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INTRODUCTION

Welcome to the second volume of Solos Flamencos!

I hope you will find it meets your needs for more technically demanding music which can help you to feel
that you are really beginning to master the challenges of the solo flamenco guitar. The tremendous success
of the first volume has greatly encouraged us in the preparation of this second volume. Messages of
appreciation from players in all parts of the world have brought us great pleasure and satisfaction,

The main content of this volume follows the format of the first volume, with seven solos demonstrated at
each of the grades 6 - 8. In addition there are four recorded extras on the CD and DVD; these consist of
two brief sequences of Soled, a Garrotin (an easier solo which could help you to get started) and more
falsetas for Bulerias. Finally, as a further extra in the book, there are two of my solo compositions presented
only in music notation and cifra tablature, which are not demonstrated on the CD or the DVD. There is a
separate introduction and explanation for these (see page 147).

It is not always easy to rate music at the higher grades in terms of its relative difficulty but | hope you will
recognise a progressive trend as you advance from Grade 6 to Grade 8. Many factors are relevant to the
grading (with which not all players will be able to agree), but | have taken into account not only
considerations of technical difficulty and speed, but also those more fundamental considerations of musical
expressiveness, summed up in the two fundamental concepts of compas and aire. The player should aim for
an interpretation in which the difficulty of the solo is not apparent to the listener - what matters, of course,
is whether it is musically satisfying and whether it can move the emotions. Technical skill is always only a
means to an end. Certainly there are occasions when the bravura of a virtuoso technique is absolutely right,
especially in the lighter styles (Rumbas, Bulerias, etc.). Even so, the good flamenco guitarist always tries to
play with expressive aire and, if it's possible, with that magical spirit of duende, rather than exciting the
audience just because he or she can.

What | am aiming for here is music for the player whose technical skills are developing to the point where
the basic elements are assured. For this reason | have not included the lists of technical requirements at each
grade level which are a feature of Volume 1. There are new techniques introduced in the solos but most of
the basic elements are illustrated in that volume.

At this level, the choice of music continues further the approach adopted previously. | have included here
my own compositions and also fundamental elements and solos that pay homage to the great masters of
the recent past, particularly Sabicas and Nino Ricardo. Following Ramén Montoya, these two giants of the
art were largely responsible for the establishment of the flamenco guitar as a solo instrument, and the value
of their genius cannot be overstated. Both of them were exceptionally creative in their melodic and
rhythmic originality. | also acknowledge, particularly in a solo Bulerias that evokes the impetuous aire of his
first recordings, the incomparable contribution of Paco de Lucia.

Today the flamenco guitar embraces other musical traditions such as jazz and pop music, and you will want
to discover and pursue your own creative pathway and musical tastes. The aim of these two volumes is to
help you establish a solid foundation in the art of flamenco solo playing which acknowledges the history of
its evolution and the possibilities for further development and exploration that will take it still further. For
me, the flamenco guitar is both a melodic and a percussive instrument, capable of intense beauty of sound
and also of powerfully exciting rhythmic drive. Its music arises within a broader and still evolving tradition
of flamenco artistry, a unique cultural heritage comprising the cante, the baile and the guitar. A basis of
rasgueo rhythm in palos a compas is the uniquely flamenco heart-beat of the music which gives its pulsation
and structure. If this is ignored or relegated to insignificance, and the music lacks strong melodic themes
intensified by the amazingly expressive sounds of the guitar, | think flamenco guitar-playing can be in danger
of deteriorating into aimless and unmusical doodlings or empty technical dazzle. But this is my philosophy
and you will want to develop your own! | hope these volumes can help and direct you towards achieving
your goals.

jViva el arte - y vamos a tocar!

Wi /i
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SYMBOLS AND NOTATION

NoTATION The music is transcribed in both standard staff notation and guitar tablature (cifra). For
the sake of clarity, time-values of notes and details of fingering are indicated only in
relation to the staff notation and have not been duplicated in the cifra.

Pitch is notated as relative to the capo (cejilla) where the latter is used, not as the actual
pitch.

FINGERING Left hand fingering is indicated by numbers beside notes, with 0 denoting an
open string and the fingers numbered 1 to 4, e.g for an E major chord position:

=3,

4 3 im, Right hand fingering:
4 p = thumb (pulgar)
P i = index finger (indice)
m = middle finger (medio)
a = third or ring finger (anular)
e = little finger (menique), in strummed rasgueos.

Left Right

PosiTiON Ringed numbers beneath notes indicate string to be played: e.g. *5}
Roman numerals above the staff indicate fret position relative to the capo (cejilla).
C before a roman numeral denotes a first finger barré, e.g. CV means that the left index
finger stops all six strings at the 5th fret. Small numbers written as a fraction before
the C show the number of strings stopped by the first finger if the number is less than all
six. Thus %6 CV indicates that the top four strings are stopped by the first finger.

CIFRA The six-line staff represents the six strings of the guitar with the first string at the top.
Numbers on each line indicate the fret at which notes are played on that string, relative
to the capo (cejilla) if the latter is used. o denotes open string.

RASGUEOS Rasgueos are strummed strokes.

A down-stroke, (towards the first string from bass to treble) is indicated by an arrow
pointing upwards on the page.

l This is an up-stroke, from treble to bass.

The arrows are drawn this way to show the order in which the strings are struck.
The letter beneath each arrow in the notation and in the cifra shows the right hand
finger which makes the stroke. The stroke of each finger
is shown separately, in both the notation and the cifra.
Time-values are shown in the notation. This allows an
accurate representation of the rhythm in different forms %

of rasgueo. In the example (right), for instance, the
accents fall on beats 1 and 2.

.

~.

. N —4 GO »
RETEN. =
aof |ofe] |+
®
L 5

e

NG

A slur above the staff and above the cifra links the strokes
of the rasgueo.

NP

e ami i
A double arrow indicates a stroke made with two fingers (m and a) simultaneously:
A wavy line before a chord indicates that it is played as an arpeggio from bass to treble,

so that the strings sound one after the other.

Here the wavy line has an arrow and the letter p beneath it, indicating that the arpeggio
is played as a single stroke by the thumb from bass to treble.

N A vAAAN ——— 3



LicaDOSs A slur (a curved line) linking notes of different pitch indicates that the e amip

GOLPE

SLIDES

Sometimes an arpeggio chord with the thumb is preceded by a fast rasgueo A

with the fingers, for example (right):

g
r_:b
Qoo

e]
e

notes following the first note in the group are played only with the left hand

by ‘pulling off’ (to sound a lower note) or by ‘hammering on’ (to sound a : 2
higher note), as the example (below right) demonstrates. o o

e amip
[Slurs for ligado are shown in both the notation and the cifra. A slur Nl
linking two notes of equal pitch, shown only in the notation, indicates @LL T =
that the time-value of the note first sounded is prolonged by the " b e L
duration of the second, following usual notational convention| P

o 2 3

The golpe, a tap on the golpeador (tapping plate) made with the ring
finger, a, of the right hand, is shown by a square symbol above the beat in both the notation
and the cifra. The tap may be made by itself or combined with an index finger or thumb
down-stroke, as shown in the notation.

A s 4 _|.3n‘-
1" s 0

A short sloping line between two identical left hand fingering numbers |

8
iy =i

& 1

e
H
~ gl

~e N

in the music notation (or, in the cifra, between two different numbers % He=—d =

i ¥
on the same string) indicates that the second note is sounded by T e
sliding with the left hand finger, without striking the string again. The = 2 ‘ﬁ:

example (right) is from Sevillana | on page 28.

i i i

APAGADO Apagado is the technique by which the sound of a chord is abruptly silenced by damping the

CONTINUOUS RASGUEO The continuous rasgueo is played by very rapid repetition of the four- J’—

strings with the right or left hand, immediately after a chord has been struck by a rasgueo stroke.
When this is done by the left hand (sometimes also after single notes), the little finger is brought
down lightly straight across the strings, thereby stopping them from sounding. When performed
by the right hand the palm and palmar surface of the fingers stop the sound as the hand is
brought down across the strings.

Apagados are indicated in the notation and the cifra by a vertical bracket across the staff

immediately following the chord or note. Left hand apagado (below left) has a 4 above the

bracket to indicate the 4th finger of the left hand. Right hand apagado has R above the bracket:
4 R

stroke rasgueo (e,a,m,i consecutively). The many strokes of each finger are not shown
in the notation or cifra. Instead the rasgueo is indicated by a triple slash on the stems
of the chords to be played, as shown on the right: :§:

Juan’s hands, to show the length of fingernails (las unas).
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PLAYING NOTES GRADE 6

LA CaRA P. 12 CD TrAck 1
As is so often the case in flamenco, the historical origins of La Cana are obscure and controversial. The song-
form was described by the English traveller Richard Ford in 1830 (an earlier date than the first mention of
Soleares), who was told that the name originated from the Arabic ‘gaunnia’, meaning ‘song’. A similar account
was written by Serafin Estébanez Calder6n in 1847. This theory has subsequently been challenged by many
other interpretations. In more recent history, contrary to these earlier accounts, La Caia has been danced as
well as sung, to the rhythm of Soleares, with a characteristic repeated ‘Ay’ by the singer. The solo here follows
the traditional pattern and melody, and is mostly straightforward, with some excursion to higher positions. The
solo ends dramatically with a challenging rasgueo, with alternating two-finger (m,a) down-strokes and thumb
up-strokes in triplets. It is especially important to establish the powerful momentum and regularity of the
rhythm of Soleares throughout.

FARRUCA P. 20 CD TrAck 2
This palo, in 4/4 time and minor key, was introduced previously in Grade 1. The solo begins and ends with an
original repeated arpeggio passage, which requires maximum sweetness of sound from the guitar without loss
of rhythmic impetus. A short sequence of the traditional flamenco trémolo follows before the solo progresses
to a variation of the basic rhythmic rasgueo shown earlier in Grade 1. Fast runs played picado with alternating
i and m will need much practice to attain the requisite speed and precision.

CoLOMBIANAS P. 24 CD TRAck 3
Although sometimes said to be derived from Colombian folk-tunes, and therefore another example of the
songs of ‘ida y vuelta’ deriving from Latin-American influences in flamenco, Colombianas probably have
nothing to do with Colombia. Instead, it is believed that the song-form was invented by the singer Pepe
Marchena in the 1930’s, and was quickly popularised by him and by other singers of the time, and also by
Carmen Amaya and Sabicas. Whatever the case, it makes a tuneful and rhythmic solo in the A major key, here
with some original modern variations. The video should help in the learning of the distinctive strumming
pattern: this is notated here with the slapping strokes across the strings indicated by an S symbol, with asterisks
(*) indicating the knuckles of the closed hand hitting the strings. The chords struck are notated by x’s for the
notes.

2 SEVILLANAS P. 28 CD TrAck 4
These two Sevillanas are by Sabicas, with some original modern touches added to the introductory rasgueos
of the first. Notes are sounded by slides with the 4th finger of the left hand or by the 3rd and 2nd together, a
technique which will have to be built up slowly to obtain the necessary clarity and rhythm. The first Sevillana
has i,m passages of quite rapid picado on lower strings, and the second requires agile use of the thumb for the
melodies of the copla.

BULERIAS DE SABICAS P. 32 CD TRACK 5
Exploration of this all-important palo progresses with this further homage to the great maestro Sabicas. His
melodic genius is exemplified particularly well by the first falseta. Played at a modest speed, this solo moves
from the Phrygian mode based on A to the key of A minor. After the alzapta introduction, the more familiar
compas of Bulerias begins in measure 17, and is notated as a sequence of 12 beats, divided into 4 measures
of 3 beats each. In this common convention for Bulerias notation (used throughout Juan Martin’s publications),
the barlines act only as dividing lines (since 12-beat measures or measures of varying length would be
unwieldy on the written page) but do not indicate the accented beats of the compds, the metrical structure.

GRANADINAS (LORCA’S DREAM) P. 38 CD TrACK 6
An original composition, this Granadinas features extended melodic arpeggio passages in free time (toque
libre) without a regular rhythmic beat, followed by a long passage of flamenco trémolo. The notation for the
toque libre sections is necessarily only approximate, but the recorded music will convey the right feeling and
flow of the music.

GARROTIN (NOCHE DE SAN JUAN) P. 43 CD TRACK 7
The more usual Garrotin in the key of C major is included later (see page 138). The solo here is an original
composition in D major, with the 6th string of the guitar tuned down from E to D. The trémolo passage is
played with an older gypsy version of the traditional flamenco trémolo, using alternating m,i,m,i rather than the
i,a,m,i pattern. The latter can be used if preferred. The recording was made in the patio of Juan’s apartment
near Malaga, while he was preparing the recording of the El Alquimista program, which inspired this
composition.
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