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| met loannis Anastassakis in 1996, when
he came to Fresno to pursue a Masters degree
in Flamenco Guitar & History. From the moment
that we met and | listened to him play, | knew
he had something unique to offer to the flamen-—

co guitar world.

This book is the proof of my thoughts. loannis
studied and researched the rasgueado tech-
nique of every significant flamenco guitarist in the
world. After extensive and elaborate research, he
has compiled his work in an easy and under-
standable notation form, with excellent explana-

tions of each rasgueado technique.

From this book, every flamenco & non-fla—
menco guitarist, from aficionado to professional,
can learn everything about the rasgueado tech-

nique and its interpretation.

| sincerely congratulate loannis for his re-
markable work and wish him good luck & suc-

cess in his professional career.

Juan Serrano
Professor of Music

California State University, Fresno
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Ghe Aol Rasqueado

The rasgueado technique is, without a
doubt, the most impressive and characteristic el-
ement of the flamenco guitar. The first time | wit—
nessed a flamenco guitarist perform, | was in—
stantly mesmerized by the way he was moving his
right hand and all the sounds he was producing
simultaneously. It sounded to me as if 3 guitars
were playing at the same time! The intricacies of
his motions seemed endless; nevertheless, he
was able to chain his rhythms in a seamless
fashion that made complete musical sense.

In Spain, where flamenco originated, ras—
gueado means “strum”. In English, the same
word is used to express the characteristic kind
of rhythmically complex strumming that is em-
blematic of the flamenco guitar.

The rasgueado techniques were originally
developed out of necessity in order fo accom-
pany the flamenco dance and song. By strum-—
ming the guitar instead of plucking it, the gui—
tarist could produce a much stronger, louder
sound, and therefore could be heard above the
resounding vocals of the singer and the throb-
bing footwork of the dancer. As the decades
passed, the flaming flamenco virtuosos devel-
oped many different forms of rasgueados.

The reason for this extreme development
was twofold: First, since most of the musical ma-
terial played by the flamenco guitarist when ac—
companying dance and song was improvised,
the player who had a specific idea about a par—

ticular rhythmic pattern was forced to invent his

own way of executing it. Until now,there was
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no book or complete method to show how it
was all done and explain the best fingerings to
be used depending on the rhythmic subdivi-
sions. So he made up his own!

The other reason, probably even more im-
portant, was that gypsy flamenco guitarists were
always very secretive about their art. They would
not teach their techniques or show their musical
phrases to other guitar players under any cir—
cumstances, even refusing to perform when oth-
er guitar players were present! this made nec—
essary the need for invention for the players
that managed to hear these virtuosos play and
were very inspired by them, but could not get a
clear explanation on how these techniques were
executed. They heard the rhythmic patterns as
performed by the virtuosos and then went on try—
ing to imitate them on their instruments, discover—
ing their own patterns in order to produce what
they hoped would be similar results. All this pro—
cedure resulted in a multitude of available ras—
gueado patterns that seems to baffle even the
most knowledgeable flamenco guitar aficionados.

| pursued my graduate studies at California
State University Fresno, concentrating on Fla—
menco Guitar, under the tutelage of Juan Serra—
no. Juan Serrano is one of the most notable
concert flamenco guitarists, a musician extraor—
dinarily adept on the performance stage, as
well as a very accomplished and prolific edu-
cator. During my years of studying with him, a
great amount of time was spent analyzing the
different rasgueados he had developed himself
and other ones he had learned from other play—
ers. After that, | studied with another celebrated

flamenco educator, Juan Martin and followed



LB LR Hr (Sabicas) I B R R - Y EEE
(Mario Escudero) & & &M E R T - Bl 4
(Dennis Koster), T T KER B TFNREBER
£ L2+t (Tomatito) (ST 4F - B >k & (Vincente
Amigo) .#7JE/R - B 2 (Rafael Riqueni) A0z
/R% - 28 (Gerardo Nunez) & Y/ #F[IXH
RA BB, B ERk B Hif S A - 8 - hr - 104
R (Jerez de la Fruntera) NFRZHE X -1E- B
¥ (Diego del Gastor), RS Fo Z410]
MEFNF 0, BESARXLSZNHEFIXLE
AR

seminars with Serranito, Paco Pena and Dennis
Koster, one of the most notable students of Sabi—
cas and Mario Escudero. | spend a significant
amount of time analyzing and deciphering the
techniques of the contemporary flamenco guitar
prodigies, like Tomatito, Vincente Amigo, Rafael
Riqueni and Gerardo Nunez, as well as tracking
down people who had studied with the notable
Diego del Gastor from Jerez de la Frontera, per—
suading them to share their unique knowledge
with me. And it is this knowledge that | wish to

share with all of you!
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Throughout this book the following
symbols will be used:

e—little finger
a—-ring finger
m-middle finger
i—index finger
p—thumb
[J - Golpe
v or | = Upstroke
a or 1 =Downstroke

On the Rumba technique patterns
chapter:

N = Single note played with thumb

S = Slap technique
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We will start with the simplest form of ras—
gueado, index downstroke. Here is the index
downstroke, playing quarter notes over a stat—
ic, first position E major chord.

Movement description: The thumb rests light—
ly on the top side of the 6th string. All other RH
fingers are loosely curled in the palm in a very re—
laxed way, with the knuckles pointing downwards.
Then the index finger is flicked downwards, strum-—
ming the guitar strings from bass to treble.
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Then next step is the index upstroke, usu—
ally following the index downstroke. Now the in—
dex is playing 8th notes instead of quarter notes,
with the downstroke on the downbeat and the up—
stroke on the upbeat. The same chord shape is
used for ease of reference.

Movement description: The thumb rests light—
ly on the top side of the 6th string. All other RH
fingers are loosely curled in the palm in a very
relaxed way, with the knuckles pointing down-
wards. Then the index finger is flicked down-
wards, strumming the guitar strings from bass
to treble, and then is drawn back, performing
an upstroke on the upbeat.
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The same exact form will be repeated for the
thumb. First the thumb downstroke; The main dif-
ference is that in this movement, the hand
moves from the wrist, doing a downward mo-
tion, with the strings being attacked with a com-
bination of nail and flesh. From now on we will
be calling this position the “free” position, since
the hand is not in contact with the strings prior
to the beginning of the rasgueado and the
thumb is not anchored to the 6ths string, or
anywhere else.

Movement description: Here the hand posi-
tion changes; the hand is free floating and there
iIs no contact with the strings; it remains poised
above them. The knuckles are pointing down- -
wards, on a 45—-degree angle to the strings. The
thumb executes a down stroke, strumming the
strings from bass to treble. The movement comes
partially from the thumb joint and partially from
rotating the wrist downwards.
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Then the thumb upstroke: In this movement,
there is a definite preference on the high strings
that get much more emphasized. The move-
ment is a relaxed upward flick of the wrist, the
strings being attacked with the upper side of
the thumbnail.

Movement description: The hand is in the free
position and there is no contact with the strings; it
remains poised above them. The knuckles are
pointing downwards, on a 45-degree angle to
the strings. The thumb executes an upstroke,
strumming the strings from treble to bass. The
movement comes partially from the thumb joint
and partially from rotating the wrist upwards.
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The final preparatory rasgueado is the ma
downstroke. This is the same as the index down-—
stroke, except it is performed with the middle
and ring fingers loosely joined together;

Movement description: The thumb rests light—
ly on the 6th string. All other RH fingers are loosely
curled in the palm in a very relaxed way. Then the
middle and ring fingers are flicked downwards in
a joined motion, strumming the guitar strings from
bass to treble.
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