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ABSTRACT. The article analyses The Song of Love Longing from the ballet Love the Magician (El Amor brujo)
by Manuel de Falla — a piece combining academic compositional technique and folkloric features

of the flamenco genre. This work is a unique model of timbre reconstruction of folk tradition within
symphonic music. The relevance of the study arises from the current interest of musicology in musical
identity and sonic memory. The role of timbre reaches a higher level as a mean of authentic national sound
in the context of post-folkloric consciousness. Against this background Falla’s reference to seguiriyas

as a profound canon of cante jondo becomes not a mere stylisation but an artistic act of cultural code
interpretation. The scientific novelty identifies mechanisms of timbral transmission of folkloric intonations
articulation and rhythms by means of academic music. The structure of folkloric form emerges for the first
time as a foundation of academic movement construction and the representation of genre elements such
as llamada, remate and marcaje in orchestration and vocal line. The methodology of the study incorporates
timbral and modal harmonic analysis of rhythmic structure and vocal tessitura in comparison with Andalusian
folk traditions. The results of the study demonstrate that The Song of Love Longing constitutes a unified
carefully devised composition where timbre rhythm and form function as a coherent expressive system
conveying the affective essence of cante jondo and unveiling new perspectives of folkloric dramaturgy

in academic art.
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TIPEK CO3AEP Tembp, nameHko, MaHyanb ge ®anbs, My3blikanblk Hiperennik, 4bl6bICTbIK XKaabl,
KaHTe XOHZO.

AHAATNA. Makanaga GnameHKo 6afbITbIHAAFbI aKageMUAIbIK, KOMMIO3MLMABIK TOCINLEPMEH Xa3blifaH
MaHyanb ae PanbaHbiH «CuKbIpabl Maxabbat» baneTiHaeri «Maxabbat cafbiHy aHi» TangaHbliaabl. bya WweiFapma
XablK ADCTYPAEPAIH TEMOPIIK XKaKTapblH KaWTa XaHFbIpTyAblH, epekLue yarici 6onbin Tabblnazbl. 3epTreyaiH,
©3eKTiNiri 3amMaHaym My3sblkaTaHyAblH, My3blKablk Hipereinik neH AblObICTbIK Xazbl MacenenepiHe aereH
KbI3bIFYLLbIIbIFbIMEH aiKblHAANaAbl. By TypFbiaa TeMOP WbIHAMbl YATTbIK AbIObICTI WbIFAPY KYpasbl PeTiHAE
epekLue MaHpi3fa ne 6onagpl. e PanbaHbIH KaHTe XOHAOHbIH, TePeH, KAHOHbI PETIHAET CUTUPUIAFA XKYTiIHYI
CTUAN3aUMAHBIH, LIEHOEPIHEH LUbIFbIMN, M3ZAEHM KOATbI TYCIHAIPYAIH KOpPKeM akTiciHe aliHanaabl. 3epTTeyaiH,
FbUIBIMW KaHa/IbIFbl aKaZeMUAbIK My3blka Kypangapbl apkblibl GOAbKAOPbIK MHTOHALMUSAHbBIH, TeMBpiK
KaFblH XEeTKI3y, apTUKYAALMsAHBI XXSHE bIPFaKTbIK KYPblIbIMAAPAb! aHbIKTay 60/bIN Tabblnagbl. Affall pet
donbknopbik Gopma akageMusAbIK My3blKasblK ApaMaTyprysHblH, HETi3iHAe KapacTbipblaadbl, an tdamada,
pemMame XaHe Mapkaxe CUAKTbI XXaHP/bIK SNEMEHTTEP OPKECTPOBKaZa XaHe BOKaNAbIK Xenige 6ankanazbl.
OJicHaMa aHAaNy3MANbIK XasblK ASCTYPAEPIMEH Ca/bICTBIPMa PETIHAE XacaifaH bIpFakTbiK KYPblIbIM MeH
BOKa/ZAblK TECCUTYPaHbIH, TEMBPIK XXoHe MOZAANbAbIK-TapPMOHUSABIK TangayblH KaMTUAbl. 3epTTey HaTUXKeNepi
6owblHWa e PanbsHbiH «MaxabbaT cafblHy aHi» BipTyTac, oMNacTbipblfaH KOMMNO3WLMA PETIHAE XKa3bliFaHblH
aHbIKTayfa 60nasbl, OHZa TeMOp, bipfFak XaHe dopma BipbIHFall MaHepi Xye peTiHAe KapacTbipblaazbl.

By KaHTe XOHAOHbIH, addEKTUBTI MOHIH XaHe akaZeMusAblK eHepaeri GOobKAoPAbIK ApamMaTyprisiHbiH XaHa
nepcnekT1BanapbIH allagbl.
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Bep>canpakos, [anusp, n Xakobo lacnap MpaHganb. «Tpaguums daameHKo
B “lNecHe ntoboBHOM Tockn” MaHyans ge Panbun». Saryn, Tom 13, N2 3, 2025,

c. 17-35. DOI: 10.59850/SARYN.3.13.2025.310. (Ha aHrannckom)

KJIFOUEBBIE C/IOBA Tembp, dnameHko, MaHyanb ge ®anbs, My3bikaabHas MAEHTUYHOCTb, 3BYKOBas
namsTb, KaHTE XOHZAO.

AHHOTALMA. B cTaTbe aHanv3npyetcs «llecHs Nr060BHOM TOCKU» U3 6aneta «J1toboBb-BOALLEOHMLA»
MaHyans ge ®anbu — Npon3BeAeHNEe, COYeTaroLLee akageMnyeckre KOMMO3NLMOHHbIE MPUEMbI

¢ GONbKNOPHBIMU YepTaMu GpaMeHKO. DTO COUMHEHUE MPEeACTaBASET COBOW YHMKaNbHbIV NpUMep
TEeMBPOBOV PEKOHCTPYKLMW HAPOAHOW TPAAULMN B CUMOOHNYECKOM KOHTEKCTE. AKTYasIbHOCTb
nccnesoBaHNsA onpeaensieTcss COBPEMEHHbBIM MHTEPECOM My3bIKO3HaHWS K BOMPOCaM My3blKabHOWM
WAEHTUYHOCTM 1 3BYKOBOM NamMATn. B 3ToM KoHTekcTe TeMbp nprobpeTtaeT ocoboe 3HaueHmne Kak CpeAcTBO
nepesauv NOANMHHOIO HaLMOHaIbHOTO 3BYYaHUs B YCIOBKAX NOCTHONbKAOPHOrO co3HaHusA. ObpalleHne
ae Panbu K curnpuine Kak rnybuMHHOMY KaHOHY KaHTe XOHAO BbIXOAUT 3a paMKu CTUAM3ALIMMN U CTAHOBUTCS
XyL,0XKECTBEHHBIM aKTOM MHTEPPeTaLMmn KyIbTYPHOTO Koga. HayuHas HOBM3Ha UCCeA0BaHUSA 3aKkaroYaeTcs
B BbISIBJIEHUW MEXaHU3MOB TeMOPOBOW Nnepesaunt GOIbKIOPHON MHTOHALMK, aPTUKYAALIMN U PUTMUNYECKUX
CTPYKTYp CPefcTBaMu akajeMUYeckol My3bikv. Bnepsble cTpykTypa $onbkIOpHOM GopMbl paccMaTpuBaeTcs
KaK OCHOBa aKaZleM14ecKon My3blKalbHOWM ApamaTypriu, a XXaHpoBble 3/1eMeHTbI, Takme Kak tamada, pemame
N Mapkaxe, NPOCAEXUBALOTCA B OPKECTPOBKE U BOKaJIbHOW IMHWW. MeTOA0N0rUA BKAOYAET TeMOPOBbIN

1 MOZAIbHO-FaPMOHNYECKUA aHaNN3 PUTMUYECKON CTPYKTYPbl Y BOKa/NbHOW TECCUTYPbI B COMOCTaBAEHUM

C aHAANY3CKUMU HaPOAHbIMW TpagMUMaMu. Pe3ynbTaTbl MCCNEA0BaHUA AE@MOHCTPUPYHOT, UTO «[lecHs
NtoboBHOM Tockm» e Panby NnpeacTaBaseT CO60M LEeNOCTHYHO, TLATeIbHO MPOAYMaHHYH KOMMO3NULMIO,

B KOTOPOW TeMbp, puTM 1 dopma GYyHKLIMOHMPYIOT Kak eAunHas BblipasutenbHas cuctema, nepeaaroLas
abPeKTVBHYHO CyTb KaHTe XOHAO W pacKkpbiBatoLLlas HOBble MNepcrnekTBbl GOIbKIOPHON ApaMaTyprium

B aKaJeMUYECKOM UCKYCCTBE.

Bknap ABTOPOB

,4. b. Eep>KanpaKoe — aHaan3 n cmcrtemMaTmsauna AaHHbIX, HanncaHe OCHOBHOIO TeKCTa CTaTbyW, peaakTypa
TeKCTa Ha BCeX 3Tanax, pa60Ta C UCTOYHMKaMWK, O(bOpMJ'IeHVIe CNncka NMCTOYHMKOB, oq)opMneHme CTaTbW.

X. Facnap paHdane — cnctemaTtnsaLma Mateprana, NoAbop NCCaesyeMbIX MICTOYHUKOB, KOPPEKTMPOBKa
TeKCTa CTaTbW, ONpejeneHne Lienen 1 3agay NcciefoBaHns, pejakTypa TekcTa, KOHLenTyannsaums
pe3ynbTaToB.
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Introduction

The rapid development of information technology and the expansion of intercultural
interaction lead musical art increasingly to its origins — to the fundamental elements
that have shaped national identity over centuries. A reevaluation of folkloric heritage,
its stylistic and expressive characteristics, occurs alongside this process. A clear
manifestation of this phenomenon appears in early twentieth century academic
compositional practice when composers faced the task not simply of quoting folk
material but of deeply artistically rethinking its content structure and timbral aspects.

The study of this problem reveals new methods of interpreting cultural identity
through the modal and timbral aspects of the music and allows the understanding
of the creative legacy of major composers of the past and present at a deeper level.
Examples of such timbre synthesis include the works of Igor Stravinsky, Béla Bartok,
Edison Denisov, Rodion Shchedrin, Tan Dun and others.

One of the most striking examples of this approach is the work of Spanish composer
Manuel de Falla in the ballet Love the Magician or El amor brujo by means of combining
Andalusian folk flamenco and European symphonic tradition. The compositional solution
of the movement The Song of Deep Longing performs more than mere sound colouring
and becomes an expression of deep emotional states and a foundation of imagistic
system and structural organisation. The composer draws on his own ethnomusicological
experience and impressions from live folk performance to shape a unique model
of musical expression in which voice and orchestra interact on principles of organic
fusion of folk and academic elements.

The relevance of the study identifies the need to comprehend mechanisms
of integration between folkloric and academic thought in the example of a key work
of twentieth-century musical modernism. Contemporary musicology seeks not merely
to describe stylistic features but to identify principles of timbral organisation formal
structuring and symbolism that determine the artistic content of works. The analysis
of The Song of Love Longing as a segment of a larger form acquires particular significance
allowing the tracing of how elements of folk music become reinterpreted within
a professional compositional framework.

The aim of the study is to identify the features of timbral-rhythmic organization
and modal dramaturgy of The Song of Love Longing from the ballet Love the Magician
by Manuel de Falla and analyses the interaction of vocal and instrumental elements
as an artistic model of synthesis between folkloric and academic tradition.

The following objectives were formulated to: (a) analyse the modal-harmonic structures
and identify the modal systems employed in the piece; (b) examine the vocal part
for intonational and rhythmic patterns characteristic of flamenco music; (c) investigate
the timbral solutions in the composer’s orchestration in relation to their folkloric
counterparts; (d) identify the specific interaction between timbre, rhythm, and melody
in constructing the expressive space.

Methodology

The methodology of this study combines several scientific approaches to analyse
Manuel de Falla’s El Amor brujo. A comparative method has been employed to juxtapose
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academic and folk musical expressions, allowing for a nuanced understanding of their
interplay. Additionally, an ethnomusicological approach (the significance of performance
features, the functional method, the identification of key dialectal features of the folk
music tradition) has been utilized to identify authentic flamenco characteristics and their
reinterpretation within the academic tradition.

The timbre analysis plays an important role in identifying the sound nature
of instruments, the manner of performance and their functional significance in the overall
dramaturgy of the work. The elements of the structural analysis and the intertextual
approach allow considering The Song of Love Longing as a text saturated with cultural
and musical quotations referring to the deep layers of the Spanish folk tradition.

Discussion
The creative output of Manuel de Falla represents a pinnacle achievement of the Spanish
compositional school of the twentieth century. The key aspect of his phenomenon lies
in careful attitude toward folk creativity and the attempt to synthesize national folklore
and early-century European compositional technique. Falla was inspired by guitar riffs,
impassioned singing of the Gypsies, Spanish zarzuelas, jota navarra. He succeeded
in vividly conveying the idea of the rich folk timbral diversity of the Iberian Peninsula
as far as he paid great attention to this aspect.

‘The musical leaders of these countries M. de Falla, E. Villa Lobos and C. Chavez
created their musical masterpieces El Amor brujo, Bachianas brasileiras and Caballos
de fuerza relying on experience accumulated both in classical music and in the folk
treasury collecting and studying folklore implementing its elements in their compositional
practice in the process of forming new national schools in Spain and Latin America
(Brazil and Mexico)' (Abdrakhmanova, Dzhumaliyeva 18).

De Falla noted, 'l would advise those who compose music in a strictly national style
to listen carefully to folk orchestras (in my region — guitars, palillos and tambourines)
as far as they can create the only desirable national tradition that cannot be found
in anything else’ (Falla 42).

The ballet Love the Magician (El Amor brujo) (1915) plays special role in Falla’s oeuvre
embodying the Spanish flavor and peculiarities of the composer's own musical style.
It became one of the most popular compositions and widely recognized by both listeners
and musicians.

The poignant story of the young Gypsy woman Candela, struggling to free herself
from a ghost of the past, became a benchmark embodiment of the flamenco image
in the twentieth-century ballet music and its timbral dramaturgy played a significant role
in its most popular pieces like The Song of the Will-o-the-Wisp, The Dance of the Game
of Love and Morning Bells.

Despite the consistent interest in Manuel de Falla’s work from Western European
and Russian scholars (Nadezhda Kryazheva, Lyudmila Mikheyeva, Olga Gladkova, Marina
Yakushevich, Leonid Martynov), the majority of studies dedicated to his compositions
focus primarily on the general stylistic features of the ballet El Amor brujo.

For instance, the works of Teresa Cascudo, Maria Dolores Cisneros Sola, Robert
Stevenson and others are directed to the issue of Spanish identity on the example
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of the pieces The Song of Love Longing, Fire Dance and Morning Bells and the use

of flamenco conventions in the context of national self-awareness. The ballet is examined
within the framework of Spanish folklore in academic music in Russian musicological
tradition in the writings of L. Mikheyeva, L. Martynov, and N. Kryazheva. The focus

here is placed on the ballet as a whole in the context of the analysis of Spanish folklore
in academic music. However, the focus tends to shift toward the cultural dimension

and general poetics, while a timbral-modal analysis that systematically connects

the vocal and orchestral levels remains virtually unexplored.

Let's consider The Song of Love Longing (Cancion del amor dolido) from the perspective
of modal, rhythmic and timbral organization as it vividly and consistently addresses
the task of incorporating folklore genres into a symphonic context being focused
on its timbre organisation and the implementation of the timbre ideal of traditional
flamenco art in academic music and modern Spanish ethnomusicology pays great
attention to flamenco as a phenomenon coexisting at the intersection of tradition
and modernity (Pradera 7).

In terms of mode and harmony, de Falla constructs the piece using some of the most
frequently employed modes in flamenco music: The Phrygian mode and the so-called
Andalusian mode, a variant of the Phrygian with a variable third (the latter appears
in measure 61 due to the entrance of the note E in the flute part). The vocal part begins
with the 5th bar and a typical Flamenco call-and-response llamada (plea in Spanish)
characterising many genres: por buleria, por solea, por sigiriya, por tanguos and others.
This chorus represents the four tones of the lower tetrachord of the Andalusian mode
sounding against the background of a hollow chord of Quinte and Quarte from the first
sound of the harmony — C (ex 1).
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Ex. 1: The bars 1-5 of The Song of Love Longing."

However, Falla does not limit himself to one harmonic system conveying the national
character of the piece but, on the contrary, he freely combines elements of the Phrygian
mode with harmonic minor creating a number of hybrid harmonic structures or polymodality.
A clear example can be found in the bars 8-21, where the vocal line is based in the lower

_ tetrachord of the lonian mode, while
1 The source for this and the subsequent examples:

Falla, Manuel de. El Amor Brujo (Second Version). the accompaniment continues the melody
Chester Music, 1925. Score. The set of musical H . .
notations was carried out by D. Berzhaprakov using in the Ph'jyglan mOde. together formmg_

the Finale 2024 programme. the Phrygian-and-Dorian mode centered in C.
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Table 1 below shows the modal organisation of the piece The Song of Love Longing:

Table 1. The modal organisation of the piece The Song of Love Longing

The horizontal modal organization of measures 8-21 in Falla’s Song
of Love Longing

c des es f g as b — the Phrygian mode

Orchestra part
cdes es e f g as b —the Andalusian mode

Voice part cdes es f g ab—the Phrygian mode

Falla achieves a unity of the musical language, and integrates elements of both folk
and academic traditions into a single coherent structure through this juxtaposition
and compositional technique of the modal interplay. The modes here express the deeply
dramatic content that permeates the entire work.

The piece opens with chordal strikes from the strings, while the piano part creates
a dramatic and tense atmosphere. This technique is widely used across various flamenco
genres, most often in guitar performance. It is known as marcaje (Spanish for ‘accents’)
and serves as an important marker by which folk musicians often identify the genre.

The dense Quinte converge with guitar tablatures are characteristic of its accompaniment.
The kinship between the two string groups (plucked and bowed strings) as well
as the fundamental role of timbre in different musical spheres defines the timbral
dramaturgy of the introduction because in flamenco tradition the guitar serves
as the basic timbral voice like the plucked string section in symphonic music (ex 2).
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Ex. 2: The string instruments part — the bars 1-6.
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The string part is based on the siguiriyas genre in rhythmic terms. This is one
of the oldest and most well-known styles (palo) of flamenco representing the oldest
historical layer.

The great Spanish poet of the XX-th century Federico Garcia Lorca wrote,

... the composer Falla claims that the gypsy sigiriya is the basis of the fundamentals

of cante hondo and is deeply convinced that it is the only one on our continent to have
preserved in purity the style and structure of ancient oriental songs'. He also noted
that, 'l — as a hardened poet — meant Gypsy Sigiriyas as an endless lonely road

to the spring of infant poetry even before | became acquainted with his works. It was

a road where the first bird died and the first arrow rusted. The Gypsy Sigiriya begins
with a desperate cry that cuts the world in two. It is the death cry of the faded
generations, a burning lament for the bygone ages and the high heat of love under

a different moon and on a different wind’ (Lorca 143).

The references to widely known texts, genres and styles of culture (in this case,
siguiriyas) that form certain archetypes or patterns in the listeners’ consciousness
indicate the so-called precedent phenomenon of intertextuality usage by de Falla
in music. This phenomenon occurs when specific ‘texts’ become significant for cultural
bearers and are repeatedly employed in art as models, standards or symbols conveying
profound meanings.

It is crucial to understand that in this specific case the text is the siguiriyas, interpreted
as one of the cultural codes of flamenco music. The researcher Roland Barthes viewed
the text not as a thing but as a process, always immaterial. ‘The text is a multidimensional
space where various types of writing combine and dispute with each other, none of which
is original; the text is woven from quotations referring to thousands of cultural sources’
(Barthes, 4).

It is worth noting that in Falla’s work similar examples of intertextuality can be found
in other major compositions — Seven Spanish Folk Songs for voice and piano, the ballet
El sombrero de tres picos, the opera La vida breve and the cycle Nights in the Gardens
of Spain. Siguiriyas typically follows a twelve-beat compds (meter) with accents
on the beats one, three, six, eight and ten. It traditionally begins on the twelfth beat.
Table 2 below shows the structure of the flamenco beats.

Table 2. The structure of the beats

Accents in the traditional siguiriyas

1212345678910 11

This siguiriyas bar structure in this case is effectively made up of two triple-beat
and three duple-beat rhythmic units (3+3+2+2+2) creating a shifting meter within
a single bar that was noted by Guillermo Castro Buendia in his article ‘Originality
and the Musical Nature of Flamenco Singing’ (Berlamga 350).

However, Falla transposes it into an ordinary triple meter preserving all the original
accents carefully to convey the rhythmic characteristics rooted in the siguiriyas tradition
being aware of the complexity of counting flamenco shifting meter (ex 3):
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Ex. 3: The viola part — the bars 1-4.

Thus, here we observe how the 12-beat structure of a flamenco rhythm is transformed
into four bars of 3/4 time with accents placed exactly as in the siguiriyas. Meanwhile,
the main pulse is set by eight notes at an Allegro tempo.

Table 3 below presents the features of the metro-rhythmic organisation of the piece.

Table 3. The features of the metro-rhythmic organisation of the piece The Song of Love
Longing

Traditional Sigiriyas 3/4:123-123-123-123

Cancion del amor dolido 12/8: 12 1234567 89 10 11

Let us note the features of the number’s form-building relying on the traditional
flamenco forms. As a rule, a sigiriya circle consists of 4 stanzas and has a syllabic verse form.
Table 4 below presents the vocal text of the piece The Song of Love Longing.

Table 4. The vocal text of The Song of Love Longing

Vocal text Translation

Yo no sé qué siento ni se que me pasa | don’t know what | feel or what is happening to me.
Cuando este maldito gitano me falta When will this damn gypsy stop bothering me?
Candela que ardes The candle you lit burns brighter

Mas arde el infierno que toita mi sangre Than the flames of hell, raising my blood

abrasa de cielos! to the heavens!

Cuando el rio suena que querra decir? What does the river's noise want to tell me?

Por querer a otra se olvida de mi! Is it not that it has found another and forgotten me?
Cuando el fuego abrasa | see this in the flame of the fire,

Cuando el rio suena | hear it in the river's noise.

Si el agua no mata el fuego If the water does not extinguish the flame,

A mi el penarme condena! Torments will lead me to death,

A mi el querer me envenena! If love does not poison me,

A mi me matan las penas! Sorrows will finish me off!

As a rule, there is no pause between the third and fourth stanzas (or the third
and fourth lines if the stanza has four lines). Therefore, the metric rhyme scheme
of The Song of Love Longing can be expressed as 1+2 from the point of view of the academic
analysis and the folk form of the sigiriya determined the form of the ballet piece being
based on the definite stanza variation.

The Song of Love Longing serves as a vivid example of de Falla’s meticulously crafted
approach to his scores in terms of dynamics. The composer avoids sharp fortissimo
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passages focusing on an intense Piano and Mezzo forte saturated with inner tension.
This constrained sound creates an effect of emotional restraint aligning with the aesthetics
of cante jondo, where the cry is not an outburst but an internal combustion.

Articulation markings such as con dolore, espressivo, appassionato, con tremor,
affrettando suggest to the performer that at the core of the vocal line lies the emotion
of pain — not technical virtuosity. The singing should be spoken (casi parlando) like
a prayer or an inner monologue.

The vocal part in The Song of Love Longing occupies a central role in the dramaturgical
structure of the scene and serves as a prime example of the successful adaptation
of the folkloric vocal style cante jondo (deep song) within a symphonic form.

Here, the voice is not merely a carrier of the melodic line but becomes an expression
of affect, an archetype of suffering, pain and inner struggle — dominant themes

in the aesthetics of flamenco. However, in creating the vocal part, Falla — while drawing
on the timbral palette of the traditional flamenco vocal line, which is difficult to capture
through standard notation — employs academic notation tools compensating

for its limitations through precise articulation of dynamic markings (poco a poco
crescendo, con dolore, molto espressivo) and the use of extended melismas.

Composer Eduard Artemyeyv, studying the features of electronic music, writes
the following, ‘From the vast sea of sounds, acoustic music selects only those transmitted
by conventional instruments (violin, flute, trumpet, etc.), but there are vast layers of sounds
that academic music cannot use because there are no instruments for them’ (Lectures).

Thus, despite the richness of its system, academic music is limited in conveying
the full spectrum of sonic and expressive possibilities that exist in live intonation
and cannot be fully captured by notation means (traditional music, electronic music,
and others).

An important role in the timbral character of cante jondo melodies is played by vocal
tessitura and the register-related timbral component. Falla notes that a distinctive feature
of cante jondo is its use of a range that rarely exceeds a Sexte. At the same time,
the composer remarks, ‘It is clear that this Sexte does not consist of nine semitones
merely as it is in the case with the tempered scale’ (Falla 54). That makes the voice heavy,
strained and timbrally coloured cante jondo. The range corresponds to a minor Septime
in this particular case (c1-b1). Such a vocal line is close to the traditional sigiriya, where
the voice generally does not strive for virtuosity or academic beauty of sound but focuses
on the authenticity of emotion instead.

One of the main expressive means used to convey Candelas’ intense inner conflict
(the main character of the ballet, from whose perspective The Song of Love Longing
is performed) and also a key element of the timbral and stylistic embodiment of flamenco
—is melismatic ornamentation imitating the vocal manner of cante jondo. De Falla
employs broad intonational embellishments allowing the vocalist a certain degree
of interpretive freedom despite the strict structure of the musical canvas. This aligns
with the practice of flamenco, where the performer is not merely a bearer of a fixed form
but an active co-creator of it.

Many phrases of The Song of Love Longing allow for expansion. The vocal cadences
and syncopations seem stretched to the limit of emotional expression. A vivid example
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is the third and final line of the first verse, 'The candle you lit is burning brighter
than the flames of the hell, / raising my blood to the heavens! It is evident that this phrase
is charged with emotional intensity and carries an improvisational and poetic character.
As a result, the melody of this stanza is active, dynamic and driven by a pull toward
the lower tonic of the Phrygian mode — so characteristic of Andalusian folk music.
Melismatic freedom combined with modal specificity not only enhances expression
but also forms a distinctive timbral layer where individual performance merges
with the collective archetype of the folk tradition. In Falla’s interpretation, the vocal
timbre becomes not merely a colourful detail but an archetype of emotional tension,
a unique 'sound image’ of suffering. ‘As long as we believe in a knowable, stable sound,
we are compelled to identify it and trust that this identification reflects its essence’
(Hawson 83). In the case of The Song of Love Longing, this essence is perceived
as the 'voice of Andalusia’, embodying the tragedy and effect of cante jondo.
Thanks to the timbre of cante jondo, Falla was able to emphasize the drama and tension
of The Song of Love Longing and align his music with the flamenco aesthetic, where
the voice is perceived more as a ‘resounding cry’ than as a classical vocal line.
The technique remate (ending in Spanish) is a special signal to the guitarist that he
is finishing his phrase, in traditional performance. The researchers Alfonso Vargas Macias
and Sebastian Gdmez Lozano write, ‘One of the fundamental characteristics of flamenco
is improvisation and spontaneity. To facilitate understanding during live performances,
flamenco has developed a communication system invisible to the audience.
One of these signals is the so-called remate’ (Macias, Lozano 1). The composer uses
the following solution to emphasise this peculiarity switching off the accompaniment
gradually at the beginning of the third stanza of the first verse and leaving listeners
alone with the timbre-colour of the ‘voice of Andalusia’. Also, he writes the remark
colla voce, i.e., follow the voice as well as affrettando — hurriedly and ritenuto — slowing
down, emphasising the paramount importance of the voice in the timbre drama of these
five bars. In other words, the vocal part is subordinated to the free agogic and rubato
principle (ex 4):
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Ex. 4: The vocal and piano parts — the bars 22-27.

In Falla’s interpretation, the voice functions not merely as the bearer of the melody
of The Song of Love Longing but as a distinctive instrumental timbre embodying
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the archetype of emotional tension. It lacks academic ‘polish’ and aims to create

an authentic sound that brings the symphonic form closer to its source — the live singing
of the cantaor. This understanding of the vocal part breaks down the boundaries between
singer and instrumentalist, forming a new type of musical expressivity where immediate
emotional impact prevails over form.

The pauses in the vocal part deserve special attention. They are not just a pause
or a rhetorical embellishment but an important expressive resource. The singer often falls
silent during the performance in folk flamenco as if immersed in himself finishing inside.
De Falla faithfully reproduces this feeling: interruptions of the vocal line are emphasised
by orchestral cues or left in complete silence. Thus, there is also the sound of suffering
in the silence expressing particularly in the middle of the piece, where the voice
disappears giving a way to the slowly developing orchestration transforming even
silence into a kind of timbral material.

This is where the fundamental feature of musical experience emerges. Researcher
Hou Yi in the article ‘Timbre as a Sound Phenomenon in Music Education’ notes:

‘There is no world without sound, just as there is no world without timbre’ (398).

That is, although silence does not belong to the category of ‘timbre” in the academic
and acoustic senses, from the artistic and aesthetic perspective of the twentieth century
silence can be regarded as a ‘timbral gesture’, a ‘negative timbre’, or part of timbral
dramaturgy, where a pause is coloured by the preceding sound and the listener’s
expectation (examples include John Cage’s 4:33, Gyorgy Ligeti's Atmospheres and Helmut
Lachenmann'’s Pression). The timbre enters various sound paradigms, reflecting shifts
in musical thinking, and thus it is through timbre that we perceive music as existing
not only in sound but also in its absence — in the tense expressivity of silence. The nature
of flamenco pauses is very accurately noted by Juan Vadillo, ‘The force of the beat manages
to emphasise silence, to make it paradoxically audible and, in turn, vivid. Flamenco seeks
silence to leave it fertilised with its entire essence. Flamenco pauses imply the deepest
silence, the quietest, perhaps the most resounding’ (‘Flamenco Seeks Silence’).

It turns out that pauses also have their own timbre colouring within the context we are
considering (ex 5):
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Ex. 5: The vocal and string parts — the bars 61-68.
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The instrumental part is full of timbre allusions to traditional Spanish instruments.
Falla sought to recreate the sonic ideal of Andalusian music not only by translating
the vocal colours of the cante hondo but also by paying due attention to the orchestra.
The piano part, for example, is 75 per cent arpeggiato (53-71 bars) imitating the guitar
overdubbing of the accompaniment.

The elastic and clear pulsation inherent in the fast genres of flamenco music is usually
set by the clapping of palmares (clapping of hands) observed in the staccato rhythms
on pizzicato of the strings (violas and cellos). This creates the illusion of a flamenco
ensemble in a symphonic space as if the flamenco action comes to life and a theatrical
effect is created thanks to the timbre properties of the musical instruments. The use
of the oboe and English horn deserves special attention — their timbres give the scene
a melancholic and piercing sound characteristic of flamenco, especially in the sigiriyas.
This kind of insertion is played by the guitar in the lower registers on 5-6 strings
traditionally. Their range is equal to pure Quarte and melodically it is a play of a twice
repeated Phrygian tetrachord (Andalusian cadence).

Such techniques in Falla’s music demonstrate that in the twentieth century timbre
ceases to be merely a ‘colour’ and begins to form a distinct sound space, creating
an effect of stage depth for the listener (similar phenomena can be found in the works
of Falla’s contemporaries: Igor Stravinsky, Claude Debussy, Felipe Pedrell). As noted
in the article 'Timbral Experiments of Composer Igor Pinkhasov and His Electronic Music’,
‘The work with space in the creative searches of twentieth-century composers gives rise
to the concept of texture background. The texture background orients us toward a certain
background, a certain distance; we subconsciously construct this distance’ (Ganikhanova 26).

In other words, de Falla’s orchestral fabric in the piece under study not only imitates
a folk ensemble but also creates a multidimensional acoustic space where timbres acquire
a spatial and dramaturgical function (ex 6):

Flute 1

Flute 2

Oboe

Ex. 6: The oboe part — the bars 5-6.

Results
The analysis of The Song of Love Longing from the ballet Love the Magician (ELl Amor
brujo) by Manuel de Falla allowed to obtain a number of significant results that deepen
the understanding of the interaction between academic and folkloric musical tradition
due to the timbre dramaturgy of the music:
a. thevocal part in the piece retains the principles of traditional cante jondo
performance: small range, emotional expression, reliance on recitative,
rich glissando and the special role of the pause as a semantic centre.
These characteristics allow us to classify the vocal line as reconstructed folk
expression stylised in academic form;
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b. application of the Andalusian and Phrygian modes is revealed in the harmonic
structure of the work as well as hybrid modal turns, which testifies to the composer's
immersion in the nature of the folk sound order, not limiting himself to quoting
folklore;

c. de Falla's orchestration demonstrates outstanding flexibility and depth:
the symphonic ensemble imitates the sound of a traditional flamenco ensemble
(guitar, percussion, palmas), while the orchestral timbres do not simply imitate
but expand the expressive spectrum of folk instrumentation. Particular attention
is paid to the woodwind and pizzicato strings entering into a timbre dialogue
with the vocals;

d. the work is organised in the form of a verse variation allowing it to be regarded
as a stage reconstruction of a folklore rite. The development is based on the repetition
of melodic material with a gradual increase in emotional tension, where each verse
becomes a new stage in revealing the image of the suffering heroine;

e. the timbre becomes not only a means of colour design but also the main carrier
of dramaturgy. It organises the form, determines the climaxes, directs the development
and conclusion of the scene identifying the timbre dramaturgy as an independent
artistic principle;

f. de Falla's basic aesthetic, sonic and philosophical principles, his aspiration
to combine the ancient and the modern, the academic and the folk in one integral
artistic gesture are concentrated in the analysed work.

Key points

The ballet piece The Song of Love Longing is founded on the principle of timbre

and modal reconstruction of folk cante jondo allowing to fulfill a deep stylistic fusion
of folk and academic tradition as far as:

a. the timbre of the piece acts as a form-forming factor being in constant connection
with rhythmic and intonational patterns. It determines both the sound content
and the structure of emotional tension;

b. the orchestral accompaniment interacts with the vocal as an equal interlocutor
recreating the timbre palette of the flamenco ensemble with the help of symphonic
orchestration. Thus, a special model of vocal-instrumental dialogue is manifested
in this interaction;

c. the harmonic structure is based on the Andalusian and Phrygian modes
supplemented by polymodal turns creating a sonic space where Eastern, Moorish,
Spanish and Western European layers are combine bearing a syncretic sound.

d. the composer consciously resorts to the imitation of folkloric structures —
not as a direct quotation but as a strategy of stylisation where the tradition comes
to life in new artistic conditions assisting to consider the piece as a model
of a musical archetype in the form of an academic representation.

Thus, The Song of Love Longing is an integral core of the ballet Love the Magician

(EL Amor brujo) by Manuel de Falla and its sonic and semantic axis embodying the author’s
concept of the sacred and psychological depth of Spanish folk consciousness.
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Conclusion

The analysis of the piece The Song of Love Longing is an integral core of the ballet
Love the Magician (El Amor brujo) by Manuel de Falla reveals not only the compositional
and timbre features of this work but also its philosophical and artistic significance.

De Falla creates a unique model of sonic thinking in which the voice and orchestra
interact as equal partners and the timbre becomes an expression of the deep archetypes
of Spanish culture. The composer achieves the highest degree of symbiosis between
academic form and folk content.

Candelas’ song serves as a bridge between authentic folk art and the academic stage,
preserving the power, authenticity and aura of the Andalusian soul. This approach
became a model example of refined flamenco stylisation, in which the folkloric element
is not lost but revealed in a new light. The work’s timbral richness, the precise
reproduction of both vocal and instrumental flamenco intonations, its rhythmic structure,
and modal foundation all demonstrate the composer’s deep immersion in the flamenco
tradition.

The work is not an imitation of a folk genre but an artistic reworking of it, opening
up new levels of expressiveness and interpretation. Overall, the composer’s work
exemplifies how the national can become universal without losing its authenticity.

It was highly praised by de Falla’'s contemporaries and continues to inspire researchers
and performers to explore Spanish musical identity.
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