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ABSTRACT 

Despite an international interest in flamenco music, there has not been much 

analytical work on the genre.  In fact, flamenco music has only recently started to be 

notated, let alone be analyzed by music theorists.  Due to its multi-cultural influence, 

flamenco music incorporates characteristics and trends from both Eastern and Western 

societies.  Although its melodies are fundamentally derived from the Phrygian mode, the 

flamenco style includes alterations that create symmetrical pitch collections.  In 

Concierto del Fuego, composer Loris O. Chobanian expands upon the Eastern and 

Western traditions by writing a twentieth-century concert piece that combines the 

flamenco harmonic and melodic language within a concert setting.  The purpose of this 

document is to demonstrate how Loris O. Chobanian successfully exploits symmetrical 

collections that are inherent in traditional flamenco scales and cadences to create a 

concert piece.  

 

 

 

 

 

 

 

 

 

 



  12 

 

CHAPTER 1 

LORIS CHOBANIAN AND TWENTIETH-CENTURY SPANISH ART MUSIC 

 

1.1 Biography of Loris O. Chobanian 
 

Composer Loris Ohannes Chobanian was born in Mosul, Iraq on April 17, 1933. 

Chobanian is the recently retired Professor of Composition and Guitar as well as 

Composer-in-Residence at the Baldwin-Wallace College Conservatory in Berea, Ohio.1 

In addition to being an accomplished Armenian-American composer of classical music, 

Chobanian has been revered as an expert conductor, guitar teacher, and performer.  

During his tenure, Chobanian helped to establish the Baldwin-Wallace Conservatory 

Composition and Guitar programs as well as the school’s Focus Contemporary Music 

Festival.   

As a composer, Chobanian has written multiple works for orchestras, symphonic 

wind ensembles, choir, keyboard, guitar/lute, and small chamber ensembles.  Some 

commissions include Armenian Dances, which was premiered by the Boston Pops 

Orchestra in 1977; Lieutenant Kosmusov’s Dream, premiered the following year by the 

Elysian Trio at Severance Chamber Hall; and Voyage, his Concerto for Trombone, which 

the American Wind Symphony Orchestra both commissioned and premiered in 1982.  Of 

                                                        

1 For more information on Loris Chobanian, see Christopher Ellicott, “Loris Ohannes 
Chobanian: Interviewed by Christopher Ellicott (June 28, 2007).” Soundboard: Guitar 
Foundation of America 33, no. 3-4 (2007): 78-79; and Brian Kozak, "An Interview With 
Loris Chobanian.” Soundboard: Guitar Foundation of America 20, no. 3 (1994): 37-40. 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his compositions, several are for guitar and orchestra, including Concerto for Guitar and 

Orchestra (1970), Concerto for Electric Guitar (2005), and Tango Fantasy (2008).  

Another guitar piece that this thesis will examine is Concierto del Fuego, which draws its 

inspiration from Spanish art music and flamenco tradition.  

1.2 Spanish Art Music 

 At the dawn of the nineteenth century, Spain was subjected to great turmoil.  

During this time, Napoleonic invasions, civil wars, revolutions, and the misruled 

government of Ferdinand VII caused many composers and artists to leave Spain.  In 1835 

the Mendizabal sale of church land reduced the budget for sacred music, forcing Spanish 

composers to spread throughout Europe to find work.  This in turn allowed Spanish 

music to flourish throughout Europe from composers such as Fernando Sor (1778-1839) 

and Manuel Garcia (1775-1832).  Those who had stayed were forced to leave their 

positions at churches and cathedrals to perform in flamenco cafés.2   

Two composers that experienced success after these circumstances were Isaac 

Albéniz (1860-1909) and Enrique Granados (1867-1916).3  Albéniz was a child prodigy 

of the piano and is the composer most often attributed with the rebirth of Spanish 

nationalism.  Today, Albéniz is known for his piano works that are based on folk idioms, 

many of which have been transcribed by others for classical guitar, and have become 
                                                        

2 For more information on the music of Spain see, Gilbert Chase, The Music of Spain. 
(New York: Dover Publications, 1959), 150-165; and Ann Livermore, A Short History of 
Spanish Music. (New York: Vienna House, 1972). 
 
3 For more information on Albéniz and Granados, see Chase, The Music of Spain, 150-
165. 
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standard repertoire for the instrument.  His notable works include Suite española, Chant 

d'Espagne, and Iberia.  Iberia, a collection of twelve impressions published in four books 

from 1906-1909 is often considered his masterpiece.  Incorporating styles of the 

Andalusian Gypsies, this collection depicts vivid portrayals of the composer’s homeland.  

In regards to Albéniz’s Iberia, Debussy himself said: “Never has music achieved such 

diversified, such colorful, impressions.”4  Like Albéniz, Granados was from Catalonia, a 

pupil of Felip Pedrell, and a piano virtuoso.  Similarly, his compositions were inspired by 

the folklore of various Spanish regions.  Prominent pieces include the piano works 

Danzas españolas and Goyescas, in addition to his opera, also entitled Goyescas. 

The influence of Spanish folk tunes on Western composers dates back to the 

Renaissance.  During this time, compositions based on the Spanish/Portuguese folk tune 

“La Folia” started to emerge.  Some works that use La Folia include Francisco de 

Salinas’ De musica libri septem (1577), Girolamo Frescobaldi’s Toccate e partite 

d'intavolatura di cimbalo, libro primo (1615), Francesco Corbetta’s De gli scherzi 

armonici (1639), Jean-Baptiste Lully’s Air des hautbois Les folies d'Espagne (1672), 

Corelli’s famous Sonata Op. 5 No. 12 (1705), Vivaldi’s Op. 1 No. 12 (1705), J.S. Bach’s 

Bauernkantate (1742), and C.P.E. Bach’s, Les folies d'Espagne (1776).5 

                                                        
4 Ibid., 159.  
 
5 For more information on  “La Folia,” see Richard Hudson, “The Folia Melodies,” Acta 
Musicologica 45, no. 1(1973): 98-119; and Richard Hudson, “The “Folia” Dance and the 
“Folia” Formula 17th-Century Guitar Music,” Musica Disciplina 25, (1971): pp. 199-221. 
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The influence of Spanish music continued during the nineteenth century when 

composers that were not native to Spain used Spanish elements to create an exotic 

ambiance.  Later, in the twentieth century, Spanish composers deliberately used their 

native musical language to appeal to their national audience in order to reclaim their 

cultural traditions.  One of the prominent Spanish composers of this time was Manuel de 

Falla (1876-1946).6  As a collector and arranger of national folk songs, Falla reintroduced 

the public to the folk tradition.  Later in his career his style evolved from Impressionistic 

(works include Noches en los jardines de España, El amor brujo, and El sombrero de 

tres picos) to neo-classical (El retablo del maese Pedro).   

Another notable composer of the time and perhaps the most prolific Spanish 

composer to date was Joaquin Rodrigo (1901-1999), whose Concierto de Aranjuez is 

considered to be the most popular concerto written for any instrument in the twentieth 

century.7  Since its premiere in 1939, the concerto has been performed and recorded by 

the world’s most celebrated guitarists including David Russell, John Williams, Julian 

Bream, Christopher Parkening, and Paco de Lucia.  In addition to Concierto de Aranjuez, 

Rodrigo wrote a considerable amount of orchestral music, chamber works, choral works, 

and concertos for violin, cello, flute, and harp. 

                                                        
6  For more information on Manuel de Falla, see Jaime Pahissa, Manuel De Falla, His 
Life and Works (London: Museum Press, 1954). 
 
7 For more infortaion on Concierto de Aranjuez, see Graham Wade, Joaquín Rodrigo and 
the Concierto De Aranjuez (Leeds: Mayflower Enterprises, 1985). 
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1.3 Elements of the Flamenco Style 

Although the flamenco cafés provided a place for the art music of Granados and 

Albéniz to flourish, the cafés were originally used for flamenco, as the name suggests. 

Generally the term flamenco is used in reference to the music and dance of Andalusian 

gypsies.  Like most folk styles, the origins of flamenco are subject to debate.  The roots 

of flamenco are widely associated with gypsy, Arabic, Sephardic, and possibly Byzantine 

and Indian religious cultures.  Although the direct origins of the style are not certain, 

many believe that flamenco evolved in southern Spain, where musical influence came 

from Morocco, Egypt, India, Pakistan, and Greece.8  

 During the Spanish Inquisition, in the late fifteenth century, gypsies and those 

who were Jewish or Islamic were expelled from the country if they refused to convert to 

Christianity.  It has been speculated that these three groups, along with other outcasts, 

united to take refuge in the Andalusian mountains, where they would use song to express 

their persecution and trauma.  Over the years, this method of self-expression developed 

into what is today known as flamenco.9 

In the second half of the nineteenth century the style emerged from the gypsy 

communities and settled in cafés cantantes, or a café where flamenco was performed.  

The records of the first café cantante existed in Seville in the early 1840s.  As the genre 

gained popularity from 1860-1900, the cafés began to flourish not only in Andalusia, but 

                                                        
8 Robin Totton, Song of the Outcasts: An Introduction to Flamenco (Portland, Or: 
Amadeus Press, 2003), 31. 
 
9 Ken Haas and Gwynne Edwards. Flamenco! (New York: Thames & Hudson, 2000), 66. 
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also in Seville, Cádiz, Jerez, Granada, Málaga, Barcelona, and Madrid.  The public’s 

interest in the cafés and flamenco music was marked by what is often referred to as its 

“golden age.”  

The main elements of flamenco are song, dance, and guitar.  Of these, song has 

the longest tradition.  Originally sung with only rhythmic accompaniment, the performer 

would sing a solo song while clapping his or her hands, striking a hammer on an anvil or 

knuckles on a table.  As Robin Totton describes, the vocal style can be characterized as 

rough, with a raw tone that reflects the feeling of loss, sorrow, rejection, grief, and 

injustice.10  When an Andalusian listens to a song, they will first identify with the rhythm, 

then words, and finally the expressive force.  To them the melody is insignificant, and the 

harmonies that support it are viewed as a new addition to flamenco.  The traditional 

audience judges a flamenco singer not on tone or pitch control, but on the manner in 

which he or she rhythmically and forcefully conveys the words, expresses strong 

emotions, and above all, communicates. 

The role of the dancer is to express the mood of the song.  The dance uses the 

whole body, but it is largely dictated by the drumming rhythms of the feet.  During the 

performance, the dancer creates rhythmic patterns by creating different sounds with their 

heel, the whole foot, the sole, and the points of the toes.  A skilled dancer will accompany 

the words of the song by visually expressing such basic emotions as love, grief, anguish, 

and anger. 

                                                        

10 For more information on the aesthetics of flamenco music, see Totton, Song of the 
Outcasts: An Introduction to Flamenco. 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 The flamenco guitar, at least as we view it today, is relatively new.  When the 

guitar was first applied to the flamenco song in the sixteenth century, it was used to 

provide an organized structure through rhythmic accompaniment.  The style of flamenco 

guitar playing is characterized by its unique percussive strumming styles.  These 

techniques include golpe, which involves percussive finger tapping on the face of the 

guitar at the area above or below the strings; rasgueados, which is a drum roll effect that 

is created by rapidly strumming the strings with the back of the finger nails; and alzapúa, 

a technique that uses the back of the thumb nail to strum one or more strings.  The 

performer combines these techniques to create the distinctive strumming styles that are 

unique to flamenco.  

Since the days of the cafés cantantes, the style of flamenco guitar playing has 

evolved by borrowing techniques from the classical guitar school to incorporate more 

decorative playing.  Today solo flamenco guitar playing has become its own art form and 

has gained worldwide attention from performers such as Sabicas (1912-1990) and Paco 

de Lucia (b. 1947).  

During the nineteenth and twentieth centuries, flamenco and gypsy culture 

became the subject of several compositions by composers that were not native to Spain. 

Some examples include Schumann’s Spanisches Liederspiel (1849), Bizet’s Carmen 

(1875), Lalo’s  Symphonie Espagnole (1875), Chabrier’s Espania (1883),  Rimsky-

Korsakov’s Capriccio Espagnol (1887), Wolf’s Spanisches Liederbuch (1891),  Ravel’s 

Rhapsody Espagnole (1907), Debussy’s Iberia (1908),  and Glink’s A Night in Madrid 
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(1848, 1851) and Jota Aragonesa (1845).11  A more recent example is Concierto del 

Fuego (Concerto of Fire, 2000), which was composed by Armenian-American composer 

Loris O. Chobanian.  

1.4 Concierto del Fuego 

As program notes affirm, the composer’s first Concerto for Guitar and Orchestra 

was written as a Doctorial Dissertation for Michigan State University in 1970, while 

Concierto del Fuego was written for his former student Marija Temo, thirty years later.12 

In comparison, the two concertos use very different compositional approaches.  The first 

piece uses a chromatic/contemporary language while Concierto del Fuego draws its 

inspiration from Spanish flamenco music.   Each movement of Concierto del Fuego 

focuses on a specific aspect of flamenco, being the guitar, the song, and the dance.  The 

first movement, entitled Duende, utilizes the more modern and virtuosic solo guitar 

aspect of the style.  Within the movement there are constant and sometimes abrupt 

changes of tonal centers.  This is one aspect that is not typical of the traditional flamenco 

style, but a more classical or contemporary component.  The second movement, Llanto 

del Cante (Song of Sorrow), emulates a flamenco vocalist of the cante jondo (deep song) 

vocal style.  Following the vocal tradition, there is a great deal of note repetition and 

melodic decoration by the soloist.  The character of the third and final movement, Juerga 

Flamenca, is influenced by flamenco dance.  Here, the percussionists imitate the tapping 

                                                        
11 Carl Van Vechten,  The Music of Spain (New York: A.A. Knopf, 1918),  21-23. 
 

 12 Loris O. Chobanian, Program notes to Concierto del Fuego. 2000. 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of the dancer’s feet, and the clasping of the hands.  The harmonies are accompanied by 

rasgueados that the orchestra also imitates.13 

As mentioned earlier, the melodic and harmonic language of this concerto is 

influenced heavily by flamenco tradition.  Typically the flamenco melodic language uses 

the Phrygian and flamenco modes, while its harmonies are constructed from the 

Andalusian and flamenco cadences (discussed in chapter 2).  In addition, Chobanian’s 

use of octatonic, whole-tone, and other symmetrical subsets, appears to reference the 

influence of twentieth-century composers such as Stravinsky, Bartók, and Debussy.14 

While modal and Roman numeral analyses are helpful in discussing some 

flamenco elements of Chobanian's concerto, there are many other pitch structures in the 

piece that require other approaches, such as set theory.  The purpose of this study is to 

represent Chobanian’s interpretation of the flamenco style as used in a twentieth-century 

concert piece.  The second chapter discusses common characteristics of the flamenco 

style.  Analytic methods used in this chapter include Roman numeral analysis, modal 

                                                        
13 For more information on Concierto del Fuego, see Patrick Polowyk,  “Berea, Ohio: 

Guitar Concerto of the Century,” Soundboard: Guitar Foundation of America 27, no 
2 (2000): 55-56. 

14 For more information on the use of these collections in the music of these composers, 
see Pieter C. Van den Toorn, The Music of Igor Stravinsky (New Haven: Yale University 
Press, 1983); Pieter C. van den Toorn and Dmitri Tymoczko. "Colloquy [Stravinsky and 
the Octatonic: The Sounds of Stravinsky]," Music Theory Spectrum 25, no. 1 (2003), 
167-202; Richard Cohn,  "Inversional Symmetry and Transpositional Combination in 
Bartók," Music Theory Spectrum. 10, (1988):19-42; Elliott Antokoletz, The Music of Béla 
Bartók: A Study of Tonality and Progression in Twentieth-Century Music (Berkeley: 
University of California Press, 1984); Allen Forte, "Debussy and the Octatonic," Music 
Analysis. 10, no. 2 (1991): 125-169; and Dmirtri Tymoczko,  “Scale Networks and 
Debussy,” Journal of Music Theory. 48, No. 2 (2004): 219-294. 
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analysis, and set theory.  The third chapter applies the analytical approaches used in the 

second chapter to the first movement of Chobanian’s Concierto del Fuego.  This chapter 

shows how the composer incorporates the symmetrical aspects of the flamenco mode and 

cadence to create motifs.  The fourth and final chapter discusses the overall form of the 

movement and additional symmetries that lie within its structure.  
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CHAPTER 2 

ILLUSTRATING SYMMETRY IN TRADITIONAL  
FLAMENCO SCALES AND CADENCES 

2.1 Introduction  

Due to its multi-cultural background, the unique style of flamenco incorporates 

musical characteristics and trends from both Eastern and Western societies.  Particular 

characteristics in tonality, modality, microtonalism, alternating rhythms, unresolved 

dissonances, and diversity of form comprise this distinct musical language.  As Lola 

Fernández states, the technical aspects of flamenco music theory have been given very 

little attention.15  Fernández, the Professor of Music Transcription and Music Theory at 

the Conservatory of Murcia, “represents the first attempt by a classical musicologist to 

systematically describe the musical language of flamenco.”  In her book, Flamenco 

Music Theory, Fernández applies Western musical analysis to flamenco rhythms, 

harmony, melodies, and form.   This chapter will incorporate and expand upon 

Fernández’s methods of analysis by using set theory to illustrate further properties of the 

flamenco mode and cadence. 

2.2 Form and Rhythm 
 

 Although this document focuses on the flamenco melodic and harmonic language, 

the style’s rhythm and form contribute unique characteristics that deserve a brief 

description.   Flamenco is expressed through specific song forms grouped together by 
                                                        

15 Lola, Fernández, Flamenco Music Theory: Rhythm, Harmony, Melody, Form. Madrid: 
(Acordes Concert, 2004), 11. 
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families, consisting of both instrumental and vocal sections.  The instrumental sections 

include the introduction, llamadas (performed at the beginning of the dance), and falsetas 

(solo passages on the guitar that occur between the verses of the song).  The vocal 

sections include the temple (vocal warm up used to find the tonal center of the song), the 

coplas (verse), and estribillos (refrain).16  The arrangement of these sections, which 

equate to their classifications, are typically associated with historical, geographic, and 

social roots. 

 Similar to those of the Western music traditions, flamenco rhythms can be 

classified as binary (duple), ternary (triple), or alternating combinations of the two that 

add up to twelve beats or compás (meter).   A compás resembles a sequence or cycle that 

includes harmonic and formal elements that are unique to the specific song form being 

performed.   The alternation of duple and triple rhythmic groupings in a twelve-beat 

compás is one of flamenco music’s unique traits.  Depending on the song form, the 

placement of the articulation will deviate and the twelve-beat pattern may start on a 

downbeat or with an anacrusis (or weak beat).17  In addition, many song forms are 

polyrhythmic, where ternary rhythmic accents are performed with binary harmonic 

accents and vice versa. 

                                                        

16 For more information of flamenco musical characteristics, i.e. form, rhythm, melody 
and harmony, see Fernández, Flamenco Music Theory. 
 
17 For more information on 12 beat meters in flamenco, see Ibid., 33-35. 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2.3 Melodies 

 In flamenco there are two related yet distinct melodic genres.  One of the genres 

involves unaccompanied cantes (songs), which construct their melodies by using the 

Phrygian, major-Phrygian, Ionian, and mixed modes.  More pertinent to this study are the 

accompanied melodies, which use a system of chords that are harmonically derived from 

the Phrygian mode.  Cantes that have accompaniment will strictly use the flamenco 

mode. 

The following three examples show the Phrygian mode (see Musical Example 

2.1A), the major-Phrygian mode (see Musical Example 2.1B), and the flamenco mode 

(see Musical Example 2.1C), all in the key of A.  When compared, the major-Phrygian 

mode is an adaptation of the Phrygian mode with two alterations and the flamenco mode 

is a combination of the two modes.  As the examples indicate, the A-major-Phrygian 

mode raises the third (C) and seventh (G) degrees of the A-Phrygian mode.  As a result, 

the scale contains two intervals of an augmented second occurring between the second 

and third and the sixth and seventh degrees of the scale.  In common flamenco practice, 

the performer will likely use the notes of the major-Phrygian mode during an ascending 

melody and the Phrygian mode as it descends (see Musical Example 2.1C).  This can be 

compared to the common treatment of the melodic minor scale, where the sixth and 

seventh degrees of the scale are raised to function as leading tones as the melody ascends, 

but are then lowered to fit into the natural minor scale as it descends.   

The first tetrachord (see Musical Example 2.1D) of the major-Phrygian mode is 

similar to that of many modes from Eastern musical cultures.  These cultures, which  
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Musical Example 2.1A The A-Phrygian Mode 

 
 
Musical Example 2.1B The A-major-Phrygian Mode 

 

 

 
Musical Example 2.1C The A-Flamenco Mode 

 

 

Musical Example 2.1D The First Tetrachord of the Flamenco Mode
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include Turkish, Arabian, Moorish, etc., have marked great influence on flamenco 

music.18  In the key of A-major–Phrygian, the first tetrachord would consist of the notes 

A, Bb, C#, and D.  The combination of the semitone between the A and Bb and the 

augmented second between the Bb and C#, are common characteristics in the scales of 

Eastern cultures from which flamenco has its origins.  It should also be noted that the 

intervals of the second tetrachord in the flamenco mode (in this case, E, F, G#, and A) are 

an exact copy of the first making the major-Phrygian mode a symmetrical scale.  

2.4 Harmony 

 In terms of harmony, the flamenco cadence is the most commonly used 

progression.  This cadence is fundamentally derived from the Andalusian cadence, which 

is shown in Musical Example 2.2A.   While the Andalusian cadence harmonically 

functions as a i  VII  VI  V  i progression in a minor key, the flamenco cadence 

functions as iv  III  II  I in the Phrygian mode (see Musical Example 2.2B).  

Chords built on the third, second, and first scale degrees of the flamenco cadence rarely 

appear as consonant harmonies.  Instead, they are sounded as dissonant chords containing 

common tones resulting in a different harmonic function than that of the Andalusian 

cadence.  The variations in chord voicing often depend on the song form and the 

positions used on the guitar.  An example of a flamenco cadence used by Fernández is 

shown in Musical Example 2.2B.19  Here the notes Bb and E are common tones in the III,  

 

                                                        

18 Ibid., 61. 
19 Ibid., 85. 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Musical Example 2.2A Andalusian Cadence in D 

 

 

 

 Musical Example 2.2B Flamenco Cadence in A 
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II, and I chords resulting in the cadential progression iv  III7 II (add #11)  I (add 

b9).   A comparison between Musical Examples 2A and 2B shows the similarities and 

differences between an Andalusian cadence in A-minor and a flamenco cadence in A. 

Although the iv-III-II-I is the most commonly used chord progression in flamenco 

music, variations within the flamenco cadence can occur due to chord substitutions.  

Other common progression include: 

II-II-II-I 

II-III-II-I 

VI-III-II-I 

II-III-VII-I 

I-II-III-II-I 

IV-VI-II-I 

 
These variations only highlight the basic tertian harmonies.  In most cases, these 

examples would include non-chord tones similar to Musical Example 2.2B. 

The term “flamenco mode perfect cadence,” or resolving cadence, commonly 

refers to the chord sequence II  I in the flamenco style.20 This progression has the same 

harmonic function as the perfect authentic cadence (PAC) in Western common practice.  

Theorists describe a PAC as a harmonic force that is established by the tendency of the 

dominant harmony (the leading-tone and super tonic) to resolve to the tonic.  Comparable 

to a PAC, the flamenco cadence consists of common tones and leading tones.  A typical 
                                                        

20 Ibid., 84. 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resolving cadence can be viewed in Musical Example 2.3A.  In this example, the notes 

Bb3, F4, and D5 of the II chord resolve down to the A3, E4, and C#3 of the I chord, 

while the E3 and Bb4 remain common tones.  In other words, three of the notes resolve 

down by a semitone, while two remain the same (see Figure 2.1). 

2.5 Illustrating Symmetry in the Flamenco Style 

When applying modal theory, the major-Phrygian mode is simply a “majorized” 

version of the Phrygian mode, while the flamenco cadence is just the Andalusian cadence 

with a different harmonic function.  When analyzing the intervals of the major-Phrygian 

mode, however, one can see a complete symmetrical unit as illustrated in Musical 

Example 2.4.  The symmetrical nature of the flamenco mode is a similar characteristic 

found in Oliver Messiaen’s “modes of limited transposition.”21 

The term “modes of limited transposition” describes a scale that can be transposed 

by a semitone fewer than eleven times before the original set of notes reappear.  The two 

most commonly used “modes of limited transposition” are the whole-tone scale and the 

octatonic scale.  These two specific modes were popularly used during the late nineteenth 

and twentieth centuries.  While considering the flamenco mode can be transposed eleven 

times, symmetry is the only shared characteristic between the flamenco mode and the 

modes of limited transposition.  In addition to incorporating the major-Phrygian mode, 

which is a complete symmetrical scale, the flamenco mode has a significant amount of  

 
                                                        

21 For more information on Messiaen’s “modes of limited transposition,” see 
Olivier Messiaen, The Technique of My Musical Language. Paris: A. Leduc, 1956. 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Musical Example 2.3 Resolving Cadence in A  
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Figure 2.1 Resolving Cadence in A 
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Musical Example 2.4 Major-Phrygian Mode in A 
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symmetrical subsets that can be found by applying set theory to specific modal 

fragments.    

The chart in Table 2.1 shows many of the symmetrical pitch collections that occur 

within the flamenco mode.  The first column displays the combined notes from the A-

flamenco mode, (see Musical Example 2.1C); the second indicates the intervals between 

the notes as they occur in order; the third column shows the collection’s pitch-class set 

(pc-set); and the fourth identifies each collection as a mode or subset.  The chart only 

shows collections that do not exist within the diatonic modes.  For example, the largest 

octatonic subset that occurs in a diatonic mode is (0235).   This subset consists of the 

notes D, E, F, and G from any diatonic mode.  Similarly, the (0246) whole-tone subset 

occurs within the notes F, G, A, and B.  In addition to being part of the diatonic modes, 

both the (0235) and (0246) subsets can also be found in the flamenco mode.  Considering 

that the purpose of Table 2.1 is to highlight the symmetrical subsets that are unique to the 

flamenco mode, it is not necessary to include subsets that occur in the diatonic modes. 

2.6 Symmetry in Concierto del Fuego 

The symmetric natures of the themes found in the first movement of Concierto del 

Fuego are attributed to a couple factors.  First, the major-Phrygian mode is a symmetrical 

scale.  Second, the flamenco cadence is a resolution of a major chord to another that is a 

semitone apart.  

As mentioned earlier, and as Fernández points out, the third degree of a flamenco 

melody is not always major because it alternates with the minor third of the Phrygian  
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Table 2.1 Symmetrical Pitch Class Sets That Occur in the Flamenco Mode 

Notes Intervals Pc-set Classification 

A Bb C C# D E F ½ w ½ ½ w ½ (0134578) Symmetrical  

Bb C C# D E W ½ ½ w (02346) Symmetrical  

E F G G# Bb C# C ½ w ½ ½ w ½ (0134578) Symmetrical  

C# D E F G G# Bb ½ w ½ w ½ w (0134679) Octatonic 

D E F G G# Bb w ½ w ½ w (023568) Octatonic 

G# Bb C D E w w w w (02468) Whole-tone 
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mode.  When descending, a melodic line will commonly consist of the minor third (the 

note C in A flamenco), while a major third (the note C# in A flamenco) is sounded in the  

accompaniment.  This results in a harmonic clash, a characteristic of the flamenco style.22 

Figure 2.2 indicates the notes used during a flamenco cadence in A.  In this example, the 

notes A, Bb, C#, and E are part of the A add b9 chord; the Bb, D, E, and F create the Bb 

add #11; and the C represents the minor third from the melodic line.  The combined notes 

include, A, Bb, C, C#, D, E, and F, which forms the symmetrical pc-set (0134578).  The 

following chapter will describe how Chobanian places emphasis on the symmetrical 

properties of the flamenco mode as they occur in the first movement of Concierto del 

Fuego and their relationships to the traditional flamenco harmonic and melodic musical 

styles. 

 

 

 

 

 

 

 

 

 
 
 

 

                                                        

22 Ibid., 68. 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Figure 2.2 Combined Notes From the Flamenco Mode and Cadence 
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CHAPTER 3 

SPECIFIC EXAMPLES FROM “CONCIERTO DEL FUEGO” 

3.1 Introduction 

Due to its unique pattern of whole and half steps, the flamenco mode can generate 

a wealth of symmetrical collections.  As shown in Table 2.1, discrete segments of the 

mode result in whole-tone and octatonic subsets.  Considering that its pitch content 

derives from the Phrygian mode, the symmetrical nature of the flamenco mode allows a 

composer to use twentieth-century symmetrical pc-sets while remaining in a tonal 

system.  In Concierto del Fuego, Chobanian highlights some of the symmetrical 

collections that exist in the flamenco mode and cadence to create melodic and harmonic 

material.  The following chapter provides examples of whole-tone, octatonic, chromatic, 

and other symmetrical subsets as they occur in the concerto’s first movement.  As an 

attempt to highlight the flamenco mode and resolving cadence, some of the notes in the 

following excerpts have been altered to their enharmonic spelling to show the relations.  

3.2 Whole-tone 

Chobanian utilizes the largest whole-tone subset from the flamenco mode as early 

as the first phrase in m. 5.  As shown in Musical Example 3.1A, the flutes and bassoons 

sound a short ostinato.  Within this measure, the flutes repeat a two-beat pattern with the 

notes D, E, C, and G#, while the bassoons play Bb and G#.  The ostinato accompanies the 

violins and violas as they sound C, D, and Bb, and the cellos and bass, which play Bb and  
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Musical Example 3.1A Score Excerpt of mm. 5-6 
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G#.  When combined, the notes from the measure create the subset (02468).  Musical 

Example 3.1B arranges these notes in their normal order, to show the relation to the A-

flamenco mode (see Musical Example 2.1C).   In this example the G# is the #7th scale 

degree of the major-Phrygian mode, and the Bb, C, D, and E are the 2nd, 3rd, 4th, and 

5th scale degrees of the Phrygian mode. 

Figure 3.1 demonstrates how the notes of the subset resolve to the A-major chord 

in m. 6.  Here, the tritone between the G# and D resolves inward to C# and A, while the E 

remains a common tone.  Although the resolution of this pc-set is similar to that of 

dominant function (V7 b5 add 6), it is also true that the notes Bb, D, and G# form the II7 

chord of the resolving cadence (see Musical Example 2.3).  When considering that the 

majority of the notes from the (02468) subset spell a II7 chord and that the chords of the 

flamenco cadence are rarely sounded as consonant harmonies, the function of the subset 

may best be described as the II chord of a resolving cadence.  In a II7 chord, the Bb 

functions as the root, the D as the third and the G# as an enharmonic flat seventh. 

Another use of the (02468) subset occurs in mm. 7-10 (see Musical Example 3.2A).  Here 

the excerpt indicates where the violins and violas play the melody.  The character of this melody 

is established by the conjunct and disjunct intervals that make up its parts.  The first two 

measures quote a melodic figure that occurred in the previous phrase, while the rest of the line 

introduces new and contrasting material.  The portion in parenthesis highlights the whole-tone 

set and demonstrates how the composer exploits notes from the flamenco mode to create a 

(02468) subset.  Musical Example 3.2B shows the normal order of this subset. 
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Musical Example 3.1B Notes From m.5 in Their Normal Order 
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 m. 5                                   m. 6 

 

Figure 3.1 Resolving cadence 
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Musical Example 3.2A Score Excerpt From mm. 7-10, Violin 

 

 

 

Musical Example 3.2B Notes From m. 7-10 in Their Normal Order 

 

               (02468) whole-tone subset 

 

 

 

 

 

 

 

 

 

 

 

&Violin w# wb w w w

mm 7 -10 

[Composer]
Score

[Arranger]

[Subtitle]

(02468) whole-tone subset 



  43 

The third and final whole-tone subset is created with the notes of the D-flamenco 

mode.  As Musical Example 3.3A and 3.3B indicate, the scale degrees G, A, C#, and Eb, 

which are played by the oboe and trumpet, create a (0268) subset.  The composer uses 

this octatonic subset as a “call and response” gesture between the oboe and trumpet, and 

the guitar.  The notes of this subset represent the #7th, 2nd, 4th, and 5th scale degrees of 

the flamenco mode and sounds the D major chord in the example.  The obscure voice 

leading of this excerpt is a result of the (0268) subset being sounded in the orchestra, 

while the guitar plays the D-major chord in a typical voicing for the instrument.  

The harmonic function of this collection can be interpreted in a couple of ways.  

Figure 3.2A shows the literal resolution, while Figures 3.2B and 3.2C show possible 

implied functions.  Figure 3.2B shows the (0268) collection spelled as a V7 b5 chord in 

first inversion.  This resolution is typical of dominant function as the tritone between the 

C# and G resolves inwards to the D and F# of the tonic triad, while the A remains a 

common tone. The flat fifth of the V7 chord is a result of the V chord naturally being a 

diminished triad in the flamenco mode.  Similarly, the same resolution functions as a 

typical II7-I resolving cadence from the flamenco style (see Figure 3.1C).  

As shown in the previous examples, the combined # 7th, 2nd, 3rd, 4th, and 5th 

degrees of the flamenco mode create the (02468) whole-tone subset.  As Fernández 

points out however, flamenco melodies characteristically start and end on the tonic 

note.23  Given that the tonic note is not included, the use of the (02468) subset as a  

                                                        

23 Ibid., 60. 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Musical Example 3.3A Score Excerpt From m. 82, Oboes and Trumpets 

 

 

 

 

Musical Example 3.3B Score Excerpt From m. 82 
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Figure 3.2A Resolution of the (0268) Subset to a D Major Chord 

 

 

Figure 3.2B Resolution of the V6/4 b5 Chord to I 
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Figure 3.2C Resolution of the II7 Chord to I, Resolving Cadence 
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complete melody is not stylistically possible.  As demonstrated in Musical Example 

3.2A, when Chobanian uses the (02468) subset it is only part of the melodic line.  The 

complete melody also includes the tonic note A, and the sixth note of the mode F, which 

creates the asymmetrical subset (0124689).  With this in mind, the (02468) subset 

conforms more naturally as a harmony, as depicted in Musical Examples 3.1A as a II 

chord of the flamenco cadence and Musical Example 3.3A as a II7 chord. 

3.3 Octatonic 

As discussed in chapter 2, both whole-tone and octatonic subsets occur naturally 

within the notes of the flamenco mode.  As Table 2.1 indicated, the largest octatonic 

collections were (0134679) and (023568).  With one exception being (0235), octatonic 

subsets do not naturally occur in the diatonic modes.  As Example 3.4 demonstrates, the 

(0235) subset does occur twice in the major scale.  In Duende, the noteworthy examples 

occur during the flamenco cadence of mm. 11-12, and the melody of mm. 38-42. 

Identical to mm. 5-6 (see Example 3.1A and 3.1B), the cadence from mm. 11-12 

consists of a symmetrical subset that resolves to an A-major chord.  Similarly, the flutes 

and bassoons play an ostinato, while the strings play a short melodic figure.  While both 

cadental gestures are identical in character, they are set apart by note content.  Here, the 

combined notes of mm. 11-12 are D, E, F, G, G#, and Bb, which include the 4th, 5th, 6th, 

7th, #7th, and 2nd scale degrees of the A-flamenco mode, create the octatonic subset 

(023568).  Musical Example 3.5A shows a score excerpt of m.11 and Musical Example 

3.5B demonstrates the normal order of the notes.  
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Musical Example 3.4 C Major Scale 
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Musical Example 3.5A Score Excerpt From m. 11-12 

 

Musical Example 3.5B Notes From m. 11-12 in Their Normal Order 
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As Figure 3.3 indicates, the resolution of this octatonic pc-set is identical to that 

of Musical Example 3.1.  In both cases, the G# functions as a leading tone to A, the 

tritone between the G# and D resolves down to C#, and the E remains a common tone.  

Similar to Musical Example 3.1, the octatonic subset from Musical Example 3.5A 

functions as the II chord of the resolving cadence.  Here the Bb, D, and F make the root, 

third, and fifth of the II chord, all of which resolve down by a semitone to the tonic chord 

in the following measure.   

Another octatonic subset occurs from mm. 38-42 (see Musical Example 3.6A).  

This example shows the score excerpt being discussed while Musical Example 3.6B 

shows the notes extracted from the score in their normal order.  Here the flutes, clarinets, 

bassoons, trombones, cellos, and basses play the melody shown in Musical Example 

3.6A, while the violins play a harmonic accompaniment.  As one of the more lyrical 

melodies in the movement, the range only spans from F# to C#.  Ambiguity is achieved 

by starting the melody on the supertonic of F# flamenco.  By doing so, the beginning of 

the melody emulates the first tetrachord of G minor.  Although the tonality in unclear 

during the first four measure, the figure concludes with a rhythmically accented 321 

line in F# flamenco.  

The combined notes of the melody, which include F#, G, A, A#, B#, and C# 

create the octatonic subset (013467).  In this melody, all of the notes except for B#, are 

derived from the F#-flamenco mode.  Instead of using the note B which is part of the F#-

flamenco mode, Chobanian uses a B#, first occurring on the third beat of m. 39.  As a 

result, the octatonic pc-set (013467) is created.   
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                       mm. 11-12                                        m. 13 

                                 

Figure 3.3 Resolving Cadence 
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Musical Example 3.6A Score Excerpt From m. 38-42 

 

 

 

Musical Example 3.6B Notes From m. 38-42 in Their Normal Order 
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A third example occurs in mm. 57-58.  Here the guitar plays the melody as a 

variation on the motif from mm. 47-48.  This melody will be discussed in greater detail in 

Musical Example 3.10.  The melody includes the notes E, F, G, and G#, and combines 

the #3rd, 4th, 5th, and 6th scale degrees from the C-flamenco mode.  As a result the 

octatonic pc-set of (0134) is created.  Musical Example 3.7A shows the melody that is 

being discussed, while Musical Example 3.7B shows the notes of the melody in their 

normal order.    

The largest octatonic subset that occurs in the flamenco mode is (0134679).  This 

subset is achieved by combining the #3rd, 4th, 5th, 6th, 7th, #7th, and 2nd scale degrees 

of the flamenco mode.  In comparison to the (02468) whole-tone subset discussed earlier, 

the (0134679) octatonic subset does not include the tonic scale degree.  In contrast, while 

including the tonic note within a whole-tone and octatonic subset is possible, it would 

only be stylistically correct in an octatonic subset.  The combination of the 6th, 7th, and 

tonic notes from the Phrygian mode does create a (024) whole-tone subset.  The use of 

this subset is not ideal because it does not have a leading tone to resolve to the tonic.  

This subset is also not unique to the flamenco mode because it also occurs in the major 

scale.   

The octatonic subset (0134) however, does include a leading tone.  This subset 

combines the 1st, 2nd, and 3rd scale degrees from the Phrygian mode and the #3rd scale 

degree from the major-Phrygian mode.  As a result, there is a leading tone from the 

second scale degree down to tonic. Even though a leading tone is typically viewed as a  
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Musical Example 3.7A Score Excerpt From m. 57-58 

 

 

 

Musical Example 3.7B Notes From m. 57-58 in Their Normal Order 
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resolution up to the tonic scale degree, as in the major and melodic minor scales, the 

leading tone often resolves down from the second scale degree to tonic in flamenco 

melodies.  

With these points in mind a composer could face problems writing an octatonic 

melody that uses the flamenco mode, includes the tonic note, and is larger than the (0134) 

subset.  Musical Example 3.6A demonstrated how Chobanian expands the (0134) subset 

by altering the 4th scale degree of the F#-flamenco mode from a B to a B#.  In doing so, 

the (0134) subset is expanded to (013467).  If Chobanian had used the note B instead of 

the altered B#, the combined notes of the melody would have made the asymmetric pc-

set (013457).   The modified melody is still characteristic of the flamenco style because 

the first tetrachord of the flamenco mode was unaltered, and the melody descends down 

to tonic.  

3.4 Other Symmetrical Collections 

In addition to whole-tone and octatonic subsets, other symmetrical pc-sets occur 

throughout the first movement.  A figure that appears several times occurs first in mm. 

45-46.  In most cases, the composer uses this device as a neutral texture to shift between 

different melodic ideas.  Here, the figure sounds at the beginning of a new key area in Eb 

after abruptly modulating from F# flamenco.  When combining the notes played by the 

1st and 2nd violins in m. 45, the subset (013689) is created (see Musical Example 3.8A).  

Musical Example 3.8B places the combined notes in their normal order and shows the 

intervals between the notes to be 1/2,W, m3, W, 1/2 in Eb flamenco.  Similarly, in m. 46,  
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Musical Example 3.8A Score Excerpt From mm. 45-48 

 

 
Musical Example 3.8B Notes From m. 45-46 in Their Normal Order 
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the same (013689) pc-set is used.  This time transposed up a perfect fifth and using the 

notes B, Bb, and Ab in violin 1, and F, Ab, Eb, and D in violin 2.  Following m. 46, the 

guitar plays a short motif in Eb flamenco.  

The function of the excerpt from mm. 45-47 is similar to a I  V  I chord 

progression in Eb flamenco.  Several elements of the passage support this reading.  First, 

the subset from m. 45 arises from Eb flamenco; second, the subset from m. 46 is a 

restatement of the m. 45 transposed up a perfect fifth in Bb flamenco; and third, the motif 

from mm. 47-48 starting on the tonic chord of Eb flamenco.  The composer uses this 

material to establish the new key, which prior to this figure, abruptly shifted from F# to 

Eb. 

 This same pc-set is used as the motif of a new theme beginning at m. 69.  

In this excerpt, the guitar sounds the chords A major, G minor, and E minor 7, which 

functions as I, vii, V7 in A flamenco Musical Example 3.9A.  When extracting the notes 

from the chords and placing them in their normal order, the pc-set (013689) is created 

(see Musical Example 3.9B).  As shown in the example the quirky sound of this excerpt 

is due to parallel voice leadings and tremolo accents played by the strings.  

The motif from mm. 47-48 is an example of another symmetrical pc-set that is 

derived from the flamenco mode and cadence.  During this passage (see Musical 

Example 3.10A), the melody uses the first pentachord of the Eb Phrygian mode as its 

note source.  When placed in its normal order, the pc-set (013578) is created and the 

intervals of 1/2, W, W, W, 1/2 are revealed (see Musical Example 3.10B).  In addition to 

the melody, the note content of the entire motif creates the symmetrical subset (0134578).   
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Musical Example 3.9AScore Excerpt From mm. 69-70 

 

 

 

 

Musical Example 3.9B Notes From m. 69-70 in Their Normal Order 
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Musical Example 3.10A Score Excerpt From mm. 47-48  

 

 

 

 

Musical Example 3.10B Notes From m. 47-48 in Their Normal Order 
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This motif features the harmonic clash that is cause by a melodic line that consists 

of a minor third with the tonic harmony, which consists of a major chord.  During the 

fourth beat of m.47 the third (or G) of tonic chord Eb major clashes with the Gb of the 

melody.  The harmonic function of this motif is the same as the I  II I flamenco 

cadence described in Figure 2.2.  The clear difference between these two examples is that 

while Figure 2.2 is strictly a harmonic function, Musical Example 3.10 combines both the 

harmonic and melodic flamenco characteristics.  

3.5 Chromatic 

  Musical Example 2.1A compared the notes of the A-Phrygian mode to those of 

the A-major-Phrygian or flamenco mode.  As the example indicated, the A-major-

Phrygian mode will raise the third and seventh degrees of the scale.  In other words, the  

C and G from the A-Phrygian mode are raised a semitone to C# and G# in the major 

Phrygian.  By doing so, the scale will contain two intervals of an augmented 2nd which 

occurs between the 2nd and 3rd degrees of the scale, as well as the 6th and 7th.  In 

flamenco practice, the performer will likely use the notes of the major-Phrygian during an 

ascending melody and the Phrygian mode as it descends.  

By combining the note content of both the Bb-Phrygian and B-major-Phrygian 

mode (see Musical Example 3.11A), the flamenco mode contains nine of the twelve tones 

used in Western music.  The following examples should be viewed as highly melodic 

even though the majority of the intervals are half steps.  Musical Example 3.11B shows a 

melody that uses all nine of the notes provided by the flamenco mode.  Here, the melodic 

line incorporates pedal tones that stabilize the harmonic structure.  In m. 109 the tonic  
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Musical Example 3.11A Notes From m. 109-113, Bb Flamenco Mode 
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Musical Example 3.11B Score Excerpt From mm. 109-113, Guitar 
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chord is outlined during the first two beats, while the second half of the measure sounds a 

I6 chord.  The next measure has a melodic figure that is later sequenced in m. 111.  The 

model occurs during the 1st, 2nd, and the first 16th note of beat three of m.110.  The 

model harmonically functions as a VI or Gb major chord in relation to Bb.  The measure 

concludes with a I6/5 chord similar to the second half of m. 110.  The sequence sounds 

the melodic figure a half step lower, over a V4/2  V7 progression in the next measure.  

Similar to the model, the sequence ends with the tonic chord, this time in root position.  

The melody concludes with a tonic block-chord in m. 112 and a descending melody in Bb 

flamenco. 

This melody may best be described as melismatic, which in flamenco is a defining 

characteristic of the vocal style.  Although the intervals between the notes of this melody 

are primarily half steps, there is an overwhelmingly strong urge for the melody to resolve 

to Bb.  This is because as the melody descends in the last two measures, Chobanian 

appropriately uses the notes of the Bb-Phrygian mode to resolve to Bb with a 3, 2, 1 

melody.   

Another melody, mm. 116-125 (see Musical Example 3.12A), makes use of the 

many half steps that exist in the flamenco mode.  In this excerpt, Chobanian combines the 

notes of the G and Bb-flamenco modes (see Musical Example 3.12B).  Musical Example 

3.12 A demonstrates that the first four measures of the melody consists of the 6th, 7th, 

tonic, and 2nd scale degrees (Eb, F, G, and Ab) from G the Phrygian mode and the #7th 

(F#) from G major-Phrygian mode.  When placed in their normal order, the pc-set  
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Musical Example 3.12A Score Excerpt From mm. 116-125, Guitar 
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(012345) reveals that the intervals between the notes include three half steps and one 

whole step.    

Similarly, the intervals between the notes Ab, A, Bb, Cb, Eb, F, and Gb from mm. 

122-125 consist of mostly half steps.  This melody includes the 7th, tonic, 2nd, 4th, and 

5th scale degrees from Bb Phrygian and the #7 scale degree (A) from Bb major-Phrygian.  

Similar to the melody in Musical Example 3.11A, the melodies from Musical Example 

3.12A emulate the flamenco vocal style.  While the previous example mimicked the 

melismatic characteristic of the flamenco vocal style, the other uses various 

embellishments to ornament the melody.  Even though the notes of the flamenco mode 

are highly chromatic in comparison to the diatonic modes, they are still tonal.  

To summarize, the notes and intervallic content of the flamenco mode is acquired 

by altering two notes from the Phrygian mode (see Musical Examples 2.1A, 2.1B, and 

2.1C).  As a result, the flamenco mode has whole and half-step patterns that do not exist 

in the Phrygian or other diatonic modes.  As this chapter has shown, Chobanian exploited 

these patterns by creating octatonic and whole-tone subsets.  These were used as 

cadential expressions in Musical Examples 3.1, and 3.5, and as melodies in Musical 

Examples 3.2 and 3.6.  Furthermore, motivic and melodic ideas highlighted the chromatic 

and symmetric nature of the flamenco mode.  All of the examples discussed in this 

chapter consist of subsets that are inherent in traditional flamenco scales and cadences.  

As a result, the composer was able to use symmetric and chromatic subsets within the 

thematic material while remaining within the realm of tonality.  While this chapter 

discussed specific examples of how Chobanian places emphasis on the symmetrical 
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properties of the flamenco mode, the following chapter will explain the overall form of 

the movement. 
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CHAPTER 4 

LARGE-SCALE COHERENCE IN THE FIRST MOVEMENT 
 

Although the first movement, entitled Duende, draws its melodic and harmonic 

inspiration from the flamenco style, the form and setting adheres to the tradition of the 

Western classical music.  Typical of most classical concertos, the sections within the first 

movement of Concierto del Fuego are distinguished by the similarities and differences 

between thematic material and key areas.  While the program notes, written by the 

composer suggest sonata allegro form, this chapter will use the labels A, B, C, etc. to 

present the formal elements of the movement.  Following the presentation of the 

movement’s form, the chapter concludes with other possible, and perhaps more suitable 

formal considerations. 

4.1 Introduction 

The concerto begins with a twelve-measure introduction that metrically alternates 

between 4/4 and 2/2 (see Musical Example 4.1).  The first measure consists of a distinct 

rhythmic pattern with triplet groupings played by the guitar, violins, violas, and cellos.  

Although the meter is in 4/4, the use of triplets could suggest a reference to Rodrigo’s 

Concierto de Aranjuez, which starts with a solo guitar playing a clear triple rhythm that 

alternates between 6/8 and 3/4.  While Rodrigo’s introduction repeats the same rhythmic 

figure a number of times, the rhythmic motif established in the first measure of Duende 

abruptly ends after the first measure.  The first five measures introduce a simple motif  
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Musical Example 4.1 Introduction m. 1-6, In A Flamenco 
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that uses the flamenco mode (mm. 2-4) and flamenco cadence (mm. 5-6).  The use of an 

A-major chord in the first and sixth measures, along with the two flamenco cadences that 

occur in mm. 5-6 and mm. 12-13, emphasize the key of A flamenco.  

4.2 A Section 

The A section begins with the resolution of the flamenco cadence from mm. 12 – 

13.  Here, the first theme area enters with a well-defined rhythmic pattern in the guitar 

(see Musical Example 4.2).  This harmonic pattern, which uses the progression A major 

 Bb major 7 add 4  A major (I  II add4  I), repeats several times.  During this 

passage, the violins and viola outline the chords played by the guitar.  The theme ends 

with the arpeggiations of an E-minor 7 chord followed by an E7.  This harmonically 

functions as a v7  V7 progression that resolves to an A-major chord in the following 

measure (m 21).  The first theme concludes with a cadence  (mm. 21-29) based on the I 

 II7 add4  I progression with a varied harmonic rhythm.  The function of this theme 

is to present the flamenco cadence, III, in the flamenco style.  Chobanian accomplishes 

this by applying the flamenco guitar technique rasgueado to typical harmonies of the 

flamenco cadence.  In addition, the composer incorporates elements of Western music by 

placing an authentic cadence at the end of the theme. 

 The first transition begins with an abrupt change of tonal centers.  While the 

introduction and first theme were in A flamenco, the transition begins at m. 30 in F# 

flamenco (see Musical Example 4.3).  During this section the key remains in F# flamenco 

until m. 43 where the B section begins in Eb flamenco.  Musical Example 4.4 shows the  
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Musical Example 4.2 mm. 13-21 Theme A 
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Musical Example 4.3 The End of Theme A, and the Beginning of the Transition 

m. 29 

 
 A flamenco: I                                                                               F# flamenco: I 
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Musical Example 4.4 Melody from the Transition 
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melody that occurs in mm. 38- 42 from the transition.  In this example, Chobanian creates  

a (013467) octatonic subset by replacing the note B of the F#-flamenco mode with a B#.  

In order to understand the function of this transition, one should take into account 

the pitch content of the piece thus far.  The key areas of the previously discussed sections 

were A flamenco from mm. 1-29 (the introduction and first theme) and F# flamenco from 

mm. 30 – 43 (transition).  Until the transition, Chobanian primarily uses the notes 

provided by the A-flamenco mode, seen in Musical Example 4.5A.  Similarly, the 

transition consists of the notes found in F# flamenco, as shown in Musical Example 4.5B.  

By combining the notes from A flamenco with those from the F# flamenco, all of the 

notes used in Western music excluding Eb are represented (see Musical Example 4.5C).  

The intervals of this subset spanning an octave from A to A create a symmetrical subset 

of the chromatic scale.  Furthermore, the fact that the note Eb is the only note that is not 

included by the combination of the A and F#-flamenco modes allows the tonal center 

starting at m. 44 to sound fresh.  The B section uses this new tonal center, which is Eb, 

and completes the aggregate.   

4.3 B Section 

The B section begins with a short motif in Eb flamenco that occurs from mm. 47-

48.  Musical Example 4.6 shows this idea restated with varied accompaniment from mm. 

50-52.  The motif continues in sequential diminution from mm.  53-55, first reduced 

during the VI chord of m. 53, then repeated on a #IV in m. 54.  Before resolving to the I6 

chord on the second beat, the final reduction occurs during the #VI chord of m. 55.   
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Musical Example 4.5A A-Flamenco Mode: Combined Notes From the A-Phrygian  

and A-Major-Phrygian Modes. 

 
 
Musical Example 4.5B F#-Flamenco Mode: Combined Notes From the F#-Phrygian  

and F#-Major-Phrygian Modes. 

 

 

Musical Example 4.5C Combined Notes From the A and F#-Flamenco Modes 
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Musical Example 4.6 First Melody from the B Section 
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Although the harmonic progression #IV  #VI  I would not typically occur in the 

flamenco mode, the intervals between their roots are all a minor third, resulting in an 

incomplete circle of thirds progression.   

The melody concludes with a restatement of the motif from mm. 47-48 (see 

Musical Example 4.7).  This time in C major, variations on the idea from mm. 47-48 are 

presented on a C major chord, Bb major chord, and an A major chord.  This progression 

functions as a III  II  I Andalusian cadence.  By concluding the melody with this 

cadence, Chobanian modulates a tritone from Eb back to A flamenco.  

Similar to the A section and the first melody of the B section, the second melody 

from the B section has its own set of characteristics that are unique to the flamenco guitar 

style.  In this theme the guitarist is required to combine both the rest-stroke picking style 

with rasgueados.  An excerpt of this theme is shown in Musical Example 4.8.  The motif 

from m. 72 is the model from which the rest of the theme develops.  Following this 

excerpt, the motif from mm. 73-77 is transposed a perfect fourth to D flamenco and 

restated from mm. 80-84.  This theme concludes in G flamenco, a perfect fifth from D, 

with a statement of the G-Phrygian mode (mm. 94-98).  

4.4 C Section 

In relation to the B section, the C section has two different melodic ideas.  The 

first occurs from mm. 109 – 113 in the guitar (see Musical Example 4.9), while the oboe 

plays the second in mm. 116 – 125 (see Musical Example 4.10A).  An analysis of the 

combined notes from the melody would show that the melody is highly chromatic.  This  
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Musical Example 4.7 Closing Phrase From the First Melody of the B Section/Transition 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



  77 

Musical Example 4.8 Second Theme from the B Section 
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Musical Example 4.9 The First Melody of the C Section 
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Musical Example 4.10A The Second Melody of the C Section 

 

 

 

 

 



  80 

is a result of using the Bb-flamenco mode, which has nine of the twelve notes used in 

Western music.  To the contrary, the melody is tonal, with a clear melodic goal that 

resolves to tonic.  The line begins by sounding an ascending flamenco mode starting on 

the third scale degree (D).  Beneath the melody there are pedal tones that clarify the 

harmony. As shown in the example, the melody in m. 109 outlines the notes of the I 

chord during the first two beats of the measure, and a I6 chord on the third and fourth. 

The next two measures function as a model sequence.  The model outlines a VI chord and 

occurs on the first and second beats of m. 110, as well as the first 16th note of beat three.  

Occurring in the following measure the sequence outlines a V4/2 chord, which sounds a 

semitone lower than the model.  This excerpt concludes with a descending flamenco 

mode that outlines the tonic harmony.   

Similarly, the second melody of the C section, mm. 116-125 (see Musical 

Example 4.10A), utilizes the many half steps that exist in the flamenco mode.  This 

melody consists of two sections, the first in G flamenco and the second in Bb flamenco.  

As shown in the example, both sections of the melody are, for the most part, using 

identical notes and rhythms.  Transposed up a minor third, the second half (mm. 122-125) 

concludes on the dominant of F#, while the first section concludes on the tonic. 

In relation to the first transition, which modulated through aggregate completion 

(see Musical Example 4.5), the notes from mm. 116-126 (see Musical Example 4.10A), 

being G and Bb flamenco, have the same function.  By combining the notes from the G-

flamenco mode  (see Musical Example 4.10B) to those of the Bb-flamenco mode (see  
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Musical Example 4.10B G-Flamenco Mode 
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Musical Example 4.10C Bb-Flamenco Mode 
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Musical Example 4.10C), it is apparent that all of the notes in Western music except for E 

are represented.  When this occurred in the first transition, the missing note Eb was used 

during the beginning of the second theme group area, which was in Eb flamenco.  This 

time instead of completing the aggregate, Chobanian paraphrases the first melody of the 

B section in different key areas, including Bb and G flamenco.  The aggregate is not 

completed until the restated second melody of the B section, which is in E flamenco.  To 

conclude the B section, there is a brief re-transition, which uses the chord progression F 

 G  F  E.  This chord sequence functions as a II  III  II  I Andalusian 

cadence in E (mm. 161-165).  The key of E-flamenco is the dominant relation to the 

home key of A-flamenco which is used in the restatement of the A section. 

4.5 The Return of A 

  Following the B’ section there is a verbatim restatement of the A section in the 

home key of A flamenco (see Musical Example 4.2) followed by a cadenza and coda.  As 

mentioned at the beginning of the chapter, Marija Temo, who is an internationally known 

flamenco guitarist, singer, and dancer, composed the cadenza of this piece.  Temo, the 

featured guitarist who premiered Concierto del Fuego, incorporated two distinct 

flamenco traditions into the cadenza.  First a taranta during the first half of the cadenza  

and then a tangos during the second half.  Traditionally, a taranta is performed in free 

form, unbound from meter and characterized by its melismas.  The accompaniment is 

traditionally in F# flamenco, a key that is distinct to a taranta.  In Musical Example 4.11A 

the taranta is shown from m. 184 until the 4/4 measure of the seventh system.  A tangos on 

Musical Example 4.11A Taranta from the Cadenza 
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the other hand, is one of the oldest song forms and has a distinct 4/4 rhythm and features 

the II  I resolving cadence.  After numerous repetitions of the III harmonic progression 

with varied rasgueado patterns, the cadenza ends with repeated statements of a flamenco 

cadence in F#.  The tangos begins in Musical Example 4.11A during the 4/4 measure of the 

seventh system and continues until the end of Musical Example 4.11B.  

The movement concludes with a short coda, which is characteristically identical to 

the A section.  In order to modulate from F# flamenco (the key that the cadenza ended in), 

to the home key of A flamenco, Chobanian tonicizes various keys.   As shown in Musical 

Example 4.12 the cadenza ends in F# flamenco and the coda, which begins in m. 186 is in 

B flamenco using the F# chord as a V  I function.  The following eighth note triplets 

from mm. 188-191 continues in B flamenco until it tonicizes E flamenco in m. 192.   For 

the next four measures, the key remains in E flamenco and progresses to a 6/4 sonority. 

This 6/4 sonority functions as V6/4 of A-flamenco.  Now in the home key, the movement 

concludes with a restatement of the I  II4/2 add 4  I chord progression from the A 

section before the Vb5  I addb2  I cadence in mm.  202-204.  

4.6 Overall Form 

Although in the program notes the composer suggests that the form of the first 

movement is sonata allegro, perhaps a better description is arch form.  The following form 

charts show the movement organized as sonata form in Table 4.1A and arch form in Table 

4.1B.  The first chart is segmented into sonata form and shows that the Exposition would 

occur during mm. 13-98, the Development from mm. 99-165, and the Recapitulation from 

mm. 166-183.  The second chart divides the movement into an ABCBA arch form, where  
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Musical Example 4.11B Tangos From Cadenza 
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Musical Example 4.12 Coda 
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Table 4.1A Form Chart, Sonata form 

 Introduction:                              
mm. 1-12  

mm. 1-5,                A  
mm. 6-12,              A   

First Theme Area:  
mm. 13-30  
 

                              A  

Transition: 
 mm. 31- 46  

                              F#  

Second Theme Area: 
mm. 47-60 
 

mm. 47-55,            Eb 
mm. 56- 60,            C  

Transition: mm. 61-
71 

C Flamenco        A  

Exposition : 
mm. 12-98 
 
 
 
 
 
 

Third Theme Area: 
mm. 89-98 
Closing material  

mm. 72-79,             A  
mm. 80 – 93,          D  
mm. 94 – 98,          G  

New Materal : 
mm. 109-111 
and 
mm. 114-127 

mm. 99-100,           C  
mm. 101 -102,        D  
mm. 103 – 107       Bb Flamenco, Variations 
on the Second Theme Area 
mm. 109 – 111,      Bb  
mm. 112- 113,        Bb  
mm. 114- 119,        G  
mm.  122- 127,       Bb  

Second Theme Area:  
mm. 120 – 141 

mm. 128 – 136,       Bb  
mm. 137 – 139,       G   

Third Theme Area: 
mm. 142-157 

                                 E  

Development: 
mm. 99-157 

Re-transition: 
mm. 158 – 165  

                                 E  

First Theme Area:  
mm. 166- 183 
 

                                 A 

Cadenza : 
m. 84 

                                 F#  

Recapitulation: 
mm. 166-183 
 

Coda : 
mm. 185 – 204 

mm. 185 – 191,        F#  
mm. 192 – 204,        A  
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Table 4.1B Form Chart, ABCBA Arch Form 

 Introduction:                              
mm. 1-12  

mm. 1-5,                A  
mm. 6-12,              A  

Theme A:   
mm. 13-30  
 

                               A  A 
 

Transition: 
 mm. 31- 46  

                              F#  

First Theme of  B: 
mm. 47-60 
 

mm. 47-55,            Eb  
mm. 56- 60,           C  

Transition: mm. 61-
71 

C Flamenco        A  

B 

Second Theme of  
B: 
mm. 89-98 
Closing material  

mm. 72-79,             A  
mm. 80 – 93,          D  
mm. 94 – 98,          G  

C First Theme of C : 
mm. 109-111 
Second Theme of 
C : 
mm. 114-127 

mm. 109 – 111,      Bb  
 
mm. 114- 119,        G  
mm.  122- 127,       Bb  

First Theme of B: 
mm. 128 – 139 

mm. 128 – 136,       Bb 
mm. 137- 139,         G 
 

Second Theme of B: 
mm. 142-157 

mm. 124 – 152,        E  
mm. 152 – 157,        A  
 

B’ 

Re-transition: 
mm. 158 – 165  

                                 E  

Theme A:  mm. 166- 
183 
 

                                 A   

Cadenza : 
m. 84 

                                 F#  

A’ 

Coda : 
mm. 185 – 204 

mm. 185 – 191,       F# 
mm. 192 – 204,       A  
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the A section occurs during mm. 13-46, the B section from mm. 47-98, the C section 

from mm. 99-127.  The B’ section is from mm. 128-157, and the A’ section is from mm. 

166-183.  

If analyzed as a sonata form movement, Duende would deviate from the standard 

norms.  Typically the introduction to a sonata movement is slow in tempo and cadences 

in the dominant key area to prepare the following Allegro.  In Duende however, the 

tempo is labeled as “Allegro con fuoco” (Allegro with fire) at 144 beats per minute, and 

the key remains in A flamenco.  Another possible analysis could indicate that the 

movement does not even have an introduction.  If this were the case, the section labeled 

as the introduction would be the first theme group (mm. 1-12) and theme A would be a 

cadential extension.  Without listening to the restatement of theme A, this analysis could 

be plausible.  If this were a sonata form, the Recapitulation would only restate the closing 

section of the theme group instead of the main sections of the first theme.   When 

analyzed as an ABCBA arch form with a fast introduction, then the A section is simply 

restated in its entirety after the retransition.  

In a sonata movement the main theme is, more often than not, constructed as a 

sentence, a period, a hybrid of the two, or as a small ternary or binary section.  The 

thematic materials in Duende do not conform to any of these formal structures.  One  

could classify the melodies of the movement as deviations from the norm, which occurs on 

occasion in a sonata movement.  To classify every theme in a sonata movement with this 

label is impractical.  The lack of having a well-defined and developed theme is perhaps a 

result of Concierto del Fuego being a twentieth-century composition.  A more likely 
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conclusion is that the flamenco tradition is simply characteristically different than that of 

Western music.  In most song forms of the flamenco tradition, the melodies and harmonies 

do not use half or authentic cadences.  This in turn, can make it difficult to classify 

melodies that are written in this style as a sentence, period, hybrid, etc.  

4.7 Key Areas 

 The relationships between key areas from Duende are very atypical to those of 

classic sonata form.  The majority of the modulations that occur within the movement are 

those of minor thirds.  In most cases the tonal center is abruptly altered to a non-related key 

area.  The first four key areas of the piece are A and F# flamenco, which occur during the 

introduction and the A section, and Eb and C during the first theme of the B section.  

During the transition and second theme of the B section, the home key of A flamenco is 

used.  The intervals between these key areas are identical, all being minor thirds or the 

enharmonic equivalent augmented second.  As a result, the octave of the home key is 

divided evenly and is symmetrical.24 

 Similarly, the key areas of the C section and the first three key areas of the B’ 

section are all minor third relations.  In the C section the composer presents the keys of Bb 

and G flamenco.  In the B’ section, the first theme of the B section is transposed a perfect 

fourth from Eb and C flamenco, to Bb and G flamenco (see Table 4.1B).  During 

                                                        

24 Third relations in sonata form were more common in the Romantic era. Examples 
include Tchaikovsky’s Symphony No. 4, and Schubert’s Symphony No. 9. For more 
information on circle of thirds relation, see Richard Taruskin, “Chernomor to Kachchei: 
Harmonic Sorcery; Or, Stravinsky’s “Angle,”” Journal of the American Musicological 
Society 38, no. 1 (Spring 1985): 72-142. 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restatement of the second theme of B, the first key is E flamenco before moving to A 

flamenco.  When combining the key areas Bb, G, and E, the relationship between them are 

all minor thirds.  In contrast to the beginning of the piece where the key areas make a circle 

of thirds key relation, the presentation of the Bb, G, and E flamenco is an incomplete circle 

of thirds that is disrupted by the statement of A flamenco in m. 153. 

 When combining the key areas of the circle of thirds relations (A, F#, Eb, and C), 

with those of the incomplete circle of thirds relations (Bb, G, and Eb), the (0134679) 

octatonic collection is created (See Figure 4.1).  This is a result of the intervals between the 

A and Bb, F# and G, as well as Eb and E, all being semitones.  Furthermore, by starting the 

circle of thirds relations with A, and the incomplete circle of thirds relations with Bb, 

suggest a formal expansion of the I  II  I resolving cadence when the home key is 

restated.  

Other symmetrical key relations occur between the theme from the A section and 

the first theme from the B section.  As indicated in the form chart in Table 4.1B the interval 

between the two key (A and Eb flamenco) areas is a tritone.  Similarly, the interval 

between the key areas of the C section, which is B flamenco, and the second theme of the 

B’ section and retransition, which is E flamenco, is also a tritone.  In both instances 

Chobanian attains this key relation by modulating by minor thirds.  In the first case the 

piece starts in A flamenco, modulates to F# during the transition, and to Eb during the 

beginning of the B section.  Later in the piece, the key modulates from Bb  G  B in the 

C section, and then from Bb  G  E during the B’ section. By modulating two minor 

thirds sequentially, a diminished 5th or tritone key relation is created.   The only V  I key  
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Figure 4.1 Symmetry in Key Areas 
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relation modulation occurs during the second theme of the B’ section and the retransition 

from B’ to A’. Here the key modulates from the dominant key of E flamenco, to the 

home key of A flamenco.  

4.8 Summary and Conclusions 

Throughout the history of Western music, there have been a number of concertos 

written for the guitar.  Among the most celebrated include, Mauro Giuliani’s (1781-1829) 

Concerto in A Op. 30, Manuel Ponce’s (1882 – 1948) Concierto del sur for guitar and 

orchestra, Heitor Villa-Lobos’ (1887 – 1959) Concerto for Guitar and Small Orchestra, 

Mario Castelnuovo-Tedesco’s (1895 – 1968) Concerto No. 1 in D, and Joaquín Rodrigo’s 

(1901 – 1999) Concierto de Aranjuez.  In addition, Antonio Vivaldi’s (1678 – 1741) 

Concerto for Lute and Orchestra in D, and Concerto for Lute and Orchestra in A, have 

recently been adapted for the guitar.   

As indicated by the dates of the composers listed above, the majority of concertos 

that were written for the guitar were in the twentieth century.  This can be attributed to at 

least two factors.  First, the guitar is naturally a quiet instrument, which when combined 

with orchestral instruments, is inaudible without amplification.  Second, during this time 

period, Andrés Segovia (1893-1987) revitalized classical guitar technique and expanded 

the repertoire by editing many transcriptions and inspiring composers to write new music 

for the instrument.  Among the works he premiered were concertos composed by Ponce, 
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Villa-Lobos, and Tedesco, as well as Rodrigo's Fantasía para un gentilhombre (1958).25 

While the majority of the listed guitar concertos were composed for classical guitar 

technique, Concierto del Fuego relies heavily on techniques that are specific to the 

flamenco style.  In addition, while the majority of the concertos listed prior primarily use 

major and minor key areas, Chobanian’s example predominantly uses the flamenco mode 

and cadence.   

By using the flamenco mode and cadence, Chobanian is provided with a unique 

opportunity to compose with symmetric pc-sets that are larger then those of the diatonic 

modes.  As this thesis showed, Chobanian highlighted the symmetric properties of the 

flamenco mode in several ways.  First, he used whole-tone and octatonic subsets 

melodically, and then he incorporated them into the flamenco cadence, all while staying 

firmly within a tonal piece.  Similarly, other examples illustrated additional symmetric 

pc-sets that occur naturally within the flamenco mode and cadence that are not whole-

tone or octatonic.  In addition to the melodies, harmonies, and cadences, the overall form 

is symmetrically designed.  The thematic units of the piece are presented in an ABCBA 

arch form and the key areas primarily modulate as minor thirds, creating key relations of 

a tritone and dividing the octave evenly.  When combining all of the key areas, except for 

D flamenco, during the second theme of B mm. 80-93, the (0134679) octatonic set is 

created. 

                                                        

25 For more information on Andrés Segovia, see Andrés Segovia and Graham Wade. 
Maestro Segovia (London: Robson Books, 1986). 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It is difficult to determine whether or not Chobanian was aware of the 

symmetrical nature of the flamenco mode and cadence while composing this piece.  The 

composer does hint at this knowledge by altering a note from the flamenco mode to 

create a larger subset as in Musical Example 12, and by highlighting a portion of a 

melody in Musical Example 8.  Perhaps this was a subconscious act, considering that the 

flamenco mode does have symmetrical properties similar to those used by twentieth-

century composers such as Stravinsky, Bartók, Debussy, and Messiaen.  It is plausible 

that the influence of these composers and their treatment of octatonic and whole-tone 

scales inadvertently caused Chobanian to use them in a similar fashion.  Although these 

things are unclear, one thing is certain: Loris O. Chobanian successfully exploits 

symmetrical collections that are inherent in traditional flamenco scales and cadences to 

create a concert piece. 
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APPENDIX A: PERMISSION FROM COMPOSER 

Dear Dr. Chobanian, 
     
This is a formal request to include excerpts from the Musical Score of your Concierto del 
Fuego in my thesis titled “Elements of Symmetry and Flamenco Tradition in Loris O. 
Chobanian’s Concierto del Fuego.”  The document is being use for partial fulfillment of 
the degree of Masters in Music with a Major in Music Theory at the University of 
Arizona in Tucson, Arizona. 
  
Listed below are the excerpted measures: 
Movement 1: 
mm. 1-21 
mm. 29-30 
mm. 38-42 
mm. 45- 63 
mm. 69 – 78 
mm. 109 – 113 
mm. 116 – 125 
mm. 184, the cadenza 
mm. 185 - 204 
  
To minimize the size of the excerpts I have arranged some of the parts as a single staff of 
music, highlighting the sections being discussed. 
  
Thank you for all of your support, thus far.  I will be submitting my thesis to the graduate 
college shortly and will be graduating this May.   I hope that you have been enjoying 
your retirement and I am looking forward seeing you again, some day soon. 
  
Sincerely, 
Bob Andrews 
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Dear Bob, 
 
It is great to hear form you. By all means you can use the excerpts from Concierto del 
Fuego. I look forward to receiving a copy of your completed thesis. 
 
In the future you should consider to publish it in the GFA SOUNDBOARD magazine. 
 
Let me know when you will be in the Cleveland area. I am now in Canton but I do go to 
Berea quite often. 
 
Best Wishes, 
Loris 
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