INTRODUCTION

Within the framework of the Escuela de Arte Popular de Vigo, an open, free of charge, non-academic teaching institution depending on the culture department of the Vigo municipality, the Obradoiro-Escola de Instrumentos Musicais Populares Galegos, devotes itself to this double mission: 

1. To train new skilled artisans in order to unify and enhance the quality level of our instruments.

2. To research, recover and preserve all those instruments that are peculiar to this country or whose historical or ethnographic qualities make them fit in with the interests of the Obradoiro activities.

Integrated within the Obradoiro-Escola and fronted by the artisans who direct the workshop, Antón Corral, Ramón R. Casal and Carlos Corral, in close collaboration with other musicians, is the Grupo Didáctico-Musical, devoted to the the task of fostering the traditional musical instruments of Galicia, given the widespread ignorance there is about them, as regards both their musical characteristics and all things pertaining to their construction and peculiarities.


This group develops its activity by means of didactical sessions that have been offered mainly to secondary schools, cultural associations and other similar institutions, trying to make their work known to the public, with a special emphasis on children.


Now we feel an urgent need to go beyond the physical and time constraints imposed by the very composition of the group and its localisation in Vigo by means of the present recording, which will, no doubt, multiply the spreading effect, and will also stay as an audiovisual document, both traditional and innovative, of this country’s musical culture.

With this work we are trying to achieve the following objectives:

1. To show and divulge the characteristics of the different Galician traditional instruments by means of a newly published audiovisual document.

2. To reflect the individuality of each instrument, shown both in its traditional setting and in harmonisations of a classical nature.

3. To divulge the craftsmen’s advances in researching and developing instruments in other tonalities than the traditional ones. 

4. To furnish the folklore scholars and researchers with a work that may help them delve deeper in this cultural field.

5. To present the music teachers with a most needed tool that helps them do their work as regards popular music. This is an ever more important aspect, given the current educational trends.

6. To stress the idea that popular culture, with folklore as an important component, is being made day by day and that its evolution will largely depend on the current experiences, which, although based on tradition, will have to be rejected or otherwise accepted and progressively added to the country’s cultural background.

Working along the same guidelines in order to enrich the musical culture of the country is the Xarabal pipe band. Led by Antón Corral, it started in 1984 as one of the activities of the Obradoiro-Escola, with the double objective of strengthening and fostering Galician popular music and doing a rigorous work on pipe playing techniques, by training further expert pipers with a thorough knowledge of their instruments. They employ mostly pipes in B which are made by the students of the Obradoiro-Escola, although they occasionally sidestep into other keys.


The recent surge of pipe bands in Galicia demands for a new kind of percussion that, while being based on traditional rhythms, generates new musical forms to fill the rhythm and sound needs pertaining to this type of group. Starting from that basic premise, Xarabal do a serious work of study and analysis of both the rhythms and the percussion instruments in an effort to recover the dignity and leading role of the rhytmic accompaniment.

Lastly, we want to stress the open character of this work, given that, ever since the inicial concept, we have tried to gather the collaboration of Galician musicians of sufficient prestige and background, in order to guarantee the seriousness and quality of the whole project. In this we have been aided and abetted by: Ricardo Portela, Wenceslao Cabezas “Polo”, Blanca Nieves Lorenzo, Xosé V. Ferreirós and Fernando Aguiar.


To all of them... Thank you very much!

PRIMITIVE INSTRUMENTS

In this chapter we are trying to show some of those primitive musical devices that, although not very perfect in construction and tuning, had an evolution which in turn allowed for the creation and quality of the current instruments.


We are sure that some of them will be familiar to you, who may have toyed with them often or may even have made them yourselves. You may even know another one that is not mentioned here.


In any case, we want to stress their importance and the meaningful role they played, and still play, in popular music.

CUERNOS DE CABRA (Goat horns)

According to Casto Sampedro’s Cancionero Gallego, this is undoubtedly one of the most primitive instruments that shepherds used on the mountain. It was also used by young people when there was a need to summon the neighbours’ presence in a particular spot, or for evening town gatherings.

There were players who really managed to make good music with this instrument, in spite of its short range and its tuning problems. In any case, good lips and lungs are needed to play it.

CHIFRES or PITOS DE PARAGÜEIROS


Their basic form is that of an irregular triangle, often similar to the head and chest of a horse. They are usually made of wood, with nine to thirteen blind holes of different length along the bottom.


The chifre is played by running the lips, slightly stretched out, along the upper part, while sending the air column almost horizontally to the hole openings in order to produce the sound.


As Casto Sampedro pointed out, chifres were used by umbrella makers, knife whetters and china repairers to publicize their respective trades.

BIRIMBAO (Mouth harp)

It consists of a vibrating wooden or iron strip one of whose ends is fastened to a frame made of the same material. This frame can be of different forms, often that of a horseshoe.


To play it, one hand must hold the instrument between the teeth while the other hand plucks the free end of the strip. The mouth cavity serves as resonance box. Properly controlled by a skilled player, the complex resonating element formed by the jaws, lips, tongue and pharynx allows for a polyphony of up to three or four superimposed voices. The sound of the strip produces a drone which brings to mind the sound of the hurdy-gurdy.


In Galicia, more exactly in the area of Fonsagrada, lives Mr. Herminio, who forges them in iron with the most traditional horseshoe frame.

CANAVEIRA

As its name implies, it is a broom cane about 60 centimeters long with a slit along two thirds of its length. It is held firmly by the place where the slit ends and produces a peculiar castanet sound when the lower extreme is being beaten rhythmically.


It was used for accompanying pipe tunes, as well as for singing and dancing.

REQUINTA


Like the pito, the requinta was probably an instrument for individual recreation, although it is known to have been used in ensembles, even as an accompaniment for pipes, as can be seen in old photographs or engravings. The traditional group “Airiños do Ulla”, from A Estrada, was using it up to recent times.


The requinta was once a widespread instrument throughout Galicia and now, after a period of neglect, it is making an important comeback with ever more traditional groups, folk bands and other ensembles employing it.

Its origins may be found in the ancient flutes made out of bone or elder wood, which made it unnecessary to practise an internal bore. However, because of its poor sound quality, the need was felt to make them out of box wood. Now they are made out of granadillo, palo rosa and other exotic woods which allow for an excellent sound quality and are very resistent to humidity.

Other characteristics of this instrument:

1. It is composed of three, four or five fitting pieces.

2. The bore is conical, with a wider diameter in the mouthpiece end.

3. The size varies according to the tonality.

4. The mouthpiece end has a moving cork which allows tuning it to play with other instruments.

5. It has six frontal holes, some of them fitted with a key to make it more chromatic.

6. The natural range of the requinta is that of a diatonic octave, but with an adequate technique and a good quality instrument such as the ones that are being made now, skilled players can play an upper octave and even the chromatic scale. It is, however, in the lower octave where the requinta produces its characteristic sweet and mellow sound.

Some requintas in F have been preserved and nowadays a smaller, higher one in C has been developed, but the most extended type is that in G, of an intermediate size, which, in spite of its tonality, benefits of an easy fingering to play pieces in C, D or B flat.

PITO


The pito belongs to the group of fipple flutes or recorders. Like the requinta, it was mostly an instrument for individual recreation that peasants and most especially shepherds played in their spare time.


It was frequent in Galicia to fashion the popular Pan pipe, which entailed taking a rye straw, opening its blind end to make a reed that was similar to that in the pipe drones and boring a number of holes in the cane to produce an instrument which, in spite of the deficiencies in tuning, allowed for the playing of not too complex melodies.


The pito, as we now know it, was on the verge of disappearing completely. Its last makers were Basilio Carril, a craftsman in Santiago, and Paulino Pérez, in Lugo. Both made their pitos in E flat.


Taking as his model an old instrument by the Santiago craftsman, Antón Corral began to make pitos again, but introduced an important modification: he tuned them in D, thus allowing them to play together with other traditional instruments as the hurdy-gurdy or the requinta, which are tuned in G, and even with some bagpipes.


Their construction entails the following characteristics:

1. The bore is slightly tapered, with a larger diameter in the upper part.

2. The pito is made out of two fitting pieces:

· The mouthpiece with the fipple.

· The cane, with seven holes, one of them double, along the front, and one in the back.

3. It has a length of 32 centimeters which may vary slightly depending on the tuning.

4. It is traditionally made out of box wood, although some other fine imported woods as the granadillo are also currently used, because they are more resilient to the wetness of playing and enhance the sound quality.

The pito has a range of two chromatic octaves plus two additional higher notes. This makes it feasible to play in any tonality, most usually in D, G and C. This makes it unquestionably fit for use not only in traditional music, but also in cultivated music.

Its fingering, which is similar to that of the pipe chanter, makes it a very useful tool for pipe students.

GAITA

Historical backbround:


The origins of this instrument are uncertain, and very old. It is widely spread throughout the world, which denies the belief that the bagpipes are confined to the area of the so-called Celtic countries.


Most researchers agree that its origins lie in primitive flutes to which was then added a bag to alleviate the player’s lung efforts as well as getting a continuous sound. Later on, with the advent of polyphony, the bag was fit with drones to produce pedal notes and it is in this configuration that the bagpipes have reached us.


Although verifying this remains quite difficult, the most recent researches and the consensus of opinion among scholars and musicologists point to Mesopotamy as a possible place of origin. F. W. Galpin, a well-known scholar who has written very interesting works about old instruments, says it was the Sumerian people who had been using this instrument since time immemorial and spread it both eastwards to India and Persia and westwards to Greece and Rome, from whence it passed through northern roads to Galicia and Britain.


The Greek writer Aulus Gellius sustains that the Spartan army used the bagpipes to boost the morale and the discipline of the troops on the battle fronts and that this custom had been inherited from ancient Egypt. The instrument also fulfilled a religious function to accompany the worship of the gods.


Suetonius, a Roman historian of Nero’s time, assures us that the bagpipes were engraved on a coin of the time and that the emperor himself could play the tibia utricularis, which was the name the instrument had at the time.


Back home in Galicia, Faustino Santalices states that the bagpipes were known six centuries before Christ, which makes it conceivable that the instrument arrived in the Iberian peninsula from the Northeast, as recounts Cobas Pazos in his work La Gaita Gallega.


María del Carmen Novoa, in her writing La Gaita y la Cornamusa en Galicia y Francia says: “We know that pilgrims took bagpipes with them when they returned to their countries and that the Benedictine monks used the instrument in their little rural churches as a substitute for the organ. The pipers themselves spread the instrument when they went abroad in search of fortune, and such was also the case of the Spanish soldiers of the Italy and Flanders regiments. Afterwards, it was probably the Jews that were expelled from the North and Northwest of the peninsula who took the bagpipes to the Balkans and Eastern Europe”.


According to R. Mesé, who directs the Museo Internacional de la Gaita in Gijón, Galicia was the most important bagpipe centre in Europe throughout the Middle Ages, due primarily to the continuous, massive pilgrimages made to Santiago by people from all Christendom.


In King Alphonse X the Wise’s Cantigas de Santa Maria, the bagpipes appear graphically represented in some of the miniature illustrations and they do so in many guises and always with a luxurious aspect, from which can be deducted they were used for cultivated music.


Among the many iconographic representations of the bagpipes in our country stands out, by its antiquity, the 11th century Romanic capital in Melide, A Coruña, which has a great musicological value. Other examples are: the 12th century capital of the Santiago parish church in the town of A Coruña, the 14th century capital of the St. Francis convent church in Ourense, the 14th century sepulchre of the squire Broos López in the St. Dominic church, also in Ourense; the 14th century voussoir of the church in Montefaro, A Coruña,...


It has to be stated that the origins of the Asturian bagpipes and the Portuguese gaita de foles are inextricably fused with those of the Galician bagpipes because it was the same invasions that fertilised the cultural and historical activity of all the peoples in the Northeast of the peninsula.

Elemental fingering for the Galician bagpipes


The fingering we show tries to explain the possibilities of the chanters according to their key.


Given that the key, as well as the writing and name of the notes are not currently unified, and until musicologists decide upon such a unification, we show the two most popular ones.

Palletas and Pallones


The palleta (reed) is one of the most delicate parts of the bagpipes because both the tuning and the timbre of the instrument depend on it. It must be treated with the utmost care, since any negligence may detune it or break it, thus rendering the bagpipes useless.


The most usual material for making bagpipe reeds is cane. We may find them made of plastic, horn or ivory, but, as every oboe, saxophone or clarinet player knows, the results are not so good as with cane reeds. All good woodwind instrumentalists use cane reeds.


We want to stress that it is important for bagpipe players to recover the good, almost outdated custom of making their own reeds themselves in order to get to know the instrument better and have complete control over its tuning.


The pallón (drone reed), although not as fundamental as the palleta, is also very important, because it gives the bagpipes their main, differentiating characteristic: the pedal note, which, in the case of the Galician bagpipes drone, sounds two octaves below the chanter tonic. The Ronquilla or Ronqueta and the Chillón also sound by means of a pallón, although the latter may use a palleta and thus sound a fifth higher.


As happens with the palleta, the ideal material to make a good pallón is cured cane. We must insist upon it: cane has no substitute as regards to sonority. Therefore, it is not advisable to use the so-called “ball-pen pallón” or a metallic one, because both of them deform the characteristic timbre of the drone.

Different tonalities. The bagpipe septet


Up until quite recent times, the Gaita Redonda in C, the Grileira in D and the Tumbal in B flat, apart from the bagpipes in A for accompanying choruses, were the instruments popular bagpipers used the most.


The collaboration which Antón Corral and the composer Roxelio de Leonardo Bouza started in 1976 made possible the material realisation of the Septiminio Gaitístico (bagpipe septet), which demanded and accelerated the creation of new bagpipe tonalities.


The bagpipe septet is composed of the gaita Aguda in F, gaita Grileira in D, gaita Redonda in C, gaita Tumbal in A, gaita Barítona in G, gaita Ronquilla in G and gaita Ronca in C. It was presented in 1979 during the “Música en Compostela” festival, with great success.


The most salient result of this experience was showing that the bagpipes continue to reach ever higher levels of perfection and demonstrating that their use will be more limited by the quality of the player than by the insufficient musical possibilities that some people attribute to the instrument.


Apart from the tonalities already mentioned, we should not forget there are more: for instance, that in brilliant C, which used to be quite widespread, and others of more recent history such as the ones in E, B, A flat,...



In all, a wide array of bagpipes available to enrich our work and, therefore, Galician popular music.

The Fol


The bag is a very important piece of the bagpipes because the temperament depends on it, allowing us to get a correct tuning and playing.


Up until twenty years ago, bags were only made of kid skin. The results were good, but maintenance was a nuisance, and it was also difficult to find the ideal skin. This was probably what favoured the appearance and quick spread of rubber bags which, although offering some small benefits, are very bad for the wooden pieces of the bagpipes and for the reeds because they retain a lot of humidity, making it quite difficult to control the temperament with such a bag.


Good results are currently obtained with bags made of calf skin which is manually sewn and smeared with a special fat that makes it more flexible and obstructs the natural pores of the skin, thus preventing the air from leaking out. This allows for a good control of the temperance, does no harm to the other parts of the bagpipe and provides for a very comfortable maintenance.


The fol de barquín o fuelle (bellows) should also be mentioned. Communicated with the bag through a tube, this arm handled device serves to impulse the necessary quantity of air to make the pipes sound.


This kind of bag, which is very common in countries such as Ireland or Czechoslovakia, can also be found in Galicia, mostly in the South, although it is quite rare.

CHORAL MASSES AND BRASS BANDS


When it is said that this country’s musical background contains a great many compositions, most of them of unknown authorship, we are bound to conclude that this is by no means a product of chance, but of the creative capabilities of the people and of the individuals who have been playing the important role of preserving and passing on those compositions through the years and even through the centuries.


As regards Galicia, we must acknowledge, in this sense, both the popular pipers who saved so many bagpipe pieces from oblivion and the choral masses which took on the task of dignifying popular singing while spreading and keeping a great number of beautiful songs for posterity.


For their history of unyielding compromise with popular music, we must stress the labour of the “Real Coro Toxos e Flores”, from O Ferrol, the doyen of all Galician choruses, as well as of “Cantigas e Agarimos”, from Santiago, and “Cantigas da Terra”, from A Coruña, groups with whom we fully identify ourselves in this line of work, that is so much needed in order to secure the future of popular music and popular instruments, which are undoubtedly the living manifestation of a people’s individuality.


Galicia being a country of deep musical traditions, it is not hard to find many cities, towns and even small villages who maintain, among other musical groups, their own brass band. We must also remember them in this work, because to them we owe the training of many musicians who kept alive, often under very precarious circumstances, the spirit of whoever refuses to be swept away by passing fads which could have jeopardised the meaning of popular culture in a particular time.


It is necessary, however, that we learn from the developments which have been made in countries such as Ireland, Brittany or Scotland, where the bagpipes stand on a par with the orchestral forces, mostly as a solo instrument, achieving performances of great beauty. In these countries, there are prestigious composers who write pieces for pipes and symphonic orchestra, with surprising results.


With this work we trust to make band musicians and Galician composers abandon the thought that the bagpipes cannot tune in with the other orchestral instruments, so that the incorporation of our most characteristic instrument does not find any unsurmountable obstacles along an evolving path which should follow a natural course.

ORGANISTRUM


The origins of this instrument and its place of provenance may never be fully explained, given the scarcity of sometimes lost, sometimes forgotten data.


The first known iconographic testimonies come from the 12th and 13th centuries. Among them stand the capital of Saint George de Boscherville, in Normandy, which is preserved in the Rouen museum, and the archivolt of the Pórtico de La Gloria, in the Santiago de Compostela cathedral, whose builder, master Mateo, wanted to present it in a preferential place. In both representations we can see a very large hurdy-gurdy, which two seated musicians hold on their laps. The apprentice holds the instrument with one hand while his other hand grinds the wheel, which makes the strings vibrate by friction. At the same time, the master plays the tune by pulling the keys.


In the Iberian peninsula there are other representations of the instrument in stone: twice in Estella, Navarra, in the portal to the church of St. Michael; in Toro, Zamora, in the northern portal of the Colegiata; in Soria, in the western façade of the St. Dominic church; in Ourense, in the Pórtico del Paraíso of the cathedral; in Portomarín, Lugo, in the portal of the fortified church; at the synodal hall of the Palacio de Gelmírez, in Santiago,...


Other representations of the Organistrum can be found in countries such as France, Scotland, Germany and Czechoslovakia and this should be no wonder, given the primacy and unity of the Christendom at the time, as states the French scholar Louis Bonnaud.


Curiously enough, the instruments are represented with a different number of keys, but invariably with three strings, which leads us to think it was used for polyphony and the cultivated music of the time.


Taking as its model the representation in the Pórtico de La Gloria of the Santiago catedral, and after a rigorous research, the Obradoiro-Escola made a reproduction of the organistrum, which fulfilled an old aspiration of the craftsmen who run the workshop.

ZANFONA (Hurdy-gurdy)


We find this instrument throughout Europe under different names and shapes. Of uncertain origins, we may associate it with the Organistrum, which the primitive organs displaced from the churches and convents in the 12th and 13th centuries. Its size was reduced considerably, making it playable by only one musician. This new instrument was the Sinfonía, the direct precursor of the hurdy-gurdy.


In his work “Del Origen y Reglas de la Música”, the Spanish writer Eximeno refers to the 9th century Benedictine monk Guido de Arezzo, saying that he reinstated and enhanced the musical system of the ancient Greeks, basing himself on the hexachord or major sixth to form the scale starting from the note G, with a range of two octaves, which is precisely that of the hurdy-gurdy, modified, perfected and individualised and therefore playable by the said monk, who adapted the moving keys so that one person could handle them and grind the wheel at the same time.


The hurdy-gurdy was the instrument of choice of the troubadours of the Galaico-Portuguese lyrical school and maintained its preponderance up until the 15th century, when it started on a slow, gradual decline that made it fall in the hands of unschooled blind men and beggars who robbed the instrument of all its prestige, until it was on the verge of disappearing completely, coinciding with the surge of the violin.


In the 17th century the hurdy-gurdy was still taught in Galicia. The players took apprentices by means of public agreements such as the one which, according to D. Francisco Fernández de Neira, notary of Betanzos, was signed on February 24th, 1662, by Juan Diego, ploughman, resident in Santa Cruz de Mondoi, and Pedro de Coiro, a blind man from the same vicinity: “considering the said Juan Diego has a son named Juan Vázquez, who is also blind and devoid of sight, and desires to learn to play the instrument of sanfonia, he agreed with the said Pedro de Coiro to teach Juan Vázquez to play the instrument in three years, and equip him with an instrument and the corresponding tools of the trade, with the provision that if in two months’ time he should find that the said Juan Vázquez is not able to learn the said trade, he would then dismiss him and send him back to his father so that he finds him another occupation”.  This Juan Diego agreed to pay Pedro de Coiro six ducats a month for his son to receive three years of teaching and furthermore stated that “he should furnish clothing to his son and a servant to walk beside him and assist him” (annotated by Pérez Constanti in one of his collections of documents from the archives of Santiago, and reprinted from Don Faustino Santalices’s book La Zanfona).


The hurdy-gurdy experiments an important surge in the France of the 18th century. It becomes the favourite instrument at the court and it achieves great perfection, already having the shape and characteristics of the current Vielle. Thanks to the luthiers and the composers, it earns a place among the cultivated instruments of the time. The princesses and ladies of Louis XV’s court amused themselves by playing the hurdy-gurdy. Queen Marie Antoinette was an expert player herself. Musicians such as Haydn and Vivaldi composed works for vielle, and many learning tutors were published, among which stands, for his completeness, that of Michel Corrette, organist of the Jesuit college in Paris, 1738: Méthode pour apprendre à jouer la vielle.


Fortunately, after the patient and laborious research carried out by the Ourense lawyer and musicologist Faustino Santalices, the hurdy-gurdy was heard again, played by his own hands, on July 27th, 1952, at the Pazo de Xelmírez in Santiago on the occasion of the opening to the public of this jewel of the secular Romanic architecture. Ever since that day, there are many young musicians and composers who discover the hurdy-gurdy and its wide possibilities to perform not only traditional but also chamber and even contemporary music.


Nowadays there are several craftsmen who work in its construction and continuous enhancement. Seemingly, its future rests assured.

Working:


The hurdy-gurdy belongs to the instruments of strings scraped by a wheel. The player grabs the crank with one hand and, grinding it, makes the wheel to spin. The wheel scrapes the strings, producing the sound.


The instrument has five strings of gut and metal braided gut:

a) Three singing strings inside the keybox. These strings are not fretted by the musician directly, but by little tangents fitted in the keys. When the keys are pressed by the player, the tangents modify the vibrating length of the string, producing the melody.

b) Two drones which produce the pedal notes of the instrument and state its tonality.

PERCUSSION


Beating different sound materials was probably the first manifestation of instrumental music. People used sundry everyday objects: bones, shells, wooden pieces and, of course, their own hands.


As regards the wide family of percussion, there is in Galicia a great variety of instruments of different shapes and materials, all of them intended to provide a rhythmical accompaniment for pipe tunes and traditional songs and dances.

PANDEIRO


It is a wooden frame covered with two kid skins and furnished with small bells inside.


There are several ways to play it: hung from the neck or from the hands by means of straps for the thumbs; it can alternately be tied to the waist or over the chest, held by both arms.


It used to back the so-called “cantos de pandeiro” and it was also employed by the guides who accompanied the blind men’s songs. Nowadays it is mainly useful for accompanying singing and as a rhythmic lead instrument in the pandeirada dance.


In the pallozas (very old, round buildings with conical straw roofs that may be found in some Galician mountain areas) of Piornedo was found a huge pandeiro for four hands that used to be played, as it seems, to fend away storms.

TAMBORIL or REDOBLANTE


It is the percussion instrument that most often provides the accompaniment for the pipes and, for that same reason, the most commonly found.


It is composed of a wooden, cilindric, hollow body and two wooden rings above and under it which press two skins against the main body. On the lower one are a few string drones, generally made of gut.


We cannot speak of a traditional tamboril as regards its size, because engravings and photographs show them in many types. The snare drum of the brass bands was also frequently used.


The tamboril is usually played hanging it from the waist, although there is a less spread playing technique consisting of hanging the instrument, of a smaller size, from the wrist.


After the surge of pipe bands, another kind of tamboril with skins of synthetic material and metallic snares is now being used in order to be more prominent in the group, because the traditional tamboril has a soft, opaque tone that cannot be fully appreciated when it sounds together with many bagpipes, which would always place it on a secondary plane.

PANDERETA (Tambourine)


It is composed of a rigid, circular frame with a skin stretched on one side and moving metal discs all around. The size varies according to the geographic area; in Lugo the tambourines were bigger than the current ones and had only one row of metal discs.


The playing technique entails basically holding the tambourine with one hand, which performs all the movements, while the other hand gets beaten with the instrument, with only the fingers moving. The characteristic rolls may be done with all fingers of the beaten hand, as is most appropriate.


The tambourine was mostly played by women, for instance in traditional groups of pandereteiras such as “As Pandereteiras de Mens”, who employed a special style, beating usually with the fist while they sang, fulfilling an entertaining role in folk festivals.


There are also skinless tambourines called “Ferreñas”, but they are seldom in use in Galicia anymore.


We must mention, finally, the “Pandeira” or round pandeiro, which, although similar in shape to the pandereta, differs from it in the fact that it has no moving metal discs. It was played by the pandereteiras when they sang or accompanied dancing.

TARRAÑOLAS


A set of two independent, rectangular pieces with resting points for the fingers. The most commonly employed are the wooden ones, although they can also be made out of slate, smooth stones or even a pair of pork ribs.


The name varies in the different areas: tarrañolas, texoletas, castañetas.


Their popular use was very common, but they were also employed in cultivated music, as demonstrates their representation in miniature number 330 of the Cantigas de Santa Maria. Newly adopted into traditional music after a time of dangerous oblivion, their rich sound and rhythmic possibilities are seeing them through a period of gradual recovery.

BOMBO (Bass drum)


Also called “Milagriño” in some areas, its use in traditional music coincides with the surge of the pipe groups, a relatively recent development in our country.


Always underrated, it is, however, a very important instrument because, together with the tamboril, it takes on the task of marking the rhythm, in time or in counterpoint, to make forte and piano passages or to differentiate between several sections.


As with any other instrument, simple as it may seem, a good technique is neeeded to play it, together with some other qualities that guarantee the rhythmic assurance necessary for a good musical performance.

CHARRASCO


It is a long wooden mast whose upper part is fitted with a frame with several rows of metal discs which sound when beaten with a stick. A length of wire going from the frame to the middle zone of the mast allows it to produce the sound of several tambourines playing together. The base of the mast is beaten upon the ground at the same time, stressing the beat.


This was a very popular instrument in the area of Cuntis, Pontevedra, where young men used to play it to accompany the pipers in marked festivities such as Twelfth Night or Carnival.


It is currently being incorporated in sundry musical groups, most especially in pipe bands, for its richness of rhythm and sound and its flashiness.

CUNCHAS


As the name implies, the instrument consists of two scallop shells which are beaten or rubbed together to produce the sound.


There is no particular technique to play them, but their great rhythmic possibilities make them widely used to accompany both pipes and singing.

