art music and flamenco guitar playing.1  

• Third, I will present an analysis of the work, the edition and the recording 

process. The aim is to give other interpreters a toolkit to help them make their 

own decisions and reach their own solutions by making my own interpretational 

process explicit. 

 

 
                                                        
1 For the composer, this piece was not the first attempt in this direction and she 
also clearly referred to works by other Spanish composers that worked in a 
similar vein. 
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The research questions that will guide the work are: 

How does the collaboration between the composer and interpreter influence the 

development of the composition?  

How can the study of a different musical tradition enrich and influence the 

creation and interpretation of a work? 

How does the fact that the composer does not play the solo instrument she 

composes for affect the work?  

How do we reach a critical edition of a manuscript and what are the roles of 

composer and performer in this process? 

2.2 Methods 

The final outcome of this artistic research project will be the recording of a new 

score-based work, as well as a written thesis that addresses issues taking the 

documentation of the process as point of departure. The material consists of a 

logbook, interviews and discussions between the composer and me over e-mail. 

The piece, eventually titled Guitarra Negra, is a composition for guitar solo and 

an ensemble of clarinet, flute, piano, violin, cello and percussion. The recording 

of the piece was made with Ensemble NEO and their conductor Petter Sundkvist. 

 

In my flamenco studies I will refer to instruction books and methods, as well as 

DVDs and recordings, but I will also study with flamenco performers in order to 

really get to grips with these traditions. It is also essential to see flamenco as a 

language in musical communication, from a sociocultural perspective one may 

say that “...to learn a language is to learn thinking within the frame of a certain 

culture and social unity” (Säljö 2000:67, my translation).   
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2.3 Design of the Project 

My work is based on qualitative analysis, guided by the research questions, of my 

collaborative work with the composer in the creative process of producing the 

score to and the first recording of Guitarra Negra. Qualitative research methods 

allow for a holistic approach to the materials. It is essential in my understanding 

of my own role in the analysis of these materials to acknowledge the active and 

constructive role of the researcher, hence, it is not so that the materials tell me a 

single story; rather, it is I who create a story from the material (Esaiasson & 

Gilljam Metodpraktikan 2009:243). Depending on the nature of the sources, the 

analysis will sometimes aim at systematizing and sometimes adopt it will adopt a 

more critical approach (Metodpraktikan 2009:238). My project has many 

similarities to the work of other artistic researchers on creative collaborations in 

music like Paul Roe (2007) and Stefan Östersjö (2008). I focus on the “process of 

collaborative engagement” and adopt a sociocultural perspective inspired by 

Vygotsky. I discuss this approach further in section 3.2.2.  

 

Another particularity of this research is that without the development of Internet 

this project would have not been possible, at least not with the ease and flow that 

this technology permitted. The importance of the digital revolution in 

stimulating collaborations should not be forgotten (Roe 2007:31).  This is 

represented in the numerous e-mails exchanged in the creative process.  
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3. Historical Overview: the Flamenco and the Guitar 

When I first approached the history of flamenco I found that much information 

was both contradictory and not well documented. It seemed like the 

musicological rigor of authors in flamenco history had been neglected by 

omitting the broader historical context and a deeper analysis. This first 

impression was confirmed when I got in contact with more modern bibliography 

since the tendency of the modern authors was to criticize the old school theories 

of flamencology. The main critique was directed towards the theory of the origin 

of flamenco, that in some older literature is mystified, obscured and 

romanticized. As Hurtado-Torres puts it, flamenco was not invented “in a cave, 

nor in the middle of miseries, neither from remote centuries or from orient” 

(Hurtado-Torres, 2009:17;translated by the present author).  

The process of the establishment of flamenco as a musical style is very complex 

and lasts for approximately four centuries, a process that is linked to the guitar 

from the very beginning. That is not too surprising since the guitar was the 

preferred instrument in the Siglo de oro (Golden Age) of Spanish culture. Authors 

call this first stage the antepreflamenco (forepreflamenco) stage. The early 

antepreflamenco stage goes from 1450 to 1539 when the first dances linked to 

flamenco appears, the Folia and the Romanesca. The Folia would then give birth 

to the Jácara and the Romanesca to the Fandango. Both were in the Phrygian 

mode, a mode that would become the standard in most flamenco palos. The first 

documented appearance of the Zarabanda is from 1539: yet another dance that 

was to have a strong impact on the evolution of flamenco.  
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A later forepreflamenco stage stretches from 1540 to 1600 and is linked to the 

appearance of new dances such as Canarios, which is a dance originally of the 

Canary Islands. It became a well-established dance and would be well cultivated 

in the baroque guitar through composers like Gaspar Sanz. His famous canarios 

was later re-harmonized and arranged for guitar and orchestra by Joaquin 

Rodrigo in his Fantasia para un Gentilhombre. Anyway, Fandango, which is 

considered the first flamenco palo, gave birth to other well-known rhythms like 

the Zapateado. 

Two other important contributions with African origins were the Chacona (the 

first documented dates from 1568) and the Cumbé. These two were to influence 

the major mode of Gaditan songs (cantes) such as Cantinas, Tanguillos, and 

Bulerías Gaditanas. (Hurtado-Torres,  2009:22).  

From 1596 we have early documentation of the use of one of the most important 

and distinguished techniques, the Rasgueado, which Juan Carlos Amat (1572-

1642) introduces in his “Guitarra Espanola”. 

The next phase, called the preflamenco stage, goes from 1600 to 1805. Hurtado 

divides this stage in two periods, the baroque and the classical. The first 

stretches from 1600, when the first documented jácara composed in Phrygian 

mode appears, up to 1740. The perhaps most important moment is when the 

fandango makes its entry in 1700. The fandango, with its afro-hispano-american 

origin, is crucial in the evolution of flamenco and constitutes its harmonic, 

melodic and rhythmic base (Hurtado-Torres, 2009:22). Another important 

aspect of this phase is the evolution of the guitar techniques with not only an 

extended use of rasgueado but we also find “golpes”, and “picados”.  The 

preflamenco airs were mainly accompanied by guitars, castanuelas and other 
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percussion instruments.  From the Fandango and the Jácara another dance was 

born that would eventually consolidate as a cante flamenco in the 19th century. 

We are talking about the Polo, which has its origins in 1750 (first documented 

appearance). 

The second phase, the classical era, of the preflamenco stage stretches from 1740 

to 1805, when the Tonadilla Escénica makes its appearance. Its characteristics 

are the refinement and styling of the dances as well as the establishment of 

determined rules of the Seguidilla and Fandango dances that would be unified by 

what is called the bolero schools.  

New dances appeared including the Tiranas and the Zorongo. The refinement 

and styling involved a deviation from the path that would naturally lead to the 

flamenco and is called the less flamenco periods of the preflamenco stages. 

The next stage is the Protoflamenco from 1805 to 1881. The Tonadilla Escénica 

starts to decline as genre. The Polo develops little by little closer to the flamenco 

style. The beginning of this period is delimited by the opera “El calculista” which 

became very popular in Europe. The aria ”Yo soy contrabandista” from this 

opera became a romantic hymn and shows clear signs of what later became the 

flamenco as we now it today. The fusion of the Bailes Boleros and bailes y cantos 

de jaleo would give rise to a new genre called cantos y bailes andaluces. 

Between 1847 and 1852 a very important contribution is made by Sarafín 

Esteban Calderón and Francois Auguste Gevaert (1828-1908) through their 

publication of the first descriptions and catalogue of the repertoire of “cantos 

and bailes andaluces” (Andalusian songs and dances). The aesthetic frame of this 
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repertoire is very similar to flamenco but not definitive, since it would not 

appear until the last years of the 19th century (Hurtado-Torres, 2009:24).  

The symbolical start of the flamenco phase is normally dated to 1881 since it was 

in that year that Antonio Machado y Álvarez (Demófilo) got his Collection of 

Flamenco Songs published.  We have also documentation of the appearance of 

the first professional flamenco singers (“cantaores”) with Silverio Franconetti 

(1829-1889) as the most popular and successful. These singers would establish 

and define the classical flamenco and give the genre its birth.  

As mentioned above, the appearance of professional singers like Franconetti 

gave the genre a defined aesthetic and this task was completed by another giant 

in the cante, Antonio Chacón (1869-1929), an artist from whom we also have 

audio recordings. Other important artists from this classical flamenco period are, 

Manuel Torre (b.1878-d. ?), Ramón Montoya (1880), Manuel Escacena (1885), La 

Nina de los Peines (1890) and Manuel Vallejo (1891). From 1890 we have the 

first recordings of flamenco. 

From the very beginning the flamenco developed with an orientation towards 

the audience and many additions of new rhythms and dances were made 

because of the demand of this audience. As Hurtado- Torres puts it: “Without 

professionalism and commercialization there is no art” (Hurtado-Torres,  

2009:25;translation by the present author).  

In the Baroque we have a moment where the elements typical of the flamenco 

begin to appear in combination, like the hemiola (whose origins we find in the 

ancient Greece and which is found in Spain already in the 13th century (and in 

extensive use in the 15th century), in the Cantigas of Santa María of Alfonso X El 
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Sabio; the Phrygian mode found in the Folía from the 15th century; the rasgueado 

in the guitar from 1508 at least, and the octosyllabic verse from the Seguidilla.  It 

is the combination of these elements in a particular form that gives the flamenco 

style its sown characteristics eventually established around 1870.  

The Fandango and the Jácara were each to give rise to a distinct group of palos. 

The fandango, a dance with African roots, became the father of Polo, Soleares and 

the Cania. The Jácara would give birth to the Polo Antiguo (the Old Polo), the 

Peteneras and Seguirillas, which at the end of the 19th century in turn would 

develop into the Bulerias, probably the most respected palos of our times. I say 

respected because artists has developed this rhythm in very advanced manners, 

it is in the Bulerias that the guitarist and the singer will express the most sublime 

and passionate emotions. 

In the book “Libros de diferentes cifras de guitarra escogidas de los mejores 

autores “ (1705) we find the oldest fandangos, which left a lot of space to 

improvise, and this aspect survived till the establishment of the flamenco as a 

characteristic. “It is in the 20th century that the written note becomes sacred” 

(Hurtado-Torres, 2009:28; translated by the present author). This book is 

written for five course baroque guitar.  It is in this time, and in the fandangos and 

jácaras that we have the appearance of the Phrygian mode, there were, of course, 

written pieces (mainly in Gregorian chant) in Deuterus Authentus and Plagalis 

before, but not in the style that we identify as flamenco. What we find in the 17th 

and 18th centuries, is the Phrygian mode combined with a hemiolic rhythmic 

structure. The really interesting aspect is that the oriental melodic phrasing 

makes its entrance in Spanish music when the Arabic presence in Spain has 



 17 

disappeared or at least officially has been officially eliminated and Spain is more 

Occidental than ever (Hurtado-Torres 2009:28).  

 Some palos, such as the Cana, are included in the Oriental Piles Canias y Playeras 

of the origins of Andalusian Songs  (Gevaert,1847) and is even supposed to have 

been derived from the Arabic word Gannia which means The Song (Estébanez, 

1847:205).   

About the Oriental character of the flamenco, it would be very difficult to argue 

that eight hundred years of Moorish occupation would not have had an impact 

on the Spanish music. However, if we listen to popular Spanish music from the 

Middle Ages and the Renaissance we do not find many clear oriental influences. 

So why do they appear only later? Well, the answer has to do with the 

unfortunate fate of the moors in Spain after the Reconquista (Re-conquest). In 

1492 a pacific Christianization is started through Archbishop Fray Hernando of 

Talavera called “ El Santo de Alfaqui” who had a very good relation to the moors 

now called mudejares who stayed in Andalusia after the reconquista. When the 

authorities visit Granada and do not see any progression in the task of 

converting the mudejares cardinal Cismeros is adjudicated the task. He starts a 

hostile Christianization that leads to the uprising of the Arabic population in 

Albaicín (Las Alpujarras), Granada in 1499 and this expands to Ronda and 

Almeria. This revolt is used as an excuse for breaking the pact of 1491 and Felipe 

I writes the “Pragmatic” of 14 February 1502. In this new text he forces every 

Muslim in Spain either to convert to catholic faith or to leave the country. The 

repression increases with Felipe II. After a second revolt of Alpujarras (1568-

1571) Felipe III starts the process of expulsion of every Moorish individual in 

1609, a task that is finished in 1614. The fact that many moors abandoned their 
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lands had a very negative impact on the economy since the production 

decreased. However some would not abandon Spain but would instead change 

their identity and make themselves pass as gypsies. It is not strange that the 

population in this ethnic group increased suspiciously fast during this time. Also 

the amount of gypsies that were dedicated to farming and cropping increased. 

(Farming had until then been very unusual in the gypsy communities.)  

The mixture of the Arabic culture through this assimilation and the 

autochthonous Spanish dances as the Seguidilla, added to the new dances from 

the new world, many with African influence, such as the Zarabanda, the 

Maguindoy and the Fandango was what gypsies played during this time. It was a 

repertoire that did not sound as flamenco, but a music that included the dances 

that were popular at that time. Cervantes describes in La Gitanilla (1613) “Salió 

preciosa…” the repertoire that the main character of the novel sings, and it is not 

mentioned any of the modern flamenco styles, but Romances, Villancicos and 

other popular songs of that time.   

“The Seguidilla of that time has nothing to do with the Seguirilla developed in the 

modern flamenco, nor melodic, nor harmonic, neither rhythmic”  (Hurtado-Torres,  

2009:37; translated by the present author). These Seguidillas of the 16th  and 17th 

centuries cultivated by well-known authors of the Golden Century (Siglo de Oro) 

like Lope de Vega, Cervantes and Calderón de la Barca were written in a ¾ meter 

and used as conclusion of dramatic plays (Hurtado-Torres, 2009:38).   

The way Italian culture influenced Spanish popular music may be observed 

through Fernando V’s and Fernando VI’s interest in music and how they 

contracted Farinelli between 1737 and 1759 as their private singer and to cure 
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the first mentioned kings bad depression. Farinelli seemed to have had more 

influence in the politics in the monarchy than just a singer though. 

The virtuosity, exuberance and brilliance of Italian music are what might have 

been the clearest influence on the music that would become flamenco.  

Carlos III, who inherited the crown after Fernando VI was not that man of culture 

that his predecessors had been, and as a clear sign of his ignorance in these 

matters he fired Farinelli. 

From the time of Carlos III we have Don Preciso’s “ Colección de las mejores 

Coplas”, an album with selection of coplas (songs). There is also an important   

source of what was played by the gypsies in the 17th and 18th century, the “ Libro 

de la Gitaneria de Triana” by Jerónimo de Alba y Dominguez, a book that 

circulated in the gypsies community and was not supposed to be published 

because of it criticism to the establishment. Here we can find a description of the 

instruments used in the Manguidor for example. Manguidor was an Afro-

Hispano-American dance that was called by the English writer Swinburne the 

forbidden dance for its sensual and provoking movements. 

The instruments used here as well as in the Chacona and Zarabanda were the 

tamboril (a drum) and the guitar, which would be the normal formation for an 

accompanying ensemble. The Polo, another basic flamenco palo is found in 

“Queja de Galera” a primitive polo from around 1746. 

In the 18th century, Spain enters the Galant era, where we find a new 

phenomenon, the so called “Bayles Gitanos”: gypsies who, in their art of adapting 

to the needs of an audience, interpreted music from the time (Spanish popular 

music mainly) as well as Zarabandas, Mojigangas etc. Interestingly, we find in the 
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iconography and other documentation of the time that not only was the 

repertoire “non flamenco” but also the dresses and the choreography. In other 

words, the flamenco had not been born yet (Hurtado-Torres, 2009:38). 

During the Galant period the Tonadilla Escénica (ca: 1750) makes it entrance. 

Here the Seguidilla, a galant-classic dance is mainly cultivated. This period, 

illuminated through Goya and his paintings, shows a deviation from the flamenco 

characteristics that the baroque period had established with more simple forms 

in which clarity and lightness define the style. 

In 1790 the Tonadilla starts to fall in popularity and in the mid 19th century we 

find only occasional representations of the genre. 

Domenico Scarlatti’s (1685-1757) settling in Madrid had a deep impact on 

Spanish music just as much as popular music from Spain impregnated the Napoli 

born composer’s music with something like flamenco flavoured baroque style, as 

it were. Padre Soler, a student of Scarlatti was also a prominent composer whose 

music was coloured by a profound influence from flamenco. 

In 1780 we find the appearance of the “Escuela Bolera” (Bolerean School) which 

fusions the old dances as the Zarabanda, the Jácara and the Chacona with the 

Bolero, whose rhythmic structure is the same as in the seguidilla and very similar 

to Fandango. It is Don Pedro de la Rosa that reduces the seguidillas and the 

fandango to more strict and clear principles of dance in 1740 and the dancer Don 

Sebastián Zerezo and Antón Boliche that finally establish the Boleros integrating 

Don Pedro da la Rosa’s concepts to the old Spanish dances. 

Another genre that might have accelerated the birth of flamenco is what we call 

the “ Género Andaluz” (Andalusian Genre). Its origins are related to the 
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Costumbrismo, which is connected to the Spanish picaresque novel subgenre 

from the 16th century. The use of characters of the daily life and the social 

critique was the main themes in the picaresque novels of de Quevedo among 

others a characteristic that is lost in the costumbrism of the 18th century. What 

remains are the popular main characters, and maybe the most important figure 

would be the Gitano, the Gypsy. This figure had already been used in the Golden 

Century of Spanish literature and would represent in the 18th century a reaction 

to the foreign.  The lower classes started to find in the Gitano the symbol of 

liberty, passion and wisdom that soon became popular and admired even in the 

ruling classes, who started to socialize with toreros, majos, gypsies, and 

tonadilleras (tonadilla singers). 

The intellectual anthropologist Julio Caro Baroja would later accuse the 

phenomenon of the Gitanismo of having taken possession of the folklore in 

general. “..that Gitanofilia that had generated an “gypsienization” of everything 

that was popular” (Hurtado-Torres, 2009:47;translated by the present author). 

The movement idealized the figure of the gypsy and showed a disfigured image 

of him.  As opposed to the Tonadillas the “Género Andalúz” shows clear flamenco 

characteristics. It had its apogee between 1830 and 1870, and was a genre that 

cultivated musicals where the characters were typical of the Andalusian society, 

with an exotic, sometimes bizarre appearance. 

At this time, while the flamenco continued to develop in its environment,  

Andalusian theatre began to interact with the flamenco since many singers sung 

and acted in both contexts. In these interactions we find the source of inspiration 

to Manuel de Falla’s  flamenco opera “Amor Brujo”, which was dedicated to the 

singer  (“cantaora”) Pastora Imperio. 
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During the romantic era, as mentioned earlier, the gypsy became a symbol for 

the Andalusian identity. “ The gitanismo (cult of the gypsy) was not more than a 

topic that gave an exotic profile to romantic populism” (Steingress 1993:49; 

translated by the present author). 

While there is no doubt that the Andalusian gypsy culture contributed to the 

flamenco, another, in many ways important, contribution has certainly fallen into 

oblivion: the African and African-American influence. We can find an analogy in 

what happened in Hungary. In the middle of the 18th century we find in this 

country the birth of a new genre with German martial origins. It is the Verbunkos 

that will later give rise to the Czardas (c:a 1830). Franz Liszt’s book “Des 

bohemiens et de leur musique Hongrie” (1859) is dedicated to establishing the 

theory that all popular Hungarian music had a gypseian origin, a romantic idea 

that was refuted by Béla Bartók and Zoltán Kodály in the 20th century. 
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4. Theory on Collaboration 

 Introduction 

In this chapter I will review different theories about collaboration between 

individuals in general. Starting from an overall view of the phenomenon I then 

approach the particularities of composer-performer collaboration, and 

eventually I will touch on some specific cases the most important composer-

guitarist collaborations in the history of the instrument. 

  

4.1 A Sociocultural Perspective on Collaboration 

The current definitions of collaboration are broad and there is no consensus 

about what it involves: “…the term is used ubiquitously today to describe all 

manner of interactions between people, in a range of activities, both professional 

and personal” (Schrage1990; quoted in Roe 2007:22). As with many other social 

phenomena, collaboration is quite difficult to define.  According to Schrage 

(1990; quoted in Roe 2007:22), “creative collaboration is a process of shared 

creation, in which two or more individuals with complementary skills interact to 

create a shared understanding that neither had previously possessed or could 

have come to on their own; shared meaning is created about a process, a 

product, or an event ”. 

Moran and John-Steiner (2004) take the definitions of collaboration into a 

further discussion: social interaction involves two or more people talking or in 

exchange; cooperation adds the restriction of shared purpose and “working 

together” often entails coordination of effort. “Collaboration,” however, involves 

a blending of skills, temperaments, effort and sometimes personalities to realize 

a shared vision of something new and useful (Moran and John-Steiner, 2004: 11). 
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The social theories of collaboration have their base in the work of the Russian 

psychologist Lev Vygotsky (1896-1934), and rely on the sociocultural 

perspective that knowledge is created in interaction between individuals, as 

opposed to the Swiss pedagogue Jean Piaget  (1896-1980) who relied on the 

rationalist tradition. In Piaget’s theories, knowledge is based on developing skills 

of thinking from within, through assimilation and accommodation.  The child has 

to develop into a specific phase to be able to acquire a skill. Vygotsky however 

believed that learning comes before development, and he developed the concept 

of the “zone of proximal development”, as a space in which an individual, 

through interaction with others and with help of cultural tools may gain a new 

perspective and meaning, always in a sociocultural context. The dynamic 

encountered in this space is defined further by Vygotsky in Mind in Society: 

Development of Higher Psychological Processes, as  “the distance between the 

actual developmental level as determined by independent problem solving and 

the level of potential development as determined through problem solving under 

adult guidance, or in collaboration with more capable peers…” (Vygotsky 

1978:86). What happens in collaborative processes is that the participants 

“create zones of proximal development for each other”  (John-Steiner, V 

2000:189). Through interaction we learn from each other, and we develop skills 

that would not be possible in a non-social context. Further, collaborating means 

being enabled to reach goals and visions that in individualistic approaches would 

have been impossible to achieve. 

Turning to collaboration in the field of guitar music, the most important 

composers of the classical guitar up to the beginning of the 20th century were 

both performers and composers and hence they performed and edited their own 
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works. However, this changed radically in the early 20th century when the 

instrument regained popularity much due to the entry of Andrés Segovia on the 

scene. As the demand of the instrument grew so did the demand for new 

repertoire. The Uruguayan guitarist Abel Carlevaro collaborated with Villa-Lobos 

and received direct instruction and exchanged experiences with this Brazilian 

composer. Narciso Yepes worked with the Moroccan composer Maurice Ohana, 

and the English guitarist Julian Bream worked with many composers including 

Benjamin Britten. All these relationships between composers and guitarists were 

different because of the level of commitment, the conditions of the parties 

involved, and their different personalities. What seems clear in these 

collaborations is the definition of roles, and that this traditional view might have 

also been a barrier in the creation. This separation of creator and interpreter is 

also strictly connected to the individualistic ideology of the 20th century that is 

today being abandoned for a more collective view where social interdependence 

is assumed. On the other hand, what is common to all of these collaborations is 

that they had a positive impact on the development of the instrument, and that 

the persons involved gained knowledge and experience.  The interconnection in 

culture leads to new artistic discoveries, and new knowledge. “It is through joint 

activities and partnerships that we confront our shifting realities and search for 

new solutions” (John-Steiner, 2000: 3). 
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4.1.1 Classification of Collaborations 

We may find four main models for the classification of collaborative practices in 

the literature. Although they share some similarities they are in essence clearly 

distinct from one another.  

1) Montiel-Overall (2005) 

This classification proposes three categories of collaborations: 

a) Coordination: This type is characterized by the exchange of information and 

coordination of schedule in order to improve the own performance of the parties 

involved.  

b) Cooperation: Normally we associate this type of collaboration with how a 

company should work. There is a final aim, which could be a product. However 

the power here is centralized. 

c) Integration: As opposed to the others this kind of collaboration is involved, 

intense, has a potential of creating something beyond the capacity of the 

individuals that take part of it (Roe 2007:25) 

 

2) Pollard (2005) 

Pollard also uses 3 categories and adds 8 contributory factors: 

a) Coordination:  

Preconditions for success: More than one person. Well defined who 
does what and when to do it. 
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Enablers: Problem solving strategies. 
    

Impact of approach: No overlapping of task assignation. 
  
Outcomes: Effectiveness, goals reached. 

   
Optimal application: Coordinating and assignation of tasks and 
schedules in simple organizations. 

 
Appropriate tools: “Project management tools, schedules, roles, GANT 
charts and action list” (Roe 2007:26) 

 
 Degree of  interdependence: Basic.  
 
 Degree of individual latitude: Basic. 
    
 
b) Cooperation:             

Preconditions for success: Shared goals.  More than one person 
involved. Mutual trust and respect. Acknowledgement of mutual benefit 
of working together. 

        
Enablers: Knowledge sharing and frequent meetings with clear role 
definitions. 

    
Impact of approach: Mutual benefit obtained by sharing work.  

        
Outcomes: Efficiency achieved plus savings in time and cost.   

                    
Optimal application: Solving problems in complicated environments, e.g. 
marriage. 
  
Appropriate tools: Systems thinking. Analytical tools including root 
cause analysis. 
 
Degree of interdependence: Considerable. 

 
 Degree of individual latitude: Considerable.   
 

c) Collaboration:  
 

Preconditions for success: Shared goals. Dynamic process with a 
sense of belonging and commitment. Mutual trust and respect. 
Complementary, diverse skills and knowledge with intellectual agility. 
 
Enablers: Right mix of people. Good facilitators. Experience of 
collaboration. 
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Impact of approach: Achieves results that the participants would be 
incapable of accomplishing alone. 
  
Outcomes: Innovation, extraordinary results and collective sense of 
accomplishment. 

   
Optimal application: Enabling the emergence of understanding and the 
realization of shared visions in complex environments, e.g. jazz, theatrical 
improvisation and co-creation. 
 
Appropriate tools: Appreciative inquiry, open space meetings, protocols, 
conversations, stories. 
   

 Degree of interdependence: Substantial 
 
 Degree of individual latitude: Substantial. (Roe 2007:26) 
 
 
3) Vera John-Steiner (2000) identifies four clearly distinguished patterns of 

collaborations. These are, Distributed, Complementarity, Family and Integrative 

Collaborations. Since the collaborative processes are dynamic, they might 

develop into another pattern, and that is almost the norm in long-term 

collaborations. 

 

a) Distributed Collaboration: This type of collaboration normally occurs in 

informal environments but some cases more formal. The platforms are 

conversations, conferences and forums. It is characterized by exchange of 

experiences, thoughts and opinions. Collaborators adopt an informal and 

voluntary role. In the musical context this may occur in the smoking room of the 

conservatory or at the café. The discussions and conversations may lead to 

further development and, if there is mutual interest, could become a more lasting 

and deeper interrelationship.  
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b) Complementarity Collaboration: The participants in this kind of collaboration 

divide the tasks according to their specific expertise. They share visions and 

negotiate their aims. Collaborators may not only complement each other in the 

technical abilities needed for the intended goal but also in personality and 

character. 

c) Family Collaboration: This type is characterized by the flexibility of roles and 

responsibility. Normally they are long lasting collaborations in which, due to the 

development of the individuals and their interrelations, the participants acquire 

new roles. It can also be that new demands imply a restructuring of the group 

and therefore the roles are changed as well as the task distribution. 

d) Integrative Collaboration: This kind of collaboration strives for changing an 

existing paradigm within a field. It requires a long lasting commitment of the 

collaborators driven “ by the desire to transform existing knowledge, thought, 

styles or artistic approaches into new visions” (V. John-Steiner 2000:203).  An 

example is Picasso’s and Braque’s collaboration over years in creating a 

revolutionary painting style called Cubism, based on the interrelation of objects 

that influence the art and painters even today. 

4) Hayden and Windsor (2007) 

A last classification is the one proposed by Hayden and Windsor (2007), which 

describes strictly forms of collaborations in music, depending on the role of 

notation, the composer, the musicians and the aims of the projects. 

 Directive: The score is used in a traditional way, as a recipe of the composer to 

the musicians. There is a clear hierarchical approach were we find the composer 

at the peak of the pyramid and the musicians subordinated. Normally we find 
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this approach in acoustic settings with conductor. The collaboration produces 

limited outcomes and is reserved for pragmatic matters of execution. 

Interactive: The author is more open for negotiation and the exchange of ideas 

and openness is very present. The score is present but not as “the truth” but 

more as a guide were some things a to be played literally while others are open 

for change or free. The composer, however still got the final word. In this 

collaboration we may find acoustic instruments, standard notations as well as 

electronics in combination. There is an ongoing negotiation between composer 

and musicians. 

Collaborative: Here we find no hierarchical structures and the work is negotiated 

during the process. There is no score and the composer is not only one person. 

Normally the form and structure is improvised live and decided collectively. We 

normally find acoustic as well as electronic devices in this type of collaboration. 

 

  4.1.2 Composer Performer Collaboration in Western Classical Music 

The historical, cultural and social context defines musical practices., as David 

Hargreaves reminds us, “musical practices are strongly influenced by the social 

and cultural frames within which they take place” (Hargreaves 1999:206). It is 

clear that from the industrialization in the western world the life of musicians 

have changed, since the whole society has gone through fundamental shifts. So 

did also the place and function of music, something that is clearly seen in 

western classical music. Christopher  Small discusses  the segregation of 

popular genres in western culture and what he calls the “critical disjunctions in 

classical music in the 20th century”.  These are the dual pairs of creator–
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performer, producer-consumer, classical-vernacular traditions, composer-

audience (Small 1994:343).  

Paul Roe points out that classical music as a “high art” is a new phenomena and 

that it promotes separation and exclusivity (Roe 2007:44). The conception of 

the performer as a servant to the composer is also a 20th century phenomenona 

that has its roots in the romantic era.   

Composer Tim Steiner is aware of the limiting dimension of the score and 

describes it as the main contributor as to why Western classical music has had a 

non-collaborative approach for centuries. This focus on the score also enhances 

hierarchical structures, since the composer via the written score describes the 

“magic formula” downwards to the subordinated interpreter, in order to make 

it happen.  Kaiser refers to this as the “magic description” (Kaiser 2004:3). 

 

 

 

 
 
 
4.1.3 Collaborations Between Composers and Guitarists 

Since there have been many interesting collaborations between composers and 

guitarists during the 20th century I would like to explore and analyze them with 

the theoretical tools defined above.  I have chosen Andrés Segovia and Abel 

Carlevaro, two great guitarists that represent different guitar schools but were 

active at the same time. Thanks to these interpreters and their collaborations 

the instrument developed many facets that had not been used before. It also 

implied a vast contribution in form of new works for the instrument. Because of 

their different personalities, nationalities and backgrounds we will find 
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different ways of interacting in the social process of their respective 

collaborations. The fact that they did not work with the same composers makes 

it difficult to make generalizations since the counterpart is at least as important 

as the part, and the composer’s way of interacting is also defined and developed 

through the process. Another interesting fact concerning these artists is that 

they knew each other and developed a relationship over the years, especially 

when Segovia settled in Montevideo in 1937 and remained there for nearly a 

decade. They both had some interaction with Manuel María Ponce and Heitor 

Villa-Lobos. Segovia developed a collaboration with Ponce and Carlevaro 

worked intensively with Villa-Lobos on the Preludes and the 12 Etudes. 

I will in the following section review the collaboration with Segovia had with 

Manuel María Ponce. The main reason for this is that there is a reliable source 

in The Segovia-Ponce Letters edited by Miguel Alcázar (1989). Another reason 

is that this collaboration lasted for more that two decades and is an example of 

how collaborations develop during time, but also how - when roles are as 

defined as in this case - the output has a limited potential. The second guitarist I 

will explore, Abel Carlevaro, might be more known for the guitar school he 

developed, although he had a performing career that lasted all his life. He also 

composed an impressive amount of works for the instrument including 

concertos, quartets, duets and arrangements.  

4.1.4 Segovia-Ponce, a Lifelong Collaboration 

In 1923 Andrés Segovia made his debut in Mexico City. The reviews were great 

and the guitarist read one that had a deep impact on him. He wanted to know 

who the critic was that had been able to capture the art of his playing in such 

words. The critic was Manuel María Ponce, an already well-known composer in 
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Mexico. Segovia asked him to write something for the guitar and Ponce 

responded with the creation of Sonata Mexicana (published 44 years later). 

Segovia premiered the work the same year in Madrid together with a song by 

Ponce, Valentina, arranged for solo guitar. 

This was the beginning of a fruitful relationship and a long-lasting collaboration 

that ended with the death of the composer on the 24th of April 1948. The 

letters that Segovia wrote to Ponce during more than two decades is an 

invaluable source of knowledge that gives us many clues about how the 

relationship developed, as well as how the collaborative process of these very 

creative musicians took shape. Thanks to Miguel Alcázar’s extraordinary work 

we have access to the Segovia Ponce-Letters in a bilingual edition.  

From the beginning, the Segovia-Ponce collaboration was fuelled by Segovia’s 

need of new repertoire for the instrument, as the demand for recitals grew. The 

nature of the collaboration was complementary, since Segovia needed Ponce’s 

expertise in composing and Ponce was more than happy that his work would be 

spread by such a great interpreter. The composer was however not very 

familiar with the instrument and thanks to this, the collaboration starts to 

expand his horizon. The exploration of the possibilities of the guitar as a solo 

instrument became a shared learning project, as expressed in Segovia’s letter to 

Ponce: “I am waiting for the variations and the fugue and the news that you are 

continuing to study the guitar, for enjoyment and for the guitar’s well being”. 

(Alcázar 1989:6). In a letter to Ponce from 21 august 1926 Segovia gives a clear 

hint of how his involvement in the compositional process gradually increased, 

when writing about how  “another of the designs that I had, had to come, is to 

force you to write another Andante for the Sonata in A major.  Remember that 
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in Paris I showed you the reasons for this and you agreed”. (Alcázar 1989:8). 

We can also see that Segovia is motivated by a greater vision, that is to reclaim 

the instrument’s status and putting it back as an equal of other classical 

instruments. For these purposes Segovia had started other collaborations with 

composers such as Albert Roussel, Volmar Andreas, Turina, Torroba, de Falla 

among others (Alcázar 1989:3).  

 

To summarize, the nature of this collaboration has some characteristic features. 

1) It starts with a complementary collaboration but rapidly Segovia takes a 

more active role in musical decisions. 

2) There is a deep interdepence that is derived from Segovia’s need for new 

material and Ponce’s need for diffusion and of economical resources. 

3) Segovia’s  supportive role in relation to the composer is expressed in the 

continued positive feedback and reviews (and the numerous performances) of 

Ponce’s work. Not only by expressing his own fascination but whenever another 

important figure expressed admiration for the Mexican composers work, he 

always lets him know. 

4) The collaboration supports the theory that the participants expand their 

knowledge and realize tasks that they would not have achieved alone. 

 

 

4.1.5 Carlevaro and Villa-Lobos.  
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No one can deny that Heitor Villa-Lobos’ contribution to the classical guitar is 

one of the most important of the 20th century. Abel Carlevaro always pointed to 

the deep influence the Brazilian composer had on him as musician (Escande, A. 

2005:135).  They met in Montevideo in 1940 in a concert organized by 

musicologist Kurt Lange, as part of a series of activities that had the music of 

Villa-Lobos as main theme. Carlevaro was contracted to play at the conference 

with not only the Brazilian composer in the audience but also Andrés Segovia, 

who lived in Uruguay since 1937 and who was Carlevaro’s teacher at the time. 

After that concert Villa-Lobos invited Carlevaro to come and study his work in 

Brazil. It would not be until three years later that Carlevaro responded to the 

invitation. By that time the Uruguayan guitarist had studied orchestration with 

Pablo Komlos, and had also personally met Manuel María Ponce, from whom he 

received the recommendation to select 14 specific variations for performing the 

Mexican composers Variations on the Folía of Spain and Fugue (Escande, 

2005:136). 

It is interesting to note that Segovia and Villa-Lobos could have started 

collaborating, but the Andalusian’s response to the composer’s work was not 

too positive. This is also reflected in one letter from Segovia to Ponce, where he 

says that the only thing playable of the sixteen works he received from Villa-

Lobos, is one Etude in E major (Alcázar,1989:210-211). The preconditions for 

success failed in mutual respect (Pollard 2005), at least from Segovia’s part. 

Carlevaro travelled to Brazil in 1943 and started a tour that lasted to May 1944, 

receiving great response from the specialized critics. At Villa-Lobos house, 

Carlevaro is introduced to the composer’s work for guitar through the Spanish 

friend Tomás Gutierrez de Terán.  (Hodel 1988). From that moment, Carlevaro 
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starts to work with the composer on the 12 etudes and the preludes and 

recorded some of them with the guidance of Villa-Lobos. Many of the 

manuscripts with comments were passed on to Carlevaro.  Carlevaro then made 

a technical and stylistic analysis of the etudes based on this collaborative 

experience, published on Chantarelle (Carlevaro 1988). 

What I would like to summarize from this particular collaboration is the 

importance of how the chemistry of the participants must work in order to 

make a collaboration work. If Heitor Villa-Lobos had not been a strong 

character he would have let the comments and bad response put an end to his 

intentions of writing for the instrument. Instead, and maybe because he knew 

the instrument just as well as did Segovia, he relied on his capabilities. On the 

other hand he knew that he needed a virtuoso guitarist to promote his work. 

Since Segovia was not interested, he luckily found a young talented guitarist in 

Uruguay that was ready to embrace the task. The impact of Abel Carlevaro’s 

guitar school is also huge in the history of the modern guitar and there is no 

doubt that it would have been different, if not poorer, if the Uruguayan had not 

met Villa-Lobos and worked with him. 

Another interesting question is whether collaborations always expand and 

increase creativity. In the case of Segovia, with his particular personality and 

taste one would ask oneself if Ponce could not have been more risk-taking and 

revolutionary as a composer for the guitar if he had not had Segovia’s 

sometimes conservative shade over him. It will remain unknown, but all 

guitarists can thank them both for complementing each other, and feeding the 

growing canon of guitar repertoire. 
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4.2 Research on the Transmission of Musical Traditions 

Guitarra Negra was created within the tradition of Western classical music, in 

the 21st century, and with some influences of Spanish folk music: flamenco on 

the one hand and the Uruguayan singer-songwriter Alfredo Zitarrosa’s work as 

inspiration on the other. So we could say that all these three traditions, with 

particularities raised from the exchange in the collaboration between the 

composer, and the interpreter, and by extension the ensemble and the 

conductor, would define at least until today, a performance practice for Guitarra 

Negra. Having access to a res facta version of the work as well as many 

annotations and comments of the composer we are leaving sufficient material for 

further performances for conserving this tradition, but also for changing 

tradition “to avoid petrification” (Hambraeus 1997:26). We are also aware that 

we have recorded a work within a socio-historical context and that what might 

be a valid tradition today will not be so tomorrow. It will be up to future 

performers whether they will adapt their interpretation to 2011’s tradition or 

not, as for interpreters of Webern’s piano variations Op. 27 to play in a Viennese 

romantic performance tradition or not (Hambraeus 1997:27). This brings us 

back to the question of what authenticity in musical performance really is. Is it 

something untouched by time and place? What are the relevant conventions that 

Donington refers to when he claims that the relevance of a musical performance 

to be found in the “detailed acquaintance with the relevant conventions…”. 

Hambraeus does not directly answer this question, but gives us many clues in 

where to find authenticity, in the history of performance practice.  
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I find it relevant to explore conceptions of how the transmission of musical 

traditions works, since the starting point of Guitarra Negra was to dive into the 

world of flamenco, not merely for superficial inspiration but in order for this 

knowledge of a style to influence every aspect of the work. 

On the other hand we did not want to create a piece of flamenco. First of all, 

while flamenco is an aural tradition, what we aimed at was the production of a 

score-based piece of music. But also, what we wanted to achieve was an 

amalgamation of contemporary western modes of expression, deeply integrated 

with stylistic and sonic features of flamenco. What we tried to do was to review 

the “…relevant conventions…” (Donington, R. 1965)  of the style and apply some 

of them, always bearing in mind that this would be distorted by our background 

in classical music.  By being aware of this we were also creating a “way of doing” 

that in the long run might establish a tradition or a performance practice that 

relevant to Sara Vara’s work.  As Hambraeus points out “… transmission of a 

certain tradition can remain more or less unchanged and thus give new 

generations accurate and important information. But when being subject to 

misunderstanding and neglect, a tradition can lose its value and become just as 

useless and insignificant as a remnant from bygones” (Hambraeus 1997:14). 

However the transmission of the elements derived from flamenco, and the aim of 

authenticity was a goal that we both agreed would have to be fundamental for 

the project. Therefore the understanding and the assimilation of certain 

elements had to come from many sources but the aural and audiovisual became 

crucial since we were dealing with music.  Certainly, transcriptions of flamenco 

were of some importance in my own studies of the genre. However if we had 

relied only on the written transcriptions of flamenco music, many essential 
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aspects of the style would have been lost, just as the score to Guitarra Negra also 

is incomplete in the way it transmits the music to the musicians in the ensemble 

(examples of this will be discussed in the chapter about the making of the 

recording and of the editing process). Without the online resources and the 

interaction between myself and the composer over the internet, this project 

would not have been possible.  
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5. A Chronological Journey Through the Creative and Interpretative 
Process 

This chapter is divided into three distinct phases. Each one represents one 

specific moment of the process. The first phase is the one that explains the pre-

studies getting familiarized with the flamenco style and techniques and the 

conversations that I had with Sara during the process. Phase 2 describes the 

work with the score, involving the analysis of the interpreter, editing the guitar 

part and an analysis that the composer made from her perspective. Phase 3 is 

based on the rehearsal and recording sessions with the ensemble. 

 

5.1 First Phase 

5.1.1. Learning Flamenco Techniques 

In the beginning of the project only a few things about the composition had yet 

been determined. We had agreed that the flamenco should have a clear impact 

on the music, and that this influence should be flavoured in a more authentic way 

than that in which other classical composers had approached the style. We 

wanted to achieve this authenticity by getting immersed in the performance of 

flamenco as a part of the process of creating the new composition. For me, that 

meant getting involved in a new learning process. Sara was already playing in a 

flamenco ensemble, learning from the musicians and the dancers the essentials 

of the tradition. 

We also knew that we should not try to abandon our own traditions - our 

identities as classical musicians - but to learn the techniques, the theory and the 

culture of flamenco and find ways to make them meet the traditions that we 

already embody. The rest of the premises grew from the process. Some 
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originated in discussions with roles overlapping one another, from traditional 

views of the composer as the author and the interpreter as transmitter. However 

Sara was always encouraging me to adopt more freedom in my role as 

interpreter, particularly in the solos, relating the freedom to the improvisational 

nature of flamenco. 

 

For me, the obvious starting point had to be learning flamenco. Ideally I should 

have travelled to Spain and studied in situ with Oscar Herrero or some other 

musician and teacher of the style. However, for several reasons this was not 

possible. Instead I started working from Herrero’s series on flamenco technique 

titled Guitarra Flamenca Paso a Paso (2000), accompanied with DVDs in which 

the maestro gives clear instructions and examples. Obviously, I can both hear 

and see the actions. But is this still the same as getting immersed in the culture? 

On the other hand, both Sara and I knew that my guitar playing would not sound 

like flamenco, because there is a different approach, a different technique that 

has grown deep in my way of playing, a result of years of practice, that would not 

disappear, and we would not want that either.  

There were mainly four parts of the technique that I studied, because of their 

difference compared to the classical guitar school. 1) Rasgueado 2) Alzapua and 

Arpeggios with repetition of thumb 3) Picado 4) Golpes applied in different palos. 

As we can see all these techniques involve the right hand, which - as Oscar 

Herrero says - is where we find the most profound differences between the 

classical guitar school and the flamenco guitar tradition.  
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5.1.2 Discussions of Ideas with the Composer 

In this section I will examine the collaborative process, reviewing the e-mail 

exchange as well as notes and thoughts that popped up in the working process. I 

believe that doing this in chronological order may show the evolution of the 

process, the change in the work and in the collaborators. As Vera John-Steiner 

points out, difficulties in collaborations can only be overcome with confidence in 

the project and in each other (2000:23). I will now turn to an example of 

problem solving of this kind: 

 

The 4/28/09 I sent a copy of the research plan to Sara. This plan would be 

updated during the process, but in essence, the methods described there will 

remain through the entire work. In this  mail I also asked Sara to send me some 

material that has inspired her and some references (mail 4/28/09 SC-SV). This 

first phase of collecting (and recollecting) material and getting inspiration is 

characterized by equality in roles and responsibility, which defines a joint task 

(John-Steiner 2000:12). 

 

On 5/1/2009 I received a reply from Sara with some very interesting material. 

She sent a link to Mauricio Sotelos “ Como llora el Viento” on YouTube2 and 

talked about how this composer has incorporated flamenco in a much deeper 

level than other Spanish composers, and that he includes flamenco musicians as 

performers, like in this piece, Canizares, a well known flamenco guitarist, plays 

the solo part. Sotelo also works with flamenco singers and Indian tabla players 

                                                        
2 (http://www.youtube.com/watch?v=PYxkP0D585Q) 

http://www.youtube.com/watch?v=PYxkP0D585Q
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as well. Now with some perspective I see the direct influence that Sotelo had on 

Saras work: in particular the Bulería in the Guitarra Negra has a strong air of the 

initial part of “Como llora el viento”. Sara also sent me the score so that I could 

study it. One thing that Sotelo uses is a scordatura (C, G, d, g#, b, d#) on the 

guitar, in order to create a “kind of gravitational harmonic axis or Solar Chord 

within a system of infinite suns “(Giordano Bruno). Another thing we discussed 

here was the problem of the sound of the guitar itself. As we notice in ”Como 

llora el viento”, the guitarist Canizares obviously plays with a flamenco technique 

that implies a particular sound. If I would search for the same “flamenco” guitar 

sound it would take years to rework my right hand technique. My main concern 

is not the time it would take though, but I am concerned about losing my identity 

as musician since it would mean denying my classical guitar schooling, and the 

aesthetics behind my voice, my sound, my feeling when I touch the strings. 

Speaking in technical terms, it is a fact that I, and mostly all classical guitarists 

today, strike the strings from the base of the finger and normally don not 

voluntarily involve the last finger joint. Flamenco guitarists however, mainly in 

the picado (rest stroke), but also in arpeggios, use the last finger joint a lot which 

results in a more aggressive, rough, and distinct sound, that is normative in the 

style. Sara pointed out that Sotelo’s approach is to bring musicians from different 

worlds and traditions together: “You are a classical guitarist and it is about 

exploiting your resources as classical musician”(S.V.-S.C. 5/01/09). We agreed 

on this, but it would be found later in the process that I will also adopt a different 

technique in order to represent the flamenco sound, and this technique will 

come with the study of new exercises taken from different flamenco guitar 

books. 
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In July I started to study the different palos of flamenco through some websites 

that Sara recommendedi.  

The idea was to get an overview of the different rhythms and then decide which 

would be part of the work, and focus on them. I also start to listen to a lot of 

flamenco music with Tomatito, Paco de Lucía, Vicente Amigo and I begun to play 

Oscar Herreros Cuaderno Nr1 with exercises in flamenco right hand techniques. I 

started to play a Tango of his that has a clear rhythmical character and will help 

me to develop the expressive aspects. At the same time I get some instructions 

from Jan-Olof Eriksson on Soleares and I start playing some of his compositions 

as well as a Soleá of Juan Serrano. The characteristic accents of the Soléa on the 3 

6 8 10 12, of a 12 beat phrase will be very helpful when I learn the Bulería from 

Guitarra Negra, since the Bulería is a palo developed from the Soleares. 

During this time Sara started to listen to some compositions with guitar by other 

composers like the Ginastera Sonata for guitar, "Natarayah” by Mario Lavista ", 

"Shard" by Carter, Ferneyhough’s "Kurze Schatten", and La espiral eterna by 

Brouwer. She asked me for more references (mail from SV – S.C. 7/30/09) so  I 

told her about some composers like Domeniconi, Carlevaro, Takemitsu, Berio, 

Dyens, Bogdanovic and sent her some links to performances and scores (mail SC- 

SV 8/03/09).  In this first phase we were exploring the domains of the other, 

learning from each other by sharing and transmitting information, by exchanging 

experiences. It had the informal and conversational character of distributed 

collaboration (John-Steiner 2000), although we had a greater vision, and knew 

that it served the common purpose of creating a new work.  

On 3/15/2010 we agreed that the method now should be that Sara would send 

me ideas, I would try them, and then we would be able to interact and exchange 
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ideas and opinions about the results. I also told her about my request that she 

uses bending as a resource like in the flamenco songs using quartertones and 

that it would maybe work in the context of a single line, with a pedal bass, as the 

tar players make in the Persian music. Sara replied that she already had the idea 

of imitating the flamenco cante and therefore would apply the quartertone 

bending.  She also asked about the limitations of the instrument in the bending, 

how high I could bend a note? (S.V. to SC. 3/16/2010). The collaboration was at 

this point in a new phase and we were both active trying things, and there is no 

hierarchy. The tasks were shared and we both would bring suggestions as well 

as learn from each other in a more practical way. As the roles were flexible for 

moments we could call it a family collaboration (John-Steiner 2000) at this point. 

The same day I worked hard on bending, trying to reach the limits and drew 

some conclusions based on the instrument I have and the strings I use.3 It would 

appear that the limits would be a major second in some registers and that in 

some places like the fourth string in the 5th fret its difficult to bend more than a 

half note.  

On March 20 I received a text that explained the compositional ideas Sara had 

been working on. I studied it, revised it and made a summary in Swedish that I 

sent to my tutor. The text is interesting not only because it describes the process 

of the composer, and the way she interacts with the interpreter, but also the 

ideas that would remain in the final composition as well as the discarded ones.. 

In the case of choosing rhythms or palos we can observe that Sara and I were 

working on some that would not be included (but sometimes other related 

rhythms would like, not the Soleares, but its younger brother, the Bulería would). 
                                                        
3 high tension Hannabach classical guitar strings 
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The Seguiriyas is in the list and the Granaína is included but not the Nana or the 

Martinete. In reading her thoughts and impressions, I reached a deeper 

understanding of Sara’s language. I was in a process of appropriation of the style 

that gave me new insights in my partner’s creative cognitive process, but also 

made me aware of theories of creative processes that were new to me. Mutual 

appropriation is what happens when, through collaboration and thanks to an 

exchange of insights we become aware of other aspects of a subject that we had 

not been aware of before (John-Steiner 2000). When Stravinsky saw his music 

choreographed by Balanchine he became aware of other aspects of the piece and 

“came to appreciate his own work at a deeper level, to re-experience it and to 

gain new ways to expand it.” One important aspect of our work that we 

discussed a lot at this time was how we attempted to deconstruct rhythms, for 

example adding a rest in order to dissolve the original rhythm, but still 

maintaining the character.  

The 6th of August 2010 I received the first finished section of Guitarra Negra that 

is almost half of the whole composition. After reviewing it and reading the 20 

pages I wrote an email to Sara to congratulate her on the idiomatic writing and 

beautiful music. I was indeed surprised to find that she had managed to write 

such idiomatic material for the guitar, as if she had already written many works 

for the instrument.  The exact extent to which that was due to our discussions 

and collaborative process is impossible to know, but Sara had developed a true 

understanding of the instrument’s virtues and limitations. 

The next days I studied the introduction of Guitarra Negra, the Nana, and 

recorded a preliminary interpretation that I sent to Sara for some feedback. I find 

Sara’s reply so interesting and full with musical comments and discussions: 
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“Hi Sebas,  

Thanks for the recording, it’s a very valuable material. I have listened to it many 

times, without the score because I recognize totally what I wrote in your playing. 

Generally I feel completely satisfied, I would just tell you some things that are 

mere details. The first is to congratulate you on your excellent comprehension of 

the tempo and the breathing, for giving that space to the silence, to is paused 

pulse. I assure you that these things are vital to me, especially the breathing and 

the rests obviously the tempo is more flexible always. 

I tell you how I feel about this Introduction. I am moved much by images and 

sensations. Since the score is something very real and with its character of 

objectivity, I like to think of other things that permit me to understand it better. 

The introduction is written in the style of Nana. The Nana is a palo derived from 

Soleá, but much more free. The gypsian Nana is a hard nana in fact, forged in an 

ambience of poverty and marginality. I imagine how the sound approaches little 

by little, gets closer with the wind. That’s the reason for the absence of bass. It is 

not that they are not there they just aren’t heard (somehow they are present 

through its harmonic spectrum). It is for that reason that you have all flexibility 

until the ninth measure, to achieve the “smoothly arriving” character. I would 

wish that you would you would rest more upon more the E , not much like an 

accent but tenuto and then the crescendo towards the B goes by itself. I love the 

rest of it. And I would specially like (tell me if its possible) if the bass could sing 

more in bar 9. From bar 9 and onward is just a declaration of intentions. A 

presentation. Sing out all with no hurry. That moment is for you. I can’t tell you 

anything else. I loved it” (mail from S.V. to S.C., 9/10/10 translated by the 

present author). 
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I took notes on Sara’s observations on the interpretation and continue to study 

the rest of the material. On December 1 I received the complete finished score. I 

remember my excitement and how I immediately started reading the score, and 

was caught by the last short Bulería (from bar 179 to the end of the piece), 

maybe because I found the biggest challenges technically here, and also in 

getting the right feeling. In a mail from 12/25/10 I wrote about the problems in 

the last movement, especially with the final arpeggios. Here I found that the 

order of the notes to be played in the sequence was not very idiomatic. I try to 

avoid editing a composer’s work and when I would do it is because it is 

impossible to achieve the desired musical result without changing something. 

There are some examples in Rodrigo’s concertos, as well as in the work of other 

non-guitarist composers, where it’s rather a norm than an exception to make 

changes. I refered to the arpeggios in the second movement of Rodrigo’s 

concerto in a discussion of the technical problems with the final figurations, 

suggesting that a similar configuration would be the only way to make the tempo 

work. I finished the mail telling Sara about the physical impossibilities of the last 

chord of the work, since the extension exceeds any hand I know, because it 

would imply to have a range of nine frets (form the second to the tenth). I 

suggested changing the octaves in some voices in order to maintain the harmony.  

Sara replied “I totally agree in what you say, it’s due to my lack of experience 

with the guitar!! I understand perfectly and I totally trust you on any changes. 

Once the work leaves my hands it’s yours”.  I will analyze the edition process 

more deeply below. What I want to point to here is the ease in working with and 

relating to the composer. The sincerity and open mind one can achieve, and how 

this always is directed towards the musical outcome. If there would be another 
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way of executing a passage that would have a better effect in realizing the idea, it 

would serve our common interest to make this change. In the particular passage 

with the arpeggios that starts at bar 179 I would first find a solution adding some 

slurs to make it flow. The reality later would show me that the ultimate solution 

when playing with an ensemble, without amplifying the guitar, if the dynamics 

are fff would be playing rasgueado. The musical result is much stronger and 

convincing and that’s why the final recording has that version. I must say that I 

dedicated hours to get those arpeggios working and I was quite surprised when I 

found that the best result did not need any further practice, since those 

rasgueados where part of my assimilated technique when working on flamenco 

in the earlier stages of the project.  

The last mail I received from Sara before the recording of Guitarra Negra was the 

one that confirmed her travel to Borås on the 1/7/2011. In the few days we 

spent there were working together before my trip to Piteå to make the recording, 

Sara made some minor suggestions but mainly we work with the editing of the 

parts for the Finale.  

 

 

5.2 Second Phase: Studies of Written Material. 

In this section I would like to show the process of shaping the guitar part, when 

I try to interpret what is written and what the composer told me about her idea 

of the music and how, by making decisions on phrasing, fingerings, 

articulations, agogics and dynamics, I try to make those ideas a musical reality. I 

will refer to the guitar part in the Caldas edition as I give examples, that is, the 
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guitar part with my own fingerings and annotations (Appendix C) and the full 

score in manuscript (Appendix E). 

 

NANA (Example 1)  

Since the introduction was the first part I got, and had the opportunity to record 

and send to Sara for feedback it was maybe this part that had the best 

possibilities to meet the composers exactly ideas. 

A Nana is a lullaby and I had a rather clear idea of what the character should be 

but I had some doubts about the very beginning about which I asked Sara for 

advice. In the beginning there is no indication of letting the notes of the 

arpeggio ring. But somehow, because of its evocative character and the sense of 

coming closer and closer, it sounded to me that laissez-vibrer would be called 

for. When I asked Sara she agreed and said that she just forgot to write it in. The 

use of playing the notes in bar 3 in the second and third strings is not only 

because of the portamento of the e to a, but also to give it a different, darker 

sound. The laissez vibrer is applied throughout the introduction, with the 

exception of the sixteenth note scale passages starting in bar 14, where I 

wanted to give the scales a more articulated character, associated with the 

flamenco falsetas normally played with the thumb and articulated from the 

wrist. That is why I did the same in almost all the passages from bar 13 and 

onwards. That gives it a more aggressive sound that contrasts to the more 

mellow beginning of the introduction. The chords are also strummed 

downwards with the thumb, which gives a flamenco sound if using the nail. One 

thing I tried to do after Sara’s indications to my first recording of the 
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introduction was to play the triplet in the second bar more laid back ,and 

further when doing the same figure in sixteenths in bar 3, to stretch the notes to 

bring out the crescendo. She also emphasized the importance of the bass line in 

bar 9 and 10 so I marked that in the score. The use of position playing in the 

passage colours the sequence, the harmonic cadenza, so I did the left hand 

fingering in a manner that flamenco guitarists would have applied in that 

passage, but also in order to clarify the note grouping marked by the composer, 

in order to add the slurs.  
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Example 1, bars 1-22  
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In the Granaína the guitar plays almost a secondary role, accompanying with 

harmonies based on open strings, that by augmentation evolves from 

quintuplets of eights to the arpeggio in bar 40, which is the beginning of the 

second guitar solo. I thought that the main idea was to let the chord ring and 

dampen with the right hand on the third beat so that the rest marked the 

deconstructed Granaína by adding one quarter note to the typical Granaína 

meter (Ex. 1, bars 30–31).   

In bars 41 to 45 the guitar plays a short solo using “golpes” and chords, first 

played plaqué sforzando and then strumming up and down. I executed the golpe 

under the sound hole where it is most common in flamenco and for the 

strummed chords the main problem was to get the chords clear since they all 

had some stretches in the left hand, but with a proper use of the arm and hand, 

there should be no problem using the left hand fingering I propose. 
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Example 2, bars 23-53 

 

The next appearance of the guitar is in bar 52, when playing quarter notes. All 

my fingerings are on the fifth string since it’s much easier and more effective to 
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bend the string at a medium range as in the fifth and seventh position. 

 

 

Example 3, bars 45-71 

 

In the Martinete there were not many problems of fingerings, but one thing I did 

was to use rasgueado in the chords of bar 73, 76, 82 etc, whenever I wanted to 

strum and mark the written accents.  
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Example 4, bars 68-94 
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The following movement is the Seguiriya, which starts with a guitar solo and is 

characterized rhythmically by the written hemiola and melodically by the 

melodic movement of the minor second, and the Andalusian or Phrygian cadence 

in the bass line. It adds evolution through diminishing values to ornament the 

original idea, and sounds like an improvised falseta. The fingerings here are 

based on the principle of using the most suitable string to let the bass line sing in 

the cadence and keep the following fifth chord ringing. I also sought out a pattern 

for the right hand that would allow me to execute the arpeggios of bars 108, 110 

and 114 as easily as possible since they are required to be quite fast, but should 

sound like light ornamentation and not too heavy and accentuated. The types of 

slurs like the ones in bar 108 I always tried to do in one position since that would 

be the approach of flamenco playing, and if possible play them on two strings. 

The rasgueado I suggest in bar 132 and 133 is the abanico, with “a,m” 

downstrokes and “p” upstrokes to get at strong crescendo as well as clear 

rhythmical triplets.  

In bar 150 cantando I found a dilemma that took me to a difficult decision of 

editing in order to get a better musical result. There are six note tremolos and 

then a five-note tremolo, very common in flamenco but not much used in 

classical guitar. I had really worked on the flamenco tremolo in my pre-studies 

but had not reached the level of my fourth note tremolo that sounds so much 

more even. So I decided in order to get the passage as clear as possible both 

rhythmically and technically I executed all in the normal classical tremolo with p, 

a, m, and i, right hand pattern. The rasgueado following the tremolo I also 

suggest here is the abanico, for the same reason as described earlier. The 

disposition of the chord at bar 155 is impossible to play so I had to do some 
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editing. I decided to duplicate the c# so that I could strike all six strings with a 

rasgueado without having to dampen anything. I must also say that there was an 

error in the manuscript that did not clarify if the guitar should play c# or c. Since 

the harmony the bar before was with c#, and the doubt grows when the piano 

plays c natural. After talking to Sara she clarified that the guitar should keep the 

c# from the measure before and the piano should play natural, in order to create 

a tension that is emphasized through the sforzando indication. 

In the guitar part manuscript this is corrected.  
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Example 5, bars 91-159 

 

In the Bulería the left hand fingering is intended to achieve speed by using 

sequential right hand arpeggios whenever possible. In order to get a more 
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articulated sound I have used mainly right hand dampening that usually works 

well when using sequential planting. As I have already mentioned the main 

editing was demanded in this movement where I changed the arpeggios of bars 

170-171 and 181 to 182 to rasgueados. The reasons were both musical and 

technical; the rasgueados helped me address the in achieving the fff dynamic 

playing together with the whole ensemble without the need to amplify the guitar 

in the final part.  In example 6 I show what type of rasgueados I used and how I 

changed the original chords to make it work. Since most of the rasgueados are 

notated in a strict rhythm but the character is ornamental, the text should be 

taken as an approximation of the actual execution. “ The most widely used 

rasgueado form is, strangely enough, without a specific rhythmic structure! It 

does not have a specific rhythm breakdown of 16th notes, triplets, quintuplets of 

sextuplets. It is used as an ornament with an accent odd a specific beat…” 

(Anastassakis 2002). When changing the chords in this manner, it is also possible 

to play it as an arpeggio in the same rhythm as written if played upwards you 

rake with the thumb and downwards with the index, used in the cadenza of the 

Concierto de Aranjuez’s Second Movement. 
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Example 6, bars 181-183 

 

 

 

The technical problems are that the arpeggios aren’t in an idiomatic sequence 

and in the speed demanded in the section this does not function. However, as 

mentioned above, before changing the section to rasgueado I found a solution to 

the right hand issues so that I could play the arpeggio without changing the 

original chord. This solution is based on adding a slur whenever possible so that 

the right hand gains time to work on more logical position playing.  I also include 

this fingering in example 7. This was then discarded because of the dynamics and 

also because both Sara and I agreed that the desired effect was reached better by 

playing the section with rasgueado rather than arpeggio. The last chord of the 

work was also discussed early on in the mail exchanges with Sara. Here I 

proposed to move the low B note up one octave and move the high g note one 

octave down in order to get two open strings (second and third) which improves 

the sound, the dynamics and the balance, as well as makes it possible to play (see 

example 6 last chord above). 
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Example 7, bars 174-183 
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Example 8 (Bulería Guitar Part), bars 160-183 
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 5.3 Third Phase: Rehearsal and Recording with the Ensemble 

 

In this chapter I will discuss the process of rehearsing the piece with the 

Norrbotten NEO ensemble and the recording sessions. The analysis is based on 

the tapes of the rehearsals and of the recording session on January 11th. 

During the rehearsals for the recording I was in phone contact with Sara 

whenever any doubt would come up, since she was not able to travel to Piteå. 

Since there are only accounts of the rehearsal and the recording session of the 

second day there is no material to refer to directly from day one (10 January). 

However there are more than four hours recorded from the 11th January and I 

have focussed my analysis on this material.  

The session starts with a rehearsal of the Martinete, which had a very tricky part 

for violin and cello, and there seemed to be problems in the notation that made it 

sometimes difficult to read, and the conductor Petter Sundkvist pointed out 

some transposition problems that were worked out on the first rehearsal.  

After the cello and the violin start to find each other in bar 68, the entire 

ensemble plays the Martinete again. There is one interesting sequence when we 

rehearsed this section. After we had had played up to bar 93, Petter Sundkvist 

observed a problem of coordination between guitar and clarinet, and he wanted 

to hear them on their own. After another repetition, someone - probably the 

pianist Johan Ullén - says:  “but you are not playing the same sixteenths, the 
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guitar plays them faster”. I believe that the problem was that I was almost 

thinking the sixteenths as an ornament to reach the next note, while the 

ensemble played them very straight and even. I remember when studying the 

Soleares, the sixteenth between every strummed chord were always played 

faster and the chord almost with double dotted rhythm. We discuss this further 

and I sing how I intend the phrasing, vocalizing the passage and when we play it 

again, suddenly the music starts to flow.   

We stop after the violin solo at bar 67 in order to make some more takes. We also 

discuss whether we are playing at 54 beats per minute or faster as I claim, and 

the director Petter says that he might had change it to little faster in order to 

improve the violin solo, since in slower tempo he found it too static and heavy.  

Christian Svarfvar, the violinist is open to play it slower if it is required. Here I 

want to stress the democratic way of working in the recording session. The 

ensemble’s non-hierarchical way of working surprised me very positively and is 

reminiscent of the interactive way of collaborating (Hayden and Windsor 2007), 

where the composer has the final word, while musicians and conductor negotiate 

solutions. Since nothing was really static, and the work was very new and we had 

no references, only the composer’s score, we could discuss every decision, and 

try it out before recording it. Somehow it’s an optimal way of working since it’s 

on the ensemble’s sensibility and taste that the final results depends.  

We also discussed a problem that the pianist pointed out, also observed by 

Petter Sundkvist. In the Granaína the guitar plays quintuplets and the piano has a 

physical and musical jump and a rest in the last beat but he feels stressed to get 

to the next downbeat. I almost intuitively breathed after that third beat, but was 

not sure if it would help the music. Then I remembered that the whole idea of 
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Sara Varas in Guitarra Negra is to deconstruct the flamenco palos, adding 

sometimes a rest that disfigures the original rhythmic pattern. Maybe, the adding 

of a breath is a way of accentuating and marking the decomposed pattern. In any 

case, we decided to maintain it that way since we found that it worked musically 

as well as technically.  

In the second take, starting from bar 20, the beginning (01/11/2011 Recording 

of the Rehearsal at Studio Acusticum, Piteå min c:a 49:25) the pianist encounters 

a dilemma when approaching bar 40. Since piano, guitar, percussion, violin and 

cello hit the first beat together and the score asks for the sound to ring, the 

different instruments sound uneven in the duration of the ringing chord. 

Especially since the violin and cello play pizzicato, the difference in the decay is 

quite striking. The actual result is that the piano resonates while the other 

instrument’s sound dies much earlier. So Petter Sundkvist suggests that the 

pianist use his ”own taste” to make it work with the violin, the cello and the 

guitar.  

Another characteristic in the interaction of the ensemble and the conductor (and 

within the ensemble as well) is the confidence in each other’s capabilities. This 

could be explained by the years that the NEO ensemble has worked together. 

However, Johan Ullén replaced their ordinary pianist and had only been working 

with the ensemble for a short time. Another hypothesis of the non-hierarchical 

working mode (at least as I experienced it) of the ensemble may rely on the fact 

that they mainly work with contemporary music. The diversity of notational 

practices and musical styles, as well as a non-uniform tradition encourages and 

demands a more open approach than the classical tradition. 
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Until the Martinete, there were no big discussions about interpretation 

whatsoever but in this movement an interpretative problem arouses. I had 

already been talked about in the beginning of the session when rehearsing 

before starting to record. The discussion concerned how even the sixteenth 

notes should be played in the Martinete. When I play the sixteenths I seem to 

make the eights “dotted” in order to play the sixteenths almost as 32s. In Petter 

Sundkvist words  “Play them fast, in Spanish character”. It is no coincidence that 

the music is just that, inspired by Spanish popular music, but why I did that 

interpretation almost intuitively I think is because in any Soleares that I studied, 

when the figure is the same as in the example of Juan Serrano’s Soleares that I 

studied, it’s notated in sixteenths but played with a dot on the eight, and 32s 

almost as an ornament to hit the next beat.  

We did a take from the Martinete bar 68 in a faster tempo. The conductor 

stopped because he saw a problem with the dynamics of the violin and cello. He 

suggests changing the indicated mf to pianissimo, since according to him, the 

melodic line is found in the piano, guitar, clarinet and flute. We make a new take 

with a faster tempo and pp in violin and cello and continue with the Seguiriya 

solo (75:33). After this we discuss the problem of arriving at a new tempo in the 

Seguiriya and I ask if its possible to start the rit. where written (bar 88) and 

make it in a manner that I can take the new tempo in my solo in bar 93. We agree 

to do that so and after some takes we are happy with it and make a break. 

After the break we want to check the dynamics of the Bulería with the recording 

engineers so we play it a few times, and agree that the tempo we tried before 
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seemed too slow to finish in the “con brio” character we wanted, so we try with a 

faster tempo where the dotted quarter is = 90 bpm. 

After making a sound check we go back to bar 89 and continue through the 

Seguiriya cadenza and because the tempo that I leave in bar 132, where the 

ensemble should enter, is too fast (it should be close to quarter note=72), so I 

correct this and we are ready for the Bulería which we make a few takes straight 

away and finish our recording session. The main problem in this last movement 

was to adapt the guitar part, so it worked dynamically with the ensemble, 

especially in the arpeggios of 171-172 and 181-182. Changing them to 

rasgueados had two advantages, first they sound more even and rhythmical, and 

second, they were able to reach a fff with the ensemble without touching the 

mixing desk. 

To summarize: the recording was a task that had many obstacles, from technical 

to interpretative, as well as problems of understanding the notation, since my 

final edition had some problems due to my lack of experience with modern 

notation in Sibelius. The session with the NEO ensemble can be seen as a short-

term collaboration. Without the efforts of all the parties involved it would not 

have been possible and, from the composer to the recording technicians, very 

particular skills were demanded. A knowhow of working in a group that filled 

the project with possibilities and positive energy but also opening for argument 

and emotional preparation in not taking critical remarks personally. As Paul Roe 

describes it, and as I experienced it in this recording as well as the entire project: 

” Collaborative projects often evolve with a level of richness that individual 

efforts could not achieve “(McCoy, 2000: 38).       “ The benefits accruing from 

joint processes are substantial, but the working methods associated with it 
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require an equally rich and diverse range of skills in order to be effective. These 

skills entail emotional intelligence and substantial inter- and intra-personal 

understanding. Personal awareness and attitude is a key to effective mediation, 

where openness, integrity and honesty are important enablers of the process. 

Clearly domain-specific skills are also important components in professional 

collaborations. For fully developed collaborations the level of interaction and 

involvement is substantial; this arises when people come together to share 

expertise in an effort to construct innovative ways of proceeding” (Roe 2007:28-

29). 
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6. Discussion 

6.1 Analytical Approaches to Guitarra Negra 

 

This chapter is thought of as help for future interpreters and scholars who are 

interested in the analytical tools used by the performer. I also present an 

analysis of the score by the composer and thoughts about the work that I hope 

will inspire further interpretations and hopefully new ways of approaching 

Guitarra Negra.  The composer’s text also brings some insights into her thoughts 

about the collaboration, what inspired her, and what the expectations and 

visions were. 

 

 

6.1.1. – A Performer’s Analysis and Map 

A performer’s analysis may differ from musicological approaches and is more of 

a practical way of getting an overview of how the different parameters evolve 

across the work. My analysis is based on the conception of performer’s analysis 

discussed in John Rink’s book Musical Performance: A Guide to Understanding 

(2002). The aim of the first diagrams (see Appendix A) is to show the form in a 

schematic way. It also gives an overall view of the structure of the individual 

movements as well as interventions of solos of the instruments. I take the Nana 

as an example. The first long line represents the whole movement. The second 

line represents graphically the solo part of the guitar. The third line shows the 

structure of the Nana, one part goes from bar 1- 12 in the tonal centre of A. Then 

the poco más, quarter=60 using a Phrygian cadence from bars 13 to 22, and the 

last bars, function as a transition to the Granaína. The analysis is not intended to 
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be a scholastic analysis of the score but a guide for the interpreter in order to 

create a clear internal picture of the work in time. Therefore some parameters 

may change place in the graph. Sometimes, depending on the movement, what 

attracts the listener’s attention, makes the discourse flow and produce meaning 

are the arpeggios played by the guitar, sometimes the violins solo, sometimes the 

quarter tones etc. They are like milestones that bring unity to the word.
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6.1.2 -The Composer’s Descriptive Analysis 

In this section I have put together e-mails that Sara sent to me when I asked her 

to describe the composition from her point of view as composer. The main 

objective of including it is to see the possible differences in the way of analyzing 

music. Although the interpreter’s analysis may be seen as more practically 

oriented, and perhaps more useful for other performers, I think it misses some 

more subjective information, that may not only be interesting for historical 

purposes and matters of context but also have a direct impact on the 

interpretation of the work. It also gives some interesting information that for the 

passionate student or researcher shows new sources for further studies. An 

example of such information is that given about Zitarrosa. 

6.1.3 Memories from the Composer: Guitarra Negra, an Account Winding Back 
and Forth in Time. 

Sara found two factors to be the most influential in the creation of Guitarra 

Negra: first, the way the whole project was set up as a collaboration between a 

composer and a performer and second, how the encounter between distinct 

musical traditions became a structuring element in the creative process. Below is 

a compilation of her accounts in e-mails of these facets of the project: 

1) The project in itself:  the creation of a work for guitar since I never had written 

for the instrument before I counted on the help of a guitarist  (that is, yourself). 

From this starting point, the use of some fragments of the milonga poem 

“Guitarra Negra” by Alfredo Zitarrosa is derived, a poet with whom you share 

nationality and feelings and myself just the last of them: 
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Guitarra Negra Introduction 

 

“Cómo haré para tomarte en mis adentros, guitarra… Cómo haré para que sientas 

mi torpe amor, mis ganas de sonarte entera y mía… Cómo se toca tu carne de 

aire, tu oloroso tacto, tu corazón sin hambre, tu silencio en el puente, tu cuerda 

quinta, tu bordón macho y oscuro, tus parientes cantores, tus tres almas, 

conversadoras como niñas… Cómo se puede amarte sin dolor, sin apuro, sin 

testigos, sin manos que te ofendan… Cómo traspasarte mis hombres y mujeres 

bien queridos, guitarra; mis amores ajenos, mi certeza de amarte como pocos… 

Cómo entregarte todos esos nombres y esa sangre, sin inundar tu corazón de 

sombras, de temblores y muerte, de ceniza, de soledad y rabia, de silencio, de 

lágrimas idiotas…”  (Zitarrosa, A Guitarra Negra:1978). 

The milonga Guitarra Negra served as inspiration for multiple reasons. Some of 

them evident, others more personal: in the musical aspect, the milonga so many 

times used by the maestro Zitarrosa, is a rhythm, as he himself explained: 

 … [the milonga) is the folk genre alive by excellence of my land (…) it is a 

rhythm with African influence but also, as most of our folklore, from the 

popular music of southern Spain, from Andalusia. But it includes an 

extended zone of South America, the Argentinean Pampas, the waving 

prairies of the Banda Oriental (Uruguay). (Zitarrosa,1976) 

What could be a better choice for a work that symbolizes the back and forth? 

By the way, Guitarra Negra was first released in Spain, during Zitarrosas exile, 

then in Argentina and Uruguay). In the poetic aspects I was interested in the 
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comparison in a negative form that Zitarrosa develops along the poem 

(autobiographic, as most of them), a critical negation of the happenings and the 

parallelism that he develops with the guitar that could not be of another colour, 

it has to be black. That humanizing of the instrument (or instrumentation of the 

humanity) in Zitarrosa was hugely inspiring. 

2) The request came with a concrete proposal: Create a contemporary work with 

certain flamenco inspiration.  My experience in the interpretation of flamenco 

and your experience and interest in it, the filtering we make of the flamenco we 

both do, you, because of being from another country, me because of being a 

contemporary composer. From that, another fusion is created. 

 

  

6.1.4 Descriptive Analysis by the Composer 

The first part of this work is thought to be in free form, like a fantasia, but with 

the flamenco characteristics of the Nana: a sweet cante and evocative, without 

excessive ornaments and melismas, accompanied by guitar only. The choice of 

meter (C, 4/4) and the tempo (quarter=54-58) is proper for the chosen palo, 

emulating the swing of the cradle, well marked in the matrix song of the 

flamenco as in every lullaby. The melodic material of the first section (bars 1-22) 

is derived from three main sounds: E- B (B-flat sometimes), on the one hand, and 

A on the other. The first two pitches taken are from the Dorian mode, which is 

normally used in the beginning of a Granaína (which will be the next palo). The A 

on the other hand refers to “quinta cuerda” (a.n. fifth string referred to in the 

poem Guitarra Negra) sound on with Mi and B pivots and transforms in the first 
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12 bars articulated through the silence, as a space for reflection, understanding 

and active listening, activates the material of this first part. 

The following 8 bars, consequently, are the development of an Andalusian 

Cadence in D (or “por abajo” as the flamenco guitarist may say) to rest in the A. 

Between bars 22-29 there is a transition to the Granaína with a vertical exposure 

of the harmonic material whose fundamental sound is G, the main tonality of the 

Granaína Flamenca, creating a series of not phased chords whose function is to 

prepare the harmonic carpet to the soloist, who will make his entrance in the 

most pure and essential ways to the Granaína( … without hands that offend 

you..)  with an exposition of its open strings, harmonized by the ensemble. 

The open string guitar arpeggios start to blur little by little both rhythmically and 

melodically, taking the metre out of phase, provoking certain arritmia. The 

arpeggios always cadence in the circle of E-(G)-A-B between  bars 30 and 45, a 

harmony that is distorted by temporary accidentals. From bar 46 this process 

accelerates with the use of quartertones. For example the chord that the guitar 

leaves in bar 45 is enhanced in a disfigured form by the ensemble in bar 46.  

During this section of the Granaína the melody is structured on the singing voice 

of the violin, a cante that is supported by the other instruments. In other words, 

the sounds, the resonances of the violin are brought into the ensemble 

instrumentation. Or at least that was the original idea. The sounds on which the 

chords of the violin arpeggio are pivoting are always fifths: D-A in the first part 

and E-A in the second. 

The Martinete is one of the rhythms in Guitarra Negra that are most filtered. On 

one hand the melodic lines of violin and cello, in unison, elaborating a flamenco 
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cadence, a process that is reinforced by the flute, the clarinet, the guitar and the 

piano. It is a passage in an ancient kind of writing and resonances and the most 

microtonal in the ensemble. Therefore, no sound is more important than the 

other, although the predominant pitch in the cadence is the E-flat. As the original 

Martinete, a hard style, dry, but with the resonance of the hammer or sledge 

(note the use of cencerro and long notes to give this impression). It introduces 

rhythmical and melodic aspects of the following Seguidiya, aspects of the guitar 

solo. It tries to emulate the distortion of memory, sometimes due to the passing 

of time, sometimes because the person’s self provokes the loss of memory, and 

does not remember even when forced to: ” How to give you all those names…” 

The Seguiriya is one of the most fundamental palos of flamenco, one of the pillars. 

Originally it was sung without accompaniment but after some time we find that 

the guitar has taken over this role. That is why the Seguiriya starts with a guitar, 

representing that voice and soul of flamenco. And because flamenco musicians 

say that the Seguiriya is “much claim and almost no lyrics” (mucho quejío y poca 

letra), the (written) message is short and tragic to not interfere with the magic of 

the sound and expressiveness of the musical message, from which should 

emerge pain and despair, but most of all loneliness “ without inundating your 

heart with shadows…”). 

During the time that it develops (bars 93-131), the guitar pivots on a D# 

(enharmonic of the Martinete Eb), which is carried over into bar 132 where it is 

taken over by the piano and clarinet, which disfigures the original pattern of the 

Seguiriya presented by the guitar, almost literally, until bar 148. Between bars 

149 and 154 the tempo slows down and enters a transitional section that will 
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take us to the Bulería. This transition has the aim of creating a space for hope and 

that end in a fiesta in a movement of ascending fifths that evokes the Granaína. 

The three last measures of the Seguiriya seek the height and tension necessary 

for starting the Bulería. 

The final movement, the Bulería is developed between bars 160 and 183 and 

serves as “remate” created by the written out instrumental accelerando, where 

the sound and the rhythm of the Cajón together with the guitar have the vital 

function to imbue all the other instruments in the cathartic spirit of the ”final de 

fiesta” flamenco. The  “flamencos*” say that the Bulería is capable of absorbing 

every character and that every lyric can be interpreted in this palo. It is for that 

reason that the tragic spirit installed in that first paragraph of Guitarra Negra of 

Zitarrosa continues, converted to a Bulería “… with loneliness and rage, with 

silence..”  The meter used here is the same as in the traditional Bulería, as well as 

the rhythm of the cajón and the harmony is developed surrounding the triad E-G-

B, just like the work started. I consider the Bulería to be a palo to develop more 

than I did in Guitarra Negra. Like in the good cadences the finale should be clear 

and understood, it should generate in the listener a sense of finality, of stability 

and calm, a sense of satisfaction. The impact of Zitarrosas verses could not reach 

for less, sincerely. However, I will add also, that it was thought with a certain 

interest, desire and hope that after listening to Guitarra Negra, there will be a 

need to open oneself to parallel sounding universes by no means far away, they 

coexist and sometimes, as in this case, they mix to generate spaces of reflection 

as it has been the goal of this work (Sara Varas). 
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In Sara Varas’ story about how the project was born we found clear patterns of 

collaboration among artists. The complementarity in the skills and experience 

needed for the work is highlighted when she says “since I never had written for 

the instrument before I counted on the help of a guitarist  (that is, yourself)” 

(mail from S.V. 12/08/11). A common interest and passion for the flamenco 

style, as well as Alfredo Zitarrosas song-poem Guitarra Negra are other factors 

that sparked the collaboration. We were also highly interdependent since my 

work depended on her composition and Sara relied on me for the editing of the 

guitar part. We shared a vision of creating a new work, as Sara expressed it: “my 

experience in the interpretation of flamenco and your experience and interest for 

it, the filtering that we make of the flamenco we both do, you, because of being 

from another country, me because of being a contemporary composer. From that, 

another fusion is created.” (mail from S.V. 12/08/11 “Algunos Conceptos”). 

 

7 Conclusions 

In this final part I will address the questions spelled out in the introduction. The 

research questions are discussed one by one, as separate sections in the present 

chapter. 

 

How does the collaboration between the composer and interpreter influence the 

development of the composition?  

In Guitarra Negra the collaboration made the composition possible. From the 

start, we wanted to challenge the roles of the composer and performer. We knew 

we needed each other for the project to succeed. As we saw in chapter 3, when 
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analyzing collaborations between other composers and guitarists, the amount of 

influence was quite diverse. In the Segovia-Ponce relation, due to the 

personalities as well as roles and status and degree of dependence, we saw a 

tendency of more influence from the side of the performer. We do not know 

however how Ponce had written for the guitar, had he collaborated with another 

guitarist. In the Carlevaro Villa-Lobos collaboration the music was already 

written when they met, but we know that the output was a well-analyzed and 

profound study that Carlevaro published later.  

During our collaboration, there were times when we struggled with the cultural 

legacy of the traditional separation between composer and performer. In the 

beginning we were sharing tasks and experiences. The more the project 

advanced, the more it demanded a complementary approach as well as we got 

closer to deadlines we were forced to discuss less, and reach for a more practical 

approach. So there are both cultural reasons and economical reasons that do not 

enhance integrative collaboration since it demands more time than a traditional 

approach.  

 

 How can the study of a different musical tradition enrich and influence the 

creation and interpretation of a work? 

Studying flamenco brought me closer to the “tacit agreements behind the 

notation”. Stefan Östersjö reminds us that,  “ when conventions from a tradition 

are adopted in a different context unconsciously, difficulties may arise...”.   Since 

flamenco is mainly an aurally transmitted tradition, there are many things that 
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the composers and flamenco teachers omit when they transcribe pieces or 

falsetas. 

In Guitarra Negra, the study of flamenco tradition also made it possible to enrich 

my palette of sounds and expressive resources. The understanding of the history 

and the development of the flamenco through history gave me insight into the 

richness and mixture of cultures, ethnic backgrounds and styles that made 

flamenco what it is. Without all this, the work on the fusion of traditions in 

Guitarra Negra would not have been credible. 

 

-How does the fact that the composer does not play the solo instrument she 

composes for affect the work? 

-How do we reach a critical edition of a manuscript and what are the roles of 

composer and performer in this process? 

When composing for guitar, it is not that easy to know the technical limitations 

and possibilities of the instrument. Sara Varas was aware of that, and therefore, 

in the beginning of the collaboration I recommended, and sent her, a varied 

selection of guitar material for her to study. 

Generally, by observing the guitar compositions of the 20th century I would argue 

that the most demanding, complex and revolutionary creations come from non-

guitarist composers. Antonio José Palacio’s Sonata, Concierto de Aranjuez by 

Rodrigo, Alberto Ginastera´s Sonata, and Luciano Berio’s Sequenza IX are some 

examples. The fact that they do not have the guitar conventions as a starting 

point opens up possibilities and widens the spectrum. At the same time, it also 
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opens up for mistakes that in turn may lead to a search for alternative solutions 

when the compositions has “unplayable” parts.  

In Guitarra Negra, there was almost no need for the making of a critical edition. 

We discussed the few chords that had to be rewritten with the obvious aim to get 

the best musical result. Some passages had no problems of execution or writing 

but I came up with a different approach and Sara agreed to make those additions, 

another proof of the dynamics of the collaboration. 
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9 APPENDICES 

 

A.- GUITARRA NEGRA: Interpreter’s Analysis and Map 

1. Nana (bars 1-29), 2. Granaína (bar.30-67), 3. Martinete (bar.68-92), 4. Seguiriya (bar.93-159), 5. Bulería (bar.160-183) 

 

1- Nana (bars 1-29) 

Quarter Note = 54-58: Libre, Introducción: “…tu silencio en el puente, tu cuerda quinta… ” (Free, introduction “your silence in 

the bridge, your fifth string….”)     

     ________________________________________________________________________________________________ 

     1                     29 

  

                                                     Guitar Solo 

_________________________________________________________________     ____________________________ 

1                     22                 29 

 

       Poco más, Negra= 60          Transition Granaína        (paus)   (rit) 

____________________________    ______________________________    ______________________     ____    ____ 

1          12 13                                                          22    27 28   29 

          Tonal Center A(melodic E-b-Bb)          A-Phrygian Cadence                           G-as center, (main tonality of Granaína) 

 

2- Granaína (bar. 30-67) 
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Quarter Note = 54-58, A tempo, por granaína: “…sin manos que te ofendan…” (“ without hands that offend you) 

 

________________________________________________________________________________________________ 

30 67 

 

                        Arpeggiated                      Guitar Solo                   Harmonic Block, Quarter N.= 54, structuring element: violin 

     __________________________    ____________    ______________________________________________________ 

     30                                            39    40                 45   46             67 

      arp.+golpes                                    violin arpeggios       

                                                   

        (open otrings, E, G, A, B)                                          D-A (fifth)            pivot tones-            A-E  

                              +  accidentals                                      dist.   quarter tones                   

                                                                                         Ensemble                                           + Guitar 

    _________________    ___________________________________ 

   46                           52    53                 67 

 

                                                                                                 Violin    Solo  

 _______ 

                 65              67 
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3- Martinete (bars 68-92)  Quarter Note= 96, por martinete: “…como entregarte todos esos nombres…” 6/8, ¾ (“ How should I 

give you all those names..”) 

 

Tonal Center 

Eb (Phrygian Mode) 

________________________________________________________________________________________________ 

68 92 

    Ensemble + Guitar reinforce vl. vc. (Introduces elements of the coming Seguriya) 

    Unison vl. / vc.---Melody 

(cadence)               (cadence)        (cadence) 

     ____________________________       ___________________________________________       __________________ 

     68               75                                                      87                         92 
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4- Seguiriya (bars 93-159) Quarter note= 72, Muy expresivo, Seguiriya: “…sin inundar tu corazón de sombras…” (“Without 

inundate your heart with shadows…”) 

 

Tonal Center 

D# (Phrygian)              Movement of fifths 

              evoking the Nana  

___________________________________________________________________________________________________ 

93                   159 

  Guitar Solo  (until 134) 6/8, 3/4    Ensemble Solo                             Quarter=54  3/4, transition 

Falsetas based on the Original Palo    cl, and piano, imitates guitar 

         falsetas with variations.                           Guitar tremolo  

      + Ens. cresc. 

creating  

                                   tension preparing 

 (min 2nd) 

                            Bulería 

____________________________________________    ___________________________      ___________________ 

93            131   132                148   149        155          159 
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5- Buleria (bars 160-183) Negra= 132-138, Bulería: “…de soledad y rabia, de silencio…” 6/8, 3/4 (“…with loneliness and rage, with 

silence….”) 

 

Tonal Center E 

Phrygian Mode 

 

 

________________________________________________________________________________________________ 

160                  183 

  Cajón    Guitar                    Guit/Piano Tutti 

 Marking the    Theme  Theme                Cadence Tutti 

 Compás                                               Cadence                  

           Arp./                   Unison  Arp./Rasg. 

                 Rasguados 

_______________   ______________ ____        _____________________________________________________               

160                  183 

160                        162                          171 172        173                       179                      181                         182 

Cresc. Molto           fff 
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B.- Guitarra Negra Recording 

Recording. Track 1 

 

 Sara Varas (b.1981) -Guitarra Negra for Guitar and Sextet (Fl, Cl, Vl, Vc, Per., Piano) 

Musicians- NEO Ensemble.    Conductor: Petter Sundkvist. 

     Flute: Sara Hammarström  Cello: David Gammelgård 

     Clarinet: Robert Ek  Percussion: Daniel Saur 

     Violin: Christian Svarfvar      Piano: Johan Ullén. 

Guitar: Sebastián Caldas Zeballos 

Recorded at Studio Acusticum  11th January 2011. 

Guitarra Negra is the 17th track in the record with the same name released by DAPHNE 
records (Daphne 1043) 2011. 

Front Cover Photo. Manuela López Quiroga. 

Engineering: Dan Nyberg and Katarina Nilsson. 

Edition: Sebastián Caldas, Dan Nyberg and Katarina Nilsson 
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C.- Guitar Part Edited Version. 
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D- Flamenco and Guitar Terms 

 

• p, i, m, a, ch: Stands for different fingers in the right hand since they correspond to 

the first letter of the name of the fingers in Spanish. P is pulgar, that is thumb, i stands 

for índice  (index finger), m stands for medio which is the middle finger, a for anular 

which is the ring finger and ch for chiquito, that is de pinky.   

• Golpe: Percussive finger tapping on the soundboard at the area above or below 

the strings. This requires a golpeador (tap-plate) to protect the surface of the guitar. 

• Picado: Single-line scale passages performed by playing alternately with the index 

and middle fingers, supporting the other fingers on the string immediately above. 

Alternate methods include using the thumb rapidly on adjacent strings, as well as 

using the thumb and index finger alternately, or combining all three methods in a 

single passage. 

• Rasgueado: Strumming done with outward flicks of the right hand fingers, done in 

a huge variety of ways. A nice rhythmic roll is obtained, supposedly reminiscent of 

the bailador’s (flamenco dancer's) feet and the roll of castanets. The rasgueo can be 

performed with 5, 4, or 3 fingers. 

• Alzapúa: A thumb technique which has roots in oud plectrum technique. The right 

hand thumb is used both up and down for single-line notes and/or strumming across 

a number of strings. Both are combined in quick succession to give it a unique sound. 

• Tremolo: Rapid repetition of a single treble note, often following a bass note. 

Flamenco tremolo is different from classical guitar tremolo, it is usually played with 

the right hand pattern p-i-a-m-i which gives a four note tremolo. classical guitar 

tremolo is played p-a-m-i giving a 3 note tremolo. Or it may be used as an ornament 

to a chord, in which case it is done on the highest chord string finishing with a thumb 

http://en.wikipedia.org/wiki/Golpe_%28guitar_technique%29
http://en.wikipedia.org/wiki/Picados
http://en.wikipedia.org/wiki/Rasgueado
http://en.wikipedia.org/wiki/Castanets
http://en.wikipedia.org/w/index.php?title=Alzap%C3%BAa&action=edit&redlink=1
http://en.wikipedia.org/wiki/Oud
http://en.wikipedia.org/wiki/Tremolo
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across all the strings that make the chord. This creates a very quick trill followed by a 

full -bodied thumb (http://en.wikipedia.org/wiki/Flamenco_guitar). 

• Abanico: Continuous rasgueado using three fingers or more. 

• Palo: The palos are different flamenco forms that are defined by the rhythmic 

pattern, the mode, origin and motifs, for example Soleares, Bulerias , Fandango etc. 

These forms may not be taken as rigid musicological definitions but more as a 

popular way of classifying the songs. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

http://en.wikipedia.org/wiki/Flamenco_guitar
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E.- Score 
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Guitarra Negra (2010) 

 

 

 

Instrumentación 

 

Guitarra solista, Flauta (piccolo), Clarinete en Sib, Percusión 
(Vibrafono, Cencerros, Bombo, Cajón) Piano, Violín y Violoncello. 

 

 

 

Obra encargo de Sebastián Caldas Zeballos 

 

“Cómo haré para tomarte en mis adentros, guitarra... Cómo haré para 
que sientas mi torpe amor, mis ganas de sonarte entera y mía...” 
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Inspirado en el Poema por milonga “Guitarra negra” (1985) de 
Alfredo Zitarrosa (1936-1989) 

 

 

Introducción 

 
Cómo haré para tomarte en mis adentros, guitarra... Cómo haré para que 

sientas mi torpe amor, mis ganas de sonarte entera y mía... Cómo se toca tu 
carne de aire, tu oloroso tacto, tu corazón sin hambre, tu silencio en el puente, 

tu cuerda quinta, tu bordón macho y oscuro, tus parientes cantores, tus tres 
almas, conversadoras como niñas... Cómo se puede amarte sin dolor, sin apuro, 

sin testigos, sin manos que te ofendan... Cómo traspasarte mis hombres y 
mujeres bien queridos, guitarra; mis amores ajenos, mi certeza de amarte como 

pocos... Cómo entregarte todos esos nombres y esa sangre, sin inundar tu 
corazón de sombras, de temblores y muerte, de ceniza, de soledad y rabia, de 

silencio, de lágrimas idiotas... 
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