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Resumo 

 

 

CURBELO KNUTSON, José Andreas. Festive Ritual Traditions as Objects of 

Cultural Transmission, Social Integration, and Social Control: Challenges 

and Transformation. 2022. 440f. Tese (Doutorado em Memória Social e 

Patrimônio Cultural) ï Programa de Pós-Graduação em Memória Social e 

Patrimônio Cultural, Instituto de Ciências Humanas, Universidade Federal de 

Pelotas, Pelotas, 2022. 

 

 

O objetivo desta tese de doutorado é examinar às formas em que rituais festivos 

tradicionais têm servido como marcos sociais de memória coletiva e também 

como veículos de transmissão cultural oral e coesão/integração social dentro do 

mundo Atlântico, um contexto temporal e geográfico marcado pelos processos 

de migração e hibridização cultural. A tese também visa determinar os efeitos de 

pressões políticas, econômicas, demográficas, e ï sobretudo ï tecnológicas na 

sobrevivência e adaptação de rituais festivos tradicionais locais, suas 

significações e ressignificações, e os sistemas de valores que representam e 

reforçam. Utilizando às metodologias de história oral, observação participante, e 

documentação audiovisual, os seguintes temas de análise interseccionam os 

casos de estudo selecionados dos interiores de Uruguai, Espanha e Portugal 

(regiões marcadas pela emigração/imigração): Território, Coesão social e 

integração, Migração, Memória Coletiva. Tomando em conta à natureza 

multifacética de rituais festivos tradicionais locais (música, culinária, dança, 

comensalidade, significados políticos/religiosos, etc.) os estudos de caso são 

apresentados da seguinte maneira: La Janda/Campo de Gibraltar, Cádiz 

(chacarrá ou fandango tarifeño), Sotavento algarvio (bailaricos rurais com 

acordeão, charolas), norte de Uruguai (bailes rurais com acordeão, kermesses, 

bodas e outros eventos religiosos-étnicos de coletividades imigrantes). A tese 

providencia informação histórica e cultural sobre as sociedades representadas 

em cada estudo de caso, análise crítica e comparação sobre os fatores e 

dinâmicas que têm influenciado, ao longo do tempo, à resiliência, adaptação, 

ressignificação, e/ou esquecimento das expressões culturais em cada estudo e 

caso. 

 

 

Palavras-chave: memória coletiva; transmissão; rituais festivos; acordeón; 

Algarve; Cádiz; Uruguai 
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Abstract 

 

 

CURBELO KNUTSON, José Andreas. Festive Ritual Traditions as Objects of 

Cultural Transmission, Social Integration, and Social Control: Challenges 

and Transformation. 2022. 440f. Thesis (Doctorate in Social Memory and 

Cultural Heritage) ï Graduate Program in Social Memory and Cultural Heritage, 

Institute of Human Sciences, Federal University of Pelotas, Pelotas, 2022. 

 

The object of this doctoral thesis is to examine the ways in which festive ritual 

traditions have served as social frameworks of collective memory as well as 

vehicles of oral cultural transmission and social cohesion/integration within the 

Atlantic world, a temporal and geographic context marked by the processes of 

migration and cultural hybridization. It also seeks to determine the effects of 

pressures of political, economic, demographic, and - above all - technological 

nature on the survival and adaptation of local festive ritual traditions, their 

meanings and resignifications, and the value systems they represent and 

reinforce. Utilizing the methodologies of oral history, participant observation, and 

audiovisual documentation, the following themes of analysis intersect the 

selected case studies from the interior regions of Uruguay, Spain and Portugal 

(all regions marked by emigration/immigration): Territory, Social cohesion and 

integration, Migration, and Collective Memory. Taking into account the multi-

faceted nature of local festive ritual traditions (music, foodways, dance, 

commensality, political/religious significance, etc.), the case studies presented 

are as follows: La Janda/Campo de Gibraltar, Cádiz (chacarrá or fandango 

tarifeño), Sotavento algarvio (rural dances with accordion, charolas), northern 

Uruguay (rural dances with accordion, kermesses, weddings and other religious-

associated events within immigrant-descended groups). Historical and cultural 

background is provided about the societies represented in each case study, and 

critical analysis and comparison is carried out regarding the factors and dynamics 

that have played a part throughout time in the resilience, adaptation, 

resignification, and/or oblivion of the cultural expressions in each case study. 

 

 

Key-words: collective memory; transmission; festive rituals; accordion; Algarve; 

Cádiz; Uruguay 
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INTRODUCTION 

The objective of this doctoral thesis is to examine the ways in which local 

musical festive ritual traditions have served as social frameworks of collective 

memory, as well as vehicles of oral cultural transmission and social 

cohesion/integration, within small communities in the contemporary trans-Atlantic 

world - a temporal and geographic context profoundly marked by the processes 

of geopolitical conflict, economic crisis, technological revolution, migration and 

cultural hybridization. This thesis also seeks to determine the effects of pressures 

of political, economic, demographic, and - above all - technological nature on the 

survival, resignification, adaptation and continuity of local musical festive ritual 

traditions and their importance and social role within their communities of origin 

(and in diaspora). 

The justification for this thesis is multi-faceted. Firstly, it attends to the need 

to better comprehend the significance of cultural expressions such as festive 

ritual traditions within an important global phenomenon: migration and the human 

cultural diasporas it produces worldwide. The geographic regions selected for 

study in this thesis are linked by centuries of historical, political, economic, 

cultural and migratory processes: the Iberian Peninsula and the River Plate 

region of South America. (Figure 1) 
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Figure 1 ï Map of Uruguay and Iberian Peninsula 

Source: ESRI 

The selection of these two regions enables a better analytical grasp of the 

larger political, economic, and social currents as expressed on both sides of the 

Atlantic, currents whose effects on populations have provoked diverse migratory 

movements throughout the 20th Century for various motives, taking local musical 

festive ritual traditions into diaspora and bringing about their adaptation, 

transformation, syncretism, and resignification (or gradual decline) both afar and 

in their places of origin.  

Secondly, this thesis responds to the need to examine the disruptive and 

transformative processes that mechanization and technological evolution (and 

revolution) have enacted, within the past decades, on the sociocultural fabric of 

local communities, as demonstrated in their festive ritual traditions, traditions that 

possess unique abilities to encapsulate the inherent social dynamics and 

tensions of communities. Thirdly, this thesis also responds to the need to examine 

the role and effects of culture, in our case, local ritual festive traditions, in the 

processes of depopulation of nations´ interiors as well as rural-urban exodus 

(processes which have proven endemic to Spain, Portugal as well as Uruguay). 
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Fourthly, this thesis examines the importance that local ritual festive traditions 

have had in producing and reinforcing collective practices of reciprocity and 

solidarity in the face of factors such as economic hardships, geopolitical conflict 

and repressive political, technocratic contexts, that have tended toward 

community division, atomization, and disintegration.1 

The methodology utilized in this thesis was based on oral history collection 

and audiovisual documentation of live performances and events, combined with 

documentary research in local archives and libraries. In the case of the interior of 

Uruguay, the methodology also included participant observation with the author 

executing diatonic button accordion at formal and informal musical events, as well 

as learning melodies by ear from informants. In the case of Spain and Portugal, 

the author´s role was limited to interviewer and documenter. The criteria for the 

selection of interview subjects was based on their long trajectories in participation 

in their respective local musical festive ritual traditions. Priority was given to 

interview subjects of more advanced age with living memory of migratory 

processes in recent history, but several interviews with younger people were also 

carried out, generations that convey knowledge transmitted by their elders. 

Consultation with key, local community members was first carried out to identify 

valuable interview subjects within their respective traditions. 

The selection of case studies to be examined in this thesis was based on 

certain criteria. Firstly, priority was given to the condition of rurality and origin in 

small communities of nations´ interiors. Secondly, preference was given to areas 

that historically have had high indices of emigration/immigration in recent history. 

Thirdly, priority was given to areas bordering other nation states to be able to 

highlight cases of cultural difference and hybridity. Fourthly, preference was given 

to living, practiced traditions that have deep historical roots and involve general 

participation on behalf of the community. Fifthly, multi-dimensional festive ritual 

traditions were sought out (involving performing arts, gastronomy, commensality, 

popular poetry, etc.), festive rituals infused with various meanings for its 

participants: civic, political, regional, ethnic, religious, etc. Sixthly, traditions 

 
1 A YouTube documentary "Impactos del éxodo rural y la emigración en rituals festivos: Una mirada desde 
Uruguay, Portugal y España"(Impacts of Rural Exodus and Emigration on Festive Rituals: A perspective 
from Uruguay, Portugal and Spain) produced by the author and Prof. Dr. Santiago Amaya-Corchuelo (UCA) 
can be found here: https://youtu.be/rJiZ7T7Usa8  

https://youtu.be/rJiZ7T7Usa8
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transmitted orally through family structures were preferred. Seventhly, festive 

ritual traditions with elements in common were sought out, mostly in pertaining to 

their social roles such as providing ritual ludic socialization for dispersed rural 

communities. Lastly, priority was given to areas in the Iberian Peninsula that had 

emigration to South America and to areas in Uruguay that received immigration 

from Europe in recent history. 

In regards to the research trajectory of this thesis, fieldwork was carried 

out in different phases, beginning in 2001, and consisted of in situ audiovisual 

documentation of oral history narratives, informal performances, as well as 

audiovisual documentation of live festive ritual events and their environs. Firstly, 

it was from 2001-2021 in the Uruguayan departments of: Artigas, Salto, 

Paysandú, Tacuarembó, Rivera, Cerro Largo, Rocha, Florida, Durazno, Treinta 

y Tres, y Montevideo. The focus of this fieldwork were the various ethnically-

diverse festive traditions traditionally animated by free-reed instruments 

(accordion, bandoneón, etc.) in Uruguay´s interior, particularly in the border 

regions with Argentina and Brazil. 

The first part of the 2001-2003 work in Uruguay was an independent 

ethnographic research project (employing digital audio and photography), which 

eventually evolved in to cultural entrepreneurism in the form of coordinating 

international tours of Uruguayan, Argentine and Brazilian musical artists, 

producing albums, and co-producing an album of traditional Uruguayan 

accordion and bandoneon music with Smithsonian Folkways Recordings, the 

non-profit record label of the Smithsonian Institution, the national museum of the 

United States of America.2  

The fieldwork of 2001-2003 also informed undergraduate academic 

production through the Elliott School of International Affairs of The George 

Washington University (GWU) in Washington, D.C., advised by Prof. Alexander 

Dent of GWU´s Anthropology Department.3 The 112 page research paper 

 
2 The 2012 release "Button Accordion and Bandoneón Music from Northern Uruguay-Los 
Gauchos de Roldán" (SFW40561) can be found here: https://folkways.si.edu/los-gauchos-de-
roldan/button-accordion-and-bandoneon-music-from-northern-uruguay/latin-
world/music/album/smithsonian  
3 The work "Accordion Diplomacy: A Buffer State Musical Dilemma" in the 2012 Elliott School 
Undergraduate Papers publication can be found here: 
https://www.academia.edu/73843086/Accordion_Diplomacy_A_Buffer_State_Musical_Dilemma  

https://folkways.si.edu/los-gauchos-de-roldan/button-accordion-and-bandoneon-music-from-northern-uruguay/latin-world/music/album/smithsonian
https://folkways.si.edu/los-gauchos-de-roldan/button-accordion-and-bandoneon-music-from-northern-uruguay/latin-world/music/album/smithsonian
https://folkways.si.edu/los-gauchos-de-roldan/button-accordion-and-bandoneon-music-from-northern-uruguay/latin-world/music/album/smithsonian
https://www.academia.edu/73843086/Accordion_Diplomacy_A_Buffer_State_Musical_Dilemma
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produced in 2009 was titled "Ocho bajos y dos hileras: Revitalizing the rural 

Uruguayan accordion and bandoneón tradition" and analyzed tactics for the 

public sector and civil society transmission of traditional Uruguayan accordion 

and bandoneon music, based on synthesis of field work, international case 

studies ,and UNESCO directives.  

In the paper a plan to action was proposed, which entailed: the creation 

and distribution of multi-media content, integration into educational structures, the 

promotion of scholarship of the genre, and encouragement of aesthetic and 

cultural quality and innovation rooted in tradition in the artistic creation and 

interpretation of the genre, the engagement of audiences through live 

performance and the participation in domestic and international performing arts 

touring circuits, and finally the cultivation of technical skills and knowledge related 

to free reed instruments themselves. These actions proposed in 2009, have been 

carried out in varying degrees by the author, in collaboration with distinct 

international public sector entities and academic institutions in the years that 

followed. 

The impetus behind this initial fieldwork and later academic production is 

the author´s family heritage on his father´s side. His Uruguayan father, born in a 

large family whose ancestors emigrated from Lanzarote, Canary Islands and 

established themselves in Uruguay´s rural south: Florida, Canelones, etc., 

immigrated to the United States in the 1970´s. In the author´s fieldwork in this 

initial period he was able to interview a direct relative who still executed diatonic 

button accordion and had lived memories of ancestors who were accordionists. 

The second part of the fieldwork in Uruguay 2015-2021 was carried out 

through the graduate program in Social Memory and Cultural Heritage of the 

Universidade Federal de Pelotas (UFPel), while the author was on scholarship 

from the Coordenação de Aperfeiçoamento de Pessoal de Nível Superior 

(CAPES) of Brazil, and the Brazil Scholarships Program Programa de Alianças 

para a Educação e a Capacitação (PAEC) Organization of American States 

(OAS) - Grupo de Cooperación Internacional de Universidades Brasileiras 

(GCUB).  
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This later fieldwork in northern Uruguay incorporated audiovisual 

documentation with improved digital equipment, and was partly supported 

through the Paraformal Na Fronteira Brasil-Uruguai initiative of the Laboratório 

de Urbanismo UFPel (LabUrb) funded by Brazil´s Conselho Nacional de 

Desenvolvimento Científico e Tecnológico (CNPq), enabling in situ research to 

be carried out along the breadth of Uruguay´s land and fluvial border with Brazil.4  

The author´s 2017 dissertation "La música de acordeón y bandoneón del 

norte de Uruguay" was based on his fieldwork in both periods.5 The master´s 

dissertation presented an overview of the music and culture of northern Uruguay 

and examined the primary modes of transmission of the musical tradition of 

accordion and bandoneón: family, primary orality, mediated orality and 

institutional learning. Employing the lived memories of accordion and bandoneón 

players of varying ages and from different areas of northern Uruguay, the 

dissertation analyzed the workings of the social dances that have been the most 

important environment for the exercise of this musical tradition. The social role of 

these dances in northern Uruguayan communities was described and the various 

logistical aspects of the organization and production of these social dances were 

presented. Also analyzed, were the factors that have contributed to the decline 

of social dances using accordion and bandoneón in northern Uruguay, which 

include legal, economic, technological and social factors. Finally, the current 

transformations in the use of accordion and bandoneón in northern Uruguay were 

examined. 

In tandem with this later fieldwork, the author has been a protagonist of 

various academic and cultural projects financed by Uruguay´s Ministry of 

Education and Culture (MEC) such as production of albums of traditional 

Uruguayan accordion and bandoneon music,6 creation of an online archive that 

socialized a selection of his field recordings: Archivo 8 Bajos,7 and coordination 

 
4 The Paraformal Na Fronteira website can be found here: 
https://paraformalnafronte.wixsite.com/fronteira  
5 The 176 page dissertation can be found here: 
https://wp.ufpel.edu.br/ppgmp/files/2016/11/DISSERTA%C3%87%C3%83O_CURBELO_2017_
21_09.pdf  
6 The liner notes to the album "Los Gauchos de Roldán: Baile en Ña Matilde" (Ocho Bajos, 2018) 
can be found here: https://losgauchosderoldan.com/wp-content/uploads/2021/06/LIBRILLO-gdr-
final-para-web.pdf  
7 Archivo 8 Bajos: https://archivo.8bajos.org/  

https://paraformalnafronte.wixsite.com/fronteira
https://wp.ufpel.edu.br/ppgmp/files/2016/11/DISSERTA%C3%87%C3%83O_CURBELO_2017_21_09.pdf
https://wp.ufpel.edu.br/ppgmp/files/2016/11/DISSERTA%C3%87%C3%83O_CURBELO_2017_21_09.pdf
https://losgauchosderoldan.com/wp-content/uploads/2021/06/LIBRILLO-gdr-final-para-web.pdf
https://losgauchosderoldan.com/wp-content/uploads/2021/06/LIBRILLO-gdr-final-para-web.pdf
https://archivo.8bajos.org/
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of performances of traditional Uruguayan accordion music in rural public schools 

along with digital educational content creation in partnership with Uruguay´s 

innovative Plan Ceibal.8 Thus, the author, not merely an observer, has been 

actively involved in somehow shaping the path of the Uruguayan cultural 

expression he studies. Also, his fieldwork included work done for the Universidad 

Católica del Uruguay in Argentina regarding the cross-border mediatized 

transmission of traditional Uruguayan accordion music.9  

 Secondly, fieldwork was carried out from 2019-2021 in the province of 

Cádiz in southern Spain, most specifically in the areas of La Janda, and Campo 

de Gibraltar regarding the local fandango tarifeño tradition, popularly known as 

chacarrá. The fieldwork carried out on the Iberian Peninsula in 2019-2020 was 

conducted through funding from the Coordenação de Aperfeiçoamento de 

Pessoal de Nível Superior - Programa Institucional de Internacionalização ï 

Universidade Federal de Pelotas (CAPES PrInt ï UFPel) program, in conjunction 

with the Universidad de Cádiz (UCA), and the author was advised by Prof. Dr. 

Santiago Amaya-Corchuelo of UCA.10 

Thirdly, fieldwork was carried out, from 2019-2022, in the Algarve, in 

southern Portugal, concentrating on the village of Bordeira (Santa Bárbara de 

Nexe, Faro) - known as Portugal´s accordion capital - and its charola tradition, 

but fieldwork was done near the border with Spain as well, in and around Castro 

Marim, another important accordion center as well as regions in central and 

northern Portugal. Of particular importance was the audiovisual documentation 

of charolas during a January season (January 1st to the 12th, approximately) in 

 
8 Videos of the 2021 project "El acordeón diatónico en las escuelas" can be found here: 
https://youtu.be/lj3o5ueqEbA   https://youtu.be/3SdFsL94-ag This initiative will be described later 
in this thesis. 
9 The chapter "Paisaje cultural sonoro como escenario de transmisión oral mediatizada: El 
programa radial El Viejito del Acordeón" in the book "Paisajes sensoriales: un patrimonio cultural 
de los sentidos (México-Uruguay)" (UNAM/UCU,2020) can be found here: 
https://liberi.ucu.edu.uy/xmlui/bitstream/handle/10895/1438/Paisajes%20sensoriales.pdf?seque
nce=3&isAllowed=y  
10 Information about the author´s participation in the CAPES PrInt ï UFPel program can be found 
here: https://wp.ufpel.edu.br/print/2022/04/11/1200/  

https://youtu.be/lj3o5ueqEbA
https://youtu.be/3SdFsL94-ag
https://liberi.ucu.edu.uy/xmlui/bitstream/handle/10895/1438/Paisajes%20sensoriales.pdf?sequence=3&isAllowed=y
https://liberi.ucu.edu.uy/xmlui/bitstream/handle/10895/1438/Paisajes%20sensoriales.pdf?sequence=3&isAllowed=y
https://wp.ufpel.edu.br/print/2022/04/11/1200/
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Bordeira and other localities such as Loulé and the Bom João neighborhood of 

Faro.11  

Audiovisual and oral history fieldwork was carried out pre-pandemic as 

well as at various moments during the COVID-19 pandemic, and was supported 

by CAPES PrInt-UFPel, Uruguay´s Instituto Nacional de Música, and the 

research group "EcoMusic ï Práticas sustentáveis: um estudo sobre o pós-

folclorismo em Portugal no século XXI" of the Universidade de Aveiro (UA) and 

the Instituto de Etnomusicologia of the Universidade Nova de Lisboa (INET-md) 

funded by Portugal´s Fundação para a Ciência e a Tecnologia (FCT).12 This 

additional funding assisted in producing two research trips to Portugal in 2021. 

During the 2020-2022 period, the author presented at several academic events 

regarding his research in Portugal, as well as coordinated community round 

tables of charola practitioners in Bordeira, again moving beyond the role of mere 

observer to being a facilitator of the cultural expressions he investigated.13  

This thesis is part of the research project ñSustainable practices: a study 

of the post-folklorism in Portugal in the 21st centuryò (PTDC/ART-

FOL/31782/2017), supported by the Operational Program Competitiveness and 

Internationalization and the Lisbon Regional Operational Program, in its 

FEDER/FNR component, and the Foundation for Science and Technology, in its 

State Budget component (OE). 

In both Spain and Portugal, bibliographic research was carried out 

concomitantly with field work from October 2019 to January 2022.14 In Portugal, 

bibliographic research was carried out at the following institutions: National 

Library of Portugal, Municipal Library of Faro, the Documentation Center of the 

Municipal Museum of Faro, the Municipal Library of Loulé, Casa Museu do 

Acordeão in Paderne, and the library of the Universidade do Algarve. In Spain, 

 
11 The three events documented were: Encontro de Charolas e Janeiras (January 4th, 2020, 
Loulé), Centenário das Charolas de Bordeira (January 6th, 2020, Bordeira), Encontro de 
Charolas Clube de Futebol "Os Bonjoanenses" (January 12th, 2020, Faro) 
12 EcoMusic: http://ecomusic.web.ua.pt/  
13 Information about the 2022 round table event "Do Centenário à pós-pandemia: Resiliência de 
um ritual festivo português ï Charolas de Bordeira" can be found here: 
http://ecomusic.web.ua.pt/announcement/do-centenario-a-pos-pandemia-resiliencia-de-um-
ritual-festivo-portugues-charolas-de-bordeira/  
14 Both field work and bibliographic research in this period were made difficult - though not 
impossible - due to the COVID-19 pandemic. 

http://ecomusic.web.ua.pt/
http://ecomusic.web.ua.pt/announcement/do-centenario-a-pos-pandemia-resiliencia-de-um-ritual-festivo-portugues-charolas-de-bordeira/
http://ecomusic.web.ua.pt/announcement/do-centenario-a-pos-pandemia-resiliencia-de-um-ritual-festivo-portugues-charolas-de-bordeira/
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bibliographic research was carried out at the library of the Universidad de Cádiz, 

and the Municipal Libraries of Tarifa, Barbate, Algeciras and Puerto de Santa 

María, all in the province of Cádiz. 

Chapter One of this thesis presents the contemporary discussions on the 

themes of analysis that intersect our objects of study: Territory, Social cohesion 

and integration, Migration, and Collective Memory. In Chapter Two, the historical, 

geographic, and social contexts of the traditions studied are described, 

contrasting and tracing connections and similarities between both sides of the 

Atlantic. Chapters Three, Four and Five present the case studies of the selected 

local musical festive rituals, Spain, Portugal and Uruguay, respectively. In 

Chapter Six the different trajectories of each tradition examined are compared 

and contrasted, in terms of their dynamics of oblivion, resilience and adaptation. 
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1 THEMES OF ANALYSIS 

The general themes of analysis utilized in this thesis, that transect the local 

festive musical traditions of the three geographies studied: northern Uruguay, the 

Sotavento Algarvio, and the south of the province of Cádiz, are four. Firstly, is the 

concept of territory, the social, natural, and productive geographic space in which 

local musical festive rituals occur and have meaning to their participants. 

Secondly, are the qualities that are inherent to the local musical festive rituals 

themselves, those related to their characteristics as vehicles of social cohesion 

and integration of groups, as well their transmission from one generation to the 

next in the form of traditions.  

Thirdly, are the dynamics of the processes of migration, whether in the form 

of rural exodus, exile, state-sponsored settler colonialism, international migration, 

etc., through which local festive musical traditions are transported in diaspora and 

adapted, transformed, hybridized and re-signified both abroad and at home. 

Lastly, is the concept of collective memory and the role of festive ritual traditions 

to serve as sociotransmitters (CANDAU, 2012) and social frameworks for the 

formation of collective and individual Memory and Identity of communities 

(HALBWACHS, 2004), at times expressed in activation of Cultural Heritage. 

(PRATS, 1998) This chapter will briefly bring to light contemporary discussions 

on these aforementioned concepts.  

1.1 Territory  

Festive ritual traditions of communities involving food, dance, visual arts, 

competitions, music, socialization, commensality, etc. are found in localized 

geographies of origin, as well as within migratory diasporas. Even in diaspora, 

those festive traditions take on a geographic dimension, occurring in spaces 

different than that of their origin, and are juxtaposed with cultural practices of 

other groups, as well as being subject to the gaze (and perhaps co-participation) 

of members of other societies.  

Above all, these multi-faceted festive ritual traditions, often simultaneously 

including music, poetry, and sonic elements, take place within a sensorial 

geographic territory which holds specific meaning for those who reside in it, 

especially for those families who have resided for numerous consecutive 

generations in one determined locality. This article observes tradition in its place 
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of origin, tradition in diaspora, as well as tradition in its place of origin that has 

been influenced by its community's migratory diaspora. 

Because the musical dimension of our object of analysis is so important, 

we commence by examining the sonic nature of territory. The term "soundscape", 

employed to define the sonic environment of a territory or space, was coined by 

R. Murray Schafer, who utilized it in his description of the technological evolution 

of human societies as expressed through the transformation of their sonic 

environment: from natural to mechanized. (SCHAFER, 1997) According to the 

author, "[é] the general acoustic environment of a society can be read as an 

indicator of social conditions which produce it and may tell us much about the 

trending and evolution of that society". (SCHAFER, 2012, p.98)  

In counterpoint to Schafer, anthropologist Steven Feld combined acoustics 

and epistemology to form what he calls acoustemology to describe the relations, 

perceptions and human meanings of sound within an environment. In his words, 

"acoustemology engages acoustics at the plane of the audible [é] to inquire into 

sounding as simultaneously social and material, an experiential nexus of sonic 

sensation". (FELD, 2015, p.12) 

We look now at other conceptions of "territory", beyond the sonic sphere. 

More than physical landscapes, Appadurai (2003, p.31) proposes the territories 

in which human culture flows be classified among: ethnoscapes, technoscapes, 

financescapes, mediascapes, and ideoscapes. He sustains that these are the 

"building blocks of what [é] I would like to call imagined worlds [é] A fact of the 

world we live in today is that many persons on the globe live in such imagined 

worlds (and not just in imagined communities)", referencing Benedict Anderson.  

(Ibid.) Those "imagined worlds" of different human collectivities grow and expand 

their geographical reach through the phenomena of migratory diasporas and 

global growth in communications and financial technologies, among other factors. 

Appadurai (2003, p.32-34) defines ethnoscape as the "landscape of 

persons who constitute the shifting world in which we live" which includes 

movements of populations such as domestic and international labor migrants, 

etc. With the term technoscape he refers to the globalized nature of technology 

and cross-border technology transfer, and in tandem, financescape is the 
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intricate global web of capital flows. Also, in relation to each other are 

mediascapes and ideoscapes, mediascapes made up of the ideas and images 

communicated through global media technologies, and ideoscapes being the 

movement and propagation of human ideologies.  

In this thesis we conceive of "territory" in these various definitions: a 

physical, natural geographic space inhabited by humans, a sonic environment full 

of meaning and memories for its inhabitants, but also territory as defined by 

Appadurai as globalized, multi-dimensional flows of human culture that constitute 

"imagined worlds" for different human groups. This approach will be key when we 

deal, for example, with ex-ruralites in diaspora within an urban industrial 

environment in which their home social "territories" - which have served as frames 

of reference for the formation and reinforcement of their identities - primarily exist 

within their memories. This will also be important in examining the international 

migratory diasporas covered in this thesis, some of whose members are able to 

return to their place of origin, however many are not, again leading their home 

social "territories" of identity formation to exist primarily in their memories. 

1.2 Social cohesion and integration 

In the past and today, local festive rituals have played key roles in the 

social cohesion and integration of communities, particularly smaller communities, 

such as those examined in this article. These traditions can be considered to be 

the physical manifestations of values held and shared by a determined 

community during a certain period of time. Sociologist Randall Collins 

emphasizes the importance of group participation in rituals for the cohesion of 

communities: 

The central mechanism of interaction ritual theory is that occasions that 
combine a high degree of intersubjectivity, together with a high degree 
of emotional entrainment ï through bodily synchronization, mutual 
stimulation/arousal of participants´ nervous systems ï result in feelings 
of membership that are attached to cognitive symbols, and result also 
in the emotional energy of individual participants, giving them feelings 
of confidence, enthusiasm and desire for action in what they consider a 
morally proper path. (COLLINS, 2004, p.42) 

 

Collin´s conception of ritual interaction is applicable to the cases of the 

festive traditions examined in this thesis, which become "cognitive symbols" 

around which its physical participants, and their feelings of group membership, 
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revolve. Historian William H. McNeill (1997, p.37), in turn, emphasizes even 

further the importance of the "bodily synchronization" dimension of ritual, as well 

as collective participation, which he sustains creates a kind of "euphoria" among 

all involved, as well as "binds the community more firmly together and makes 

cooperative efforts of every kind easier to carry through". Further, McNeill (1997, 

p.47-48) makes particular note of the ramifications that group participation in 

collective ritual dance has in fomenting the harmonious realization of reciprocal, 

collective work (agropastoral and otherwise) by a community´s members.  

These concepts are illustrated in the diverse trans-Atlantic ritual festive 

traditions examined later in this thesis. These collective traditions examined 

belong to groups that have wildly varying criteria for "belonging": ethnicity, 

migratory history, religion, sociopolitical beliefs, professional trade, endogamy, 

geography, civic identity, etc. and the expressions of collective solidarity and 

reciprocity fomented by these traditions also take varying forms. 

1.3 Migration 

Norum and Reig (2019) rightly state that migration has been a formative 

phenomenon for humanity since our origin as a species and throughout all 

historical periods. In his preface to their text Migrantes, anthropologist Ramón 

Sarró Maluquer states, "The paradox is that everybody occupies a place, to which 

they feel they belong, and everybody comes from somewhere, most likely from a 

place very far from where they are at". He continues: 

A human being is made in a specific place, with whose members they 
identify with and construct a feeling of «us», but a human being is also 
made from experiences, personal or historically accumulated, lived in 
movement. History tells us that without migration we would not exist 
[é]. (Ibid.) 

 

It is from this perspective that this thesis takes on the topic of migration, 

an undercurrent in all the phenomena studied in this text. Here, migration is 

conceived of as a continuous, and cyclical process, transporting, transplanting, 

adapting, fusing cultures and ideas around the globe, as well as forging cultural 

identities through the very act of migration (at times considered by certain groups 

as a "foundational myth" that binds them together). These migrant identities are 

central to many groups and their own self-perspective of their place in an ever-
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shifting, and dangerous world. In our case, this migration also encompasses rural 

exodus to urban, industrial areas, a phenomenon that is not limited to the Iberian 

Peninsula or Uruguay, but is found on a global scale. 

Though formative of identities and serving as an anchor to memorial 

processes, migration does not come without its psychological cost. Grinberg and 

Grinberg (1984, p.26) write, "Migration is one of the contingencies of life that 

exposes the individual that goes through it to states of disorganization which 

demands a posterior reorganization, which is not always achieved". The abrupt 

transplantation from one country to another could be considered no less jolting 

for a migrant than the change from a pre-industrial rural environment to an urban, 

industrial one. Grinberg and Grinberg (Ibid.) also state:  

A deprived migrant, with the prolonged loss of trustable objects in their 
environment, also suffers from a decrease in creative capacity. It 
depends on their capacities to counter that deprivation and overcome 
it, which can restore their abilities. (GRINBERG, 1984, p.26) 
 

This traumatic character of migration is taken into account in this paper, 

especially in the dimension that the "reorganization" process in a new migratory 

environment involves cultural symbols recognizable by the migrant, at times in 

the form of festive ritual traditions.  

1.4 Collective memory 

This thesis also draws from concepts related to collective memory, as 

elaborated by Joël Candau and Maurice Halbwachs. Candau (2010) (2012) 

classifies human memory into protomemory (procedural, repetitive memory), 

memory itself, and metamemory, which is humans´ abilities to make sense of 

their own memorial process. To him, individual memory processes are made 

collective through sharing via "sociotransmitters" which are sensorial elements, 

such as monuments, smells, language, performative expression, etc., that 

convey meaning between individuals. Candau (2012, p.77) also stresses the 

importance of strong memories, such as those generated by traumatic events, in 

the solidification of collective memory and identity of groups (at times, these 

strong memories can act as "foundational myths of origin" for certain 

collectivities). 
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The memorial process, which is fundamental to the formation and 

reinforcement of identity, occurs within what Halbwachs (2004) calls "social 

frameworks of memory", which are shared social contexts such as community 

and educational institutions, etc., it is within these social frameworks - that include 

numerous individuals - that collective memory is forged. These social frameworks 

of memory are thus very important to be present to fully evoke the collective 

memory of groups, something which is extremely difficult to do in their absence. 

Collective memory, which lives in the minds of individuals throughout the duration 

of the existence of a group, is not be confused with history, which is the 

documentation and vestiges which are left after members of a groups pass on 

and its living collective memory ceases to exist. 

Another important observation of Halbwachs (2004) is that memories are 

never recreated or relived by individuals per se. All memorial processes take 

place in the moment of remembering, conditioned by the current tensions and 

dynamics of that moment. All memories of the past are, thus, evoked in the 

present. This is extremely important to keep in mind in studies, such as this thesis, 

that are heavily based on live-recorded oral history narratives about life 

trajectories. 

These concepts surrounding collective memory, its formation, sharing, and 

communication, will be key in this thesis, which is primarily rooted in recent oral 

histories of living informants. These informants and their small communities of 

origin, for the most part, have had their individual and collective memories partly 

shaped within social frameworks of memory in the form of festive ritual traditions 

(some of popular ethno-religious character, others not) possessing 

sociotransmitters in the form of performative expressions (music, popular poetry, 

dance, etc.), culinary practices, etc. in festive ritual contexts. Many of the 

informants have experienced migration within living memory or have received the 

transmission of memories of migration from the preceding generation. In these 

processes of migration, those individuals´ early social frameworks of collective 

memory, formative of their identities, were uprooted and disrupted, at times 

reconstructed ï if they were able to return to their community of origin, after 

retirement, for example. 
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Also, in the migratory process, new social frameworks of memory were 

created as migrants found belonging in new groups in new locales. In this thesis, 

a diversity of migratory situations will be examined: domestic rural to urban 

migration with maintenance of connections with rural places of origin, forced 

international migration with eventual return to place of origin, international 

migration with few chances for return to place of origin, etc. In these migrations, 

profound changes occur within the migrants themselves as well as their 

communities of origin that some eventually return to or maintain connection with. 

Also occurring in these migratory processes are attempts to recreate 

communities of origin in new locales, perhaps being able to construct social 

frameworks of memory based on what existed in the lived past of migrant groups. 
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2 HISTORICAL / GEOGRAPHIC / SOCIAL CONTEXTS (SIMILARITIES, 

DIFFERENCES, CONNECTIONS)  

In this chapter we intend to briefly describe the background historical, 

geographic and social contexts of the cultural expressions examined in this 

thesis, as well as the connections between them. Firstly, we call attention to 

elements in common between the three cases: Campo de Gibraltar in Cádiz, 

southern Spain, Sotavento Algarvio in southern Portugal, and northern Uruguay. 

It is these shared elements that will permit a more insightful and accurate 

comparison of the diverse trajectories of each cultural expression.  

The southern Iberian Peninsula, for millennia, has received waves of traders, 

settlers, and conquerors of diverse cultural origins. This phenomenon is 

expressed in the region´s festive traditions, many of which build upon much older 

traditions from previous civilizations which have been re-signified and recycled 

over the centuries. Northern Uruguay is also a geography of amalgam and 

hybridization of different ethnicities, though much more historically recent, but 

also expressive of the same international migratory and transatlantic colonial 

processes at work. Its cultural traditions also reflect this diverse, layered cultural 

mixture.  

Both the southern Iberian Peninsula and northern Uruguay have been 

profoundly shaped by global migratory processes, which are a constant factor in 

both regions´ modern history, within the context of the developing and 

transforming modern trans-Atlantic world. Whether this migration took place in 

the colonial period - in which the River Plate was a scenario of conflict between 

Spain and Portugal that led to competing dominance and settlement of territory, 

or during the European migratory boom of the late 19th and early 20th centuries, 

this international migration put into motion a constant cyclical flux of cultures, 

languages, ideas, traditions, and cultural practices between both sides of the 

Atlantic. This also further developed and gave form to trans-Atlantic migratory 

diasporas. 
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In tandem with international migration, both regions have historically 

experienced marked internal movement from rural to urban areas. In the 20th 

Century this movement came to be characterized by rural exodus and 

depopulation of small communities of nations´ interiors, with the subsequent 

social and cultural decline in those locales. This phenomenon is shared both by 

the southern Iberian Peninsula as well as northern Uruguay (though each case 

has its unique particularities), and also has created migratory diasporas of ex-

ruralites in urban centers. Spain, Portugal and Uruguay are all currently markedly 

characterized (almost in an exaggerated fashion) by rural interiors of relatively 

low population density and aged populace. (ALAMEIDA, 2016; ALMEIDA, 2018; 

BORGES, 2009; DEL MOLINO; 2016; LEEDS, 1983; PANIAGUA, 2015; 

PIÑEIRO, CARDEILLAC, 2014) 

Another element in common with the three geographies selected are their 

condition as border regions, historical zones of contact and conflict between 

cultures and political powers: Campo de Gibraltar, Cádiz possessing a maritime 

border with northern Africa and a land border with Gibraltar, U.K., the Sotavento 

Algarvio bordering Andalusia, and northern Uruguay bordering both southern 

Brazil and the littoral zone of Argentina.  

Lastly, are the three regions´ shared experiences in going through recurrent 

economic crises, political instability, violent civil conflict, application of geopolitical 

economic schemes, authoritarian regimes, and subsequent processes of re-

democratization in recent history. These dynamics have served as motors for 

migration and rural exodus, and have affected the continuity, adaptation or 

decline of community festive ritual traditions and of communities themselves.  

Utilizing three case studies from Spain, Portugal and Uruguay, this thesis will 

examine the dynamics of oblivion, transformation, and resilience of festive ritual 

traditions, and the traditions´ ability to remain as vehicles of intergenerational 

cultural transmission and social cohesion as well as social frameworks of 

collective memory, faced with these aforementioned challenging contexts of 

migration, rural exodus, economic and political instability, authoritarian 

governments, overarching geopolitical machinations, and, last but not least,  

technological change.  
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2.1 La Janda/Campo de Gibraltar, Cádiz  

Located at the southernmost point of continental Europe, together, the 

comarcas of the province of Cádiz: La Janda and Campo de Gibraltar are 

bordered by water on three sides: the Gulf of Cádiz to the west, the Strait of 

Gibraltar (joining together the Atlantic and Mediterranean) to the south and the 

Alboran Sea to the east. La Janda forms part of the basin of the Barbate River 

which empties into the Gulf at its eponymous city. Its coastal areas are made of 

beaches (now of value for tourism) and salt marshes (historically important for 

the local fishing industries). The interior of both comarcas includes the beginnings 

of the Baetic mountain range, and is comprised of various Mediterranean 

vegetation systems.  

We limit our analysis to the southern portion of these comarcas, between 

Barbate and the Bay of Gibraltar, where the port city of Algeciras is located, south 

of the rugged Parque Nacional Los Alcornocales. This area is currently primarily 

encompassed within the municipality of Tarifa. (Figure 2) (Figure 3) (Figure 4) 

This region has seen the constant flux, throughout history, of varying groups 

arriving to trade, dominate, settle, and exploit the region´s natural resources. 

Each group has left its cultural imprint to some degree or another (whether they 

are expressed in archeological vestiges, or not), most often building upon the 

remnants of previous civilizations, a dynamic evidenced by the region´s 

toponyms, a mixture of Pre-Roman, Roman, Islamic, and Castilian elements, 

among others. (PASCUAL BARREA, 2011) 



35 
 

  

Figure 2 ï Map of the Strait of Gibraltar  

Source: National Geographic Mapmaker 

 

 

Figure 3 ï Detail of map of the Strait of Gibraltar ï Rural and coastal places of origin of 
interviewees 

Source: NatGeo MapMaker Interactive 
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Figure 4 ï Detail of map of the Strait of Gibraltar ï Locations of recurring fiestas according to 
interviewees 

Source: NatGeo MapMaker Interactive 

Of strategic importance for sea-going Mediterranean civilizations since 

Antiquity for comprising the meeting point of the Atlantic and Mediterranean 

oceans, this area was considered to be the end of the known Mediterranean world 

of the time. Human presence in the area of the Strait of Gibraltar and human 

exploitation of the rich marine life resources of the Strait (which constitutes the 

closest maritime border between the European and African continents) can be 

documented back to Prehistoric times. Much later, between the 10th and 8th 

Centuries B.C. the Tartessian civilization developed in the region, which was later 

influenced culturally and economically by the ocean-going Phoenicians from the 

Eastern Mediterranean who extended their trade networks, in search of metals 

and other goods, into the region and formed permanent colonies such as that of 

Gadir (modern city of Cádiz). (FORNELL, 1996, p.27) 

 It was the Phoenicians who initiated the method of fishing red tuna 

(Thunnus thynnus) later coming to be known as almadraba, which came to define 

the region´s fishing industry and its early participation in international trade. The 

methodology they used involved siting schools of tuna as they made their way 

through the Strait of Gibraltar on their annual migrations from the Atlantic to the 

Mediterranean to spawn, and placing nets in their path, eventually dragging them 

ashore to slaughter and process the tuna. The Phoenicians established a 

prosperous salt-fish export industry. (CARRERAS ET AL., 1988, p.53)  
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In the 6th Century B.C., the Phoenicians from the Eastern Mediterranean lost 

their Iberian colonies to the emerging Phoenician-descended maritime power, 

Carthage.  After the Second Punic War between Carthage and Rome (218ï201 

B.C.) these areas again changed hands to the victorious power - Rome. Within 

the imperial commerce system ï which could occur safely and smoothly due to 

Rome´s dominance of the Mediterranean - the region (especially the Roman 

settlement Baelo Claudia) was widely-known for continuing the fishing tradition 

of the area and exporting a fermented product made of salt, aromatic spices, 

caballa (Scomber scombrus) and tuna called garum to Rome, the imperial 

metropolis. (FORNELL, 1996, p.30) 

After the shifting of Roman power to the East, the fall of Rome, and barbarian 

invasions, the area lost its economic dynamism based on salt-fish product exports 

and became more ruralized. (FORNELL, 1996, p.33) The area became 

dominated by Visigoths of Christian faith. (CARRERAS ET AL., 1988, p.72)  

In the years following the Muslim domination and settlement of Spain 

beginning in the 8th Century A.D. and the subsequent Christian attempts at re-

conquest, the area around the Strait of Gibraltar came to conform a vast shifting 

borderland between the Christian and Muslim worlds, disincentivizing increased 

long-term human settlement due to the persistent conflictive environment. In 

1307 nobleman Guzmán "El Bueno" was awarded privileges and territories by 

Spanish King Fernando IV, for his defense of the city of Tarifa against the Moors. 

Among these privileges was the exploitation of the almadraba fishing of red tuna 

in the Strait. The Guzmán family territories and royal privileges coalesced in the 

Duchy of Medina Sedonia, the noble house that will exclusively control the area´s 

almadraba industry until 1817. (ARAGÓN FERNÁNDEZ, 2009) 

The coastal areas of this region were dangerous in this period (14th to 18th 

centuries) due to the activity of pirates of Berber and Turkish origins, whose 

primary motive was to capture people for ransom or sale to slave markets. (Figure 

5) This necessitated the fortification of localities on the coast and the 

strengthening of a system of warning towers (almenaras) to advise residents of 

impending attack. This rendered the seasonal almadraba industry a very risky 

activity for its participants, therefore the workers that arrived yearly to the 

almadrabas such as Barbate and Zahara de los Atunes were from various walks 
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of life, many on the margins of the law. (Ibid.) This diverse influx of workers from 

various surrounding geographies also brought an eclectic mix of cultural, festive, 

and musical practices to this region. (VICENTE LARA, 1982, p.20-21) (Figure 6) 

 

Figure 5 ï Beach of Bolonia with a view of Tangiers, Morocco across the Strait of Gibraltar 
(Bolonia, Cádiz, 2020) 

Photo: José A. Curbelo 

 

Figure 6 ï Castle of Zahara de los Atunes, used for protection of the almadrabas (Zahara 
de los Atunes, Cádiz, 2020) 

Photo: José A Curbelo 

The rural interior of the northwest portion of the region examined has been 

marked by a long history of latifundios and production of livestock: cattle (for 

consumption and for bull-fighting), hogs, goats and sheep. Cereal production 

historically has also been important, as well as horticulture. This region of Tarifa 
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has had history of more landless rural workers, while the more mountainous 

northeast has traditionally been made up of small plots of family-owned 

subsistence farming. (RUIZ VALVERDE ET AL., 2016, p.95) 

Agropastoral practices and spatial organization were inherited from the 

various layers of civilizations that had occupied the territory over time: Romans, 

Berbers, etc. Many of these agropastoral systems survived into the 20th century. 

Hernández-Palomo Peña (2006, p.231) notes that, "The agrarian property 

structure is complex and dichotomous in rural Tarifa. On one hand you have the 

extensive latifundios, and on the other hand you have the small rural properties". 

Throughout history, rural Andalucía has produced human capital to embark 

on migratory ventures, most often provoked by economic necessity. Though 

Andalucía had previously participated in the colonial-era migration to the 

Americas, towards the end of the 19th century a new wave of emigrants began to 

leave the region to Latin American nations. Provoked by local agricultural crises 

brought on by phytosanitary factors and their economic repercussions in Spain, 

and exacerbated by the lack of opportunities afforded to the working classes by 

the entrenched local oligarchies, this migratory movement was incentivized by 

the developing American nations such as Brazil and Argentina, who were 

displaying new-found economic dynamism in their agricultural sectors as they 

further integrated into the global economy. During this period of emigration in the 

first decades of the 20th century, another motivation for emigration for young men 

was to avoid being drafted to fight in Spain´s colonial wars in northern Africa. (DE 

MATEO AVILÉS, 1993) 

In mid-20th century, emigration to the Americas was eventually overtaken by 

that to urban centers of Spain and post-War, industrialized Western Europe, 

however the motivation remained the same: fleeing economic and material 

hardships in Andalucía´s rural interior. This contemporary rural exodus, a 

phenomenon that had already existed for centuries in some degree or another, 

was provoked by a number of factors. The period immediately following Spain´s 

bloody Civil War (1936-1939) was characterized by the Franco government´s 

policy of attempts at national economic self-sufficiency which had eventual 

repercussions in the form of decreased food production, depressed salaries and 

precarious working conditions for rural lower classes, rationing of basic 
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foodstuffs, and, in tandem, the creation of a black market of food and other goods 

(which benefitted certain interests who were close to the regime). (DEL ARCO 

BLANCO, 2020).  

Later, government policies of rapid national industrialization and urbanization 

further contributed to the processes of de-population of Spain´s rural interior, the 

growth of marginalized suburban populations in the cities, and the lopsided 

territorial imbalance of population experienced by Spain to this day. This 

contemporary rural exodus migration created a nation-wide diaspora of ex-

ruralites from the country´s interior concentrated in urban, industrial centers such 

as Madrid and Barcelona. Many of these diasporic migrant collectivities 

maintained connections with their places of origin, as well as with the cultural 

traditions of those places which had served as anchors of memory and identity 

for those groups for generations. (DEL MOLINO, 2016) Among the diversity of 

those cultural expressions in this rural diaspora is chacarrá or fandango tarifeño 

from the extreme southern portion of La Janda and Campo de Gibraltar comarcas 

of the province of Cádiz. 

 

2.2 Sotavento Algarvio 

 

The region of the Algarve in extreme southern Portugal, though bathed by 

the Atlantic, possesses natural and climatic characteristics that are much more 

Mediterranean in nature. Geographers divide the Algarve in to three distinct 

zones: the littoral zone, concentrating the region´s port cities and much of its 

population, the intermediate barrocal zone, and the mountainous serra zone to 

the north which separates the Algarve from the rest of Portuguese territory, a 

characteristic that had contributed, throughout history, to the region´s relative 

cultural and economic isolation and its orientation to maritime Mediterranean 

cultural influences. The portion of the Algarve examined in this thesis is the 

eastern portion, sotavento algarvio, separated by a fluvial border with Andalusia, 

Spain - the Guadiana River.15 [Figure 7] 

 
15 Borges (2009) summarizes his interpretation of the difference in denomination of the Algarve´s 
two halves, "Based on the climatic conditions created by the dominant winds, the littoral area is 
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Figure 7 ï Map of the Sotavento Algarvio 

Source: National Geographic Mapmake 

With human presence in the Algarve since the Stone Age, the region saw 

the emergence of indigenous Bronze Age cultures such as the Conii. Much like 

Cádiz, the Algarve saw the arrival of ancient Mediterranean maritime cultures 

with the aim to trade and eventually settle: Phoenicians, and later Greeks and 

Carthaginians. Later, the region was conquered by the Romans and incorporated 

into their empire, settling and building upon previous settlements to establish rural 

productive establishments, towns, cities, ports, roads and other infrastructure, 

such as the villa Milreu found within the concelho of Faro. Like other 

Mediterranean cultures before them, the Romans brought their belief systems, 

which eventually included Christianity. (LENK, 2019) 

At the fall of the Roman Empire, the region was settled by Germanic 

Visigoths, also of Christian faith. With the Muslim invasion in the 8th century A.D., 
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which took advantage of a period of in-fighting among Visigoth kingdoms, the 

Algarve earned its name ("Algarve" stems from Arabic "gharb al-andalus" 

meaning western Andalusia). Arab and Berber settlers built upon the 

Mediterranean agricultural traditions already existing in the territory of Algarve, 

inherited from previous cultures, and contributed developments in irrigation and 

in other areas, expanding agriculture and horticulture in Algarve, economic 

sectors that have managed to stay relevant to current day. (ALAMEIDA, 2016; 

BERNARDES, OLIVEIRA, 2006; LENK, 2019; TEICHNER, 1993, 2015) 

After a long period of military "reconquest" and settling of reconquered 

areas by Christian kingdoms of the north of the Iberian Peninsula, with the 

assistance of military orders, Muslim domination of Portugal was ended in 1249 

with the taking of the city of Faro from the Moors. Later, the Algarve became a 

strategic bulwark against advances and threats stemming from Portugal´s 

peninsular neighbor and rival: Spain. (BIRMINGHAM, 2003) 

From the 15th century onward, Algarve gained increased prominence in 

Portugal´s overseas exploits in Africa, the Americas and elsewhere. Also, 

fomented by the proximity with Andalusia ï location of Sevilla, Spain´s primary 

port for American colonization and trade ï and the informal bonds forged over 

generations between Algarvians and Andalusians in matters such as the cross-

border fishing and contraband trades, many Algarvians participated as captains 

and crew on Spain´s lucrative colonial and commercial trans-Atlantic shipping 

routes with its newly-conquered American colonies. This dynamic increased 

during the period of the Iberian Union (1580-1640) which united both Spanish 

and Portuguese empires under the Spanish crown. Many Algarvians eventually 

established themselves in American territories claimed by Spain. (MATEUS 

VENTURA, 2005, p.184) 

This Algarvian migrant presence in the Americas increased in the late 19th 

and early 20th centuries. With rural Algarve being dominated by small, family-

based rural properties in a relatively arid Mediterranean landscape, it was already 

common for migrants to find seasonal agricultural work in other parts of Portugal 

and also in Spain to supplement their household incomes. (BORGES, 2009) 

Eventually this migration was extended internationally. Migration from Algarve to 

Brazil and Portuguese Africa was predominant in the latter half of the 19th 
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century, however Spanish-speaking Argentina came to be, by far, the preferred 

migration destination for Algarvians in the first decades of the 20th Century. 

(BORGES, 2003) Aside from adverse economic conditions at home, these 

migrations were motivated by perceived higher wages in countries of destination 

as well as official governmental incentives to promote European immigration on 

behalf of growing American states such as Brazil and Argentina. Also, recurring 

cycles of political and economic crisis in Portugal in this period led many to seek 

more promising horizons abroad. 

The evolutionary path from absolutist monarchy to a more liberal political 

and economic system throughout the 19th and early 20th Centuries proved to be 

a tumultuous process for Portugal, on the periphery of Western Europe, however 

in possession of an extensive global colonial empire from which the ruling class 

profited. The period during Portugal´s First Republic (1910-1926) was marked by 

political and economic instability and periodic violence. Portugal´s participation in 

the First World War (1914-1918), on behalf of the Allied Powers, was also a 

traumatizing experience for many Portuguese who were killed, injured, made 

prisoner, or suffered the economic and psychological consequences of the 

conflict both in the theatre of war - in Africa or Europe - and at home. (VIEIRA 

RODRIGUES, 2019) 

Constant turmoil during Portugal´s liberal First Republic paved the way for 

the military dictatorship which seized power in 1926. Eventually evolving into the 

Estado Novo (1933-1974) under the leadership of António Salazar - and in the 

last years, Marcello Caetano - this dictatorship took on fascistic, authoritarian, 

anticommunist, and corporativist characteristics and engaged in surveillance and 

repressive tactics to quash dissent and maintain the submission of the populace 

as it carried out its political, social, military and economic projects. (PEREIRA, 

2014; PEÑA RODRÍGUEZ, 2012; MELO, 2016; ROSAS, 2001; GAMA, 2009) 

Another great priority of the regime was to maintain and defend Portugal´s 

overseas colonies at any cost, even during a period in the 20th century that 

globally trended towards decolonization. A consequence of this were the colonial 

military campaigns that were carried out in the 1960´s and 1970´s (with the 

context of the Cold War as a backdrop) against local independence efforts, 

conflicts that eventually provoked the exodus of hundreds of thousands of 
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Portuguese settlers and their descendants to the metropole in the aftermath, as 

well as hundreds of thousands of young Portuguese being drafted into protracted, 

bloody guerilla wars far from their homes and families. As with other regions of 

Portugal, the Algarve saw many recruits sent to war, including a group from the 

freguesia of Faro: Santa Bárbara de Nexe, a location that will be examined later 

in this text in the case study in regards to its musical traditions. (COELHO 

MESTRE, 2017) 

After the Portuguese Colonial War ï whose end was brought on by 

Portugal´s 1974 democratic revolution - the lived experiences and memories of 

Portuguese ex-combatants, much like the history of the Colonial War itself, went 

through a process of silencing and forgetting. This occurred, partly out of national 

shame surrounding this episode in Portuguese history, occurring at the end of the 

dictatorial Estado Novo, one of the last dictatorships in Western Europe. 

(CAMPOS, 2014)  

During the period of the Colonial War, thousands of Portuguese emigrated 

abroad, many to avoid being drafted, the majority emigrating to industrialized 

Western Europe - primarily France. This mainly clandestine migratory movement 

had already begun to occur in the 1950´s. Between 1957 and 1974, 1.5 million 

Portuguese emigrated, with over 900 thousand going to France alone. 

(PEREIRA, 2014, p.26) This massive movement further grew the ranks of the 

Portuguese population in diaspora. People from Algarve also emigrated in large 

numbers in this period, with many stoneworkers and stonemasons from the 

concelho of Faro finding employment in civil construction in Paris and other 

French cities, as well as previously in urban, industrialized Portugal: Lisbon and 

Cascais earlier in the 20th century. 

Changes were also occurring at home, in the Algarve, with the region´s 

reconversion into a tourism-based economy. Traditional agricultural production 

and fishing industry models began to lose ground to tourism in Portugal in the 

mid-20th century, as contributors to the nation´s economy. (COSTA, 2013; 

PALMA BRITO, 2009) Tourism had formed a strategic component of Estado 

Novo policies to generate economic gain, but also as a propaganda tool to project 

an official vision of the regime to foreign and domestic tourists and enforce a 



45 
 

state-controlled, nationalistic narrative of Portuguese history, heritage, idyllic 

rurality, etc. (CADAVEZ, 2011)  

Within these efforts to promote tourism in Portugal was the "beach and sun" 

model, as occurred in Francoist Spain, which came to be epitomized by the 

Algarve by the latter half of the 20th century. This accelerated development of 

lucrative coastal tourism geared towards foreigners exacerbated the already 

existing dynamic of rural exodus and depopulation of the Algarve´s rural areas in 

the barrocal and serra zones, already decimated by the phenomenon of 

emigration. (PALMA BRITO, 2009) 

The period after the April 25th, 1974 revolution that brought an end to 

Portugal´s dictatorship and the posterior processes of rapid decolonization of the 

nation´s overseas territories was also affected by the ravages of the global 

economic crisis of the 1970´s. This combination of factors not only saw the forced 

movement of population from ex-Portuguese colonies, but also the return of many 

Portuguese emigrant workers from Western European nations whose economies 

were feeling the strain of the economic crisis. (OLIVEIRA ET AL., 2016, p.14) 

The intention of return in Portuguese migration, in its varied and changing 

historical contexts, has always been present in emigrants´ plans. Oliveira et al. 

(2016, p.14) observe how this hope of return has had a structuring force on 

emigrants´ life narratives, whether the emigrant actually achieves to definitively 

return to Portugal or not. Lewis and Williams (1985, p.181) noted, in the mid-

1980´s, that returned Portuguese emigrants tended to go back to their original, 

home communities. Often returned migrants, before going back, had already 

invested capital in acquiring land and constructing residences in their much-

longed for communities of origin.  

It had been very common that Portuguese migrants definitively returned 

only upon retiring in their countries of destination after decades of employment 

abroad, being able to receive retirement payments in Portugal. Even before 

retirement, these emigrants would commonly return from abroad to their home 

communities during work vacations and participate in and be emotionally 

invigorated by their local cultural expressive traditions and festivities on key 

dates, vehicles of Memory and Identity for these migrants. (MALHEIROS, 2016) 
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Such is the case of the charola tradition of Bordeira, as examined later in this 

thesis. 

2.3 Northern Uruguay 

The geography now comprising the Oriental Republic of Uruguay, in the 

southern portion of the South American continent, is divided from Argentina by a 

fluvial border that measures more than 880 kilometers along the Uruguay River 

and River Plate. The nation´s East possesses coastline on the southern Atlantic 

Ocean, and the nation possesses more than 1,000 kilometers of border with 

Brazil made up of rivers, lagoons and dry land border. The particular area that 

will be generally examined in this thesis is the northern portion of Uruguay, north 

of the Río Negro which bisects the country. [Figure 8] 

Figure 8 ï Map of Uruguay  

Source: National Geographic Mapmaker 

The territory of the Oriental Republic of Uruguay, originally referred to as 

the "Banda Oriental" (Eastern Bank of the River Plate) at the time of European 

colonization, was populated by nomadic indigenous cultures such as the 

Charrúas prior to the arrival of Spanish explorers to the region in the 16th century. 
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Though belonging to the vast colonial territory in South America claimed by 

Spain, as demarcated in the 1494 Treaty of Tordesillas, and incorporated into its 

newfound global empire, the Banda Oriental originally did not pique the interest 

of the Spanish Empire for failing to offer the possibilities for vast material gain 

such as found in the Andean region, source of valuable minerals such as silver 

and gold, which were extracted and exported back to the metropole. (REYES 

ABADIE ET AL., 1974; ZUM FELDE, 1967) 

This condition was to gradually change with time as cattle and horses were 

soon introduced by the colonial authorities into the Banda Oriental and 

explosively reproduced within the area´s extensive virgin pampa grasslands. 

(Figure 9) This new bovine natural resource, eventually primarily exploited for 

extraction of hides for export and domestic use, would come to provide the base 

material for the development of the embryonic economic and social structures of 

the new human societies of the Banda Oriental, originally a mixture of indigenous 

and peninsular elements. (Ibid.) 

 

Figure 9 ï Rural interior of Tacuarembó (Tacuarembó, Uruguay, 2021) 

Photo: José A. Curbelo 

In the 17th century, Franciscan missions were founded in the western portion 

of the Banda Oriental along the Uruguay River with the aim to evangelize local 

indigenous groups. Already-Christianized natives were brought from Paraguay, 
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further north, to assist in the settlement process based on ranching. (ZUM 

FELDE, 1967, p.18) According to Zum Felde: 

Within these reductions the mixture of Spanish and indigenous people 
begins to take place [é] This Hispano-Paraguayan element introduces 
the habits and practices of Quichua-Guaraní origin: the poncho, the 
chiripá, yerba mate, sod houses, and a great part of the vocabulary that 
is incorporated into the Spanish language, as spoken by the Hispanic-
Indigenous population. (ZUM FELDE, 1967, p.18) 
 

After the period of the Iberian Union (1580-1640) which saw the joining of the 

Portuguese and Spanish empires, Portuguese bandeirante incursionary 

expeditions into the continent´s interior in the South brought them into conflict 

with the Jesuit Guaraní missions. (REYES ABADIE ET AL., 1974, p.21) Also, in 

1680 the Portuguese founded the fortified port settlement of Colonia del 

Sacramento at the mouth of the River Plate, directly facing the Spanish port 

settlement of Buenos Aires. Colonia del Sacramento threatened the trade 

monopoly and strategic maritime and fluvial domination that the Spanish Empire 

maintained in the River Plate region, opened up the region to contraband with 

other maritime powers, and was a step towards the Portuguese goal of extending 

their colonial rule in South America to its "natural" southern border: the eastern 

bank of the River Plate, a goal that will be achieved briefly in the 19th century with 

the Cisplatine Province. Colonia del Sacramento will prove to be a persistent 

bone of contention in the numerous territorial conflicts between the Spanish and 

Portuguese empires up until the late 18th century. (FRANZEN, 2005) 

With the Portuguese threat present at the doors of the port of Buenos Aires, 

the entry point into the northern interior Spanish colonial territories reached by 

the Paraná and Uruguay Rivers, Spain decided to found a military port settlement 

at Montevideo in the 18th century to counterbalance the Portuguese presence at 

Colonia del Sacramento. Montevideo grew to become a relatively prosperous 

port within the Spanish Empire, competing constantly with its rival, Buenos Aires, 

and obtained a monopoly on the commercial importation of enslaved peoples 

from the African continent who were destined for various industries in the River 

Plate region and further inland. This trans-Atlantic trade further grew the region´s 

population of African origin, coming from various African regions such as Angola, 

Mozambique, Dahomey, etc. (BORUCKI, 2010; FREGA, 2020) 
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The Banda Oriental came to form a border zone between the Spanish River 

Plate Viceroyalty and Portuguese Brazil. Montevideo, in the south, was the 

territory´s trans-Atlantic connection with Europe and came to house many 

significant communities of foreigners: French Basques, Spaniards, Italians, etc. 

The rural interior of the north comprised a diffuse, ill-defined, culturally porous, 

frontier area with Portuguese Brazil with low population density, vestiges of 

regional indigenous populations, and provided conditions that fomented 

contraband trade with the Portuguese. (REYES ABADIE ET AL., 1974) 

The process of independence of what will become the Oriental Republic of 

Uruguay was long and drawn-out. Initiating in the period in which Spanish king 

Ferdinand VII was deposed in 1808 by Napoleon in his invasion of the Iberian 

Peninsula - a moment which then saw the proliferation of independence efforts in 

the Spanish possessions in the Americas - the independence of Uruguay was 

finally achieved through a British-negotiated treaty in 1828, effectively creating a 

small, international commerce-friendly buffer state between the large, powerful 

independent states of Argentina and Brazil.16 During those conflictive, chaotic 

twenty years, the Banda Oriental ended up forming part of the Portuguese 

Empire´s (then Brazil´s, beginning in 1822) Cisplatine Province from 1817 to 

1828. (ZUM FELDE, 1967) 

Internal civil conflict in Uruguay, utilized as proxy wars by various partisan 

interests in Argentina, Brazil as well as foreign powers such as France, will 

ravage the country until past the mid-19th century, giving origin to Uruguay´s 

traditional political parties, founded by local, rural-based strongmen: caudillos. In 

general terms, the Blanco party came to represent the traditionalist, rural 

elements of the nation´s interior, and the Colorado party came to represent the 

waves of European immigrants arriving to urban, cosmopolitan Montevideo 

throughout the 19th century and in to the 20th. (Ibid., p.229) This sociopolitical 

divide will dominate Uruguay´s often-violent political conflicts into the 20th 

century. 

 
16 The British envoy involved in the negotiations for the creation of Uruguay, Lord Ponsonby, was 
later involved in the negotiations for the creation of another strategic buffer state: Belgium. 
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These partisan conflicts culminated in the revolution of 1904 which is put 

down definitively by Colorado president, José Batlle y Ordóñez, who is 

considered the father of the modernization of the Oriental Republic of Uruguay, 

strengthening the nation´s public institutions and enacting sweeping European-

inspired progressive social reforms. Prior to the Batlle presidency, crucial 

progressive reforms in the education sector, historically dominated by Catholic 

religious orders and directed at the country´s elite, were already being carried out 

during the Latorre dictatorship, spearheaded by José Pedro Varela, author of the 

Ley de Educación Común of 1877. Inspired in European and North American 

models of the time, these reforms worked towards universal, mandatory, non-

religious education for Uruguayan students, both in the capital and the rural 

interior. (OROÑO, 2016)  

Uruguayan public education was a tool to acculturate and instill national 

sentiment in the children of recent immigrants, hailing from diverse countries of 

origin. Another motive for the expansion of state-led education in Uruguay´s thinly 

populated interior was to strengthen the Montevideo central government´s state 

presence and rule of law vis á vis Luso-Brazilian influence and the Portuguese 

language in the north. Since the colonial period, the Portuguese and Luso-

Brazilian presence in northern Uruguay was viewed by the central administrations 

in Montevideo as a threat, first to the Spanish colony, and later to the sovereign 

Oriental Republic of Uruguay. (CURBELO, 2012) The limited power of Uruguay´s 

central government, housed in Montevideo, to govern its relatively deserted, rural 

northern interior throughout the 19th century permitted the growth of already-

existing Luso-Brazilian possessions and population and the general Luso-

Brazilian domination of the region´s social and economic spheres, bordering the 

southern Brazilian state of Rio Grande do Sul. (CARBAJAL, 1948; 

PELLEGRINO, 2013) 

Among the socioeconomic structures and dynamics brought by these Luso-

Brazilian elements to rural northern Uruguay, primarily focused on large-scale 

latifundio ranching, was the maintenance of the institution of slavery, officially 

abolished by Uruguay in 1842 and in Brazil many decades later, in 1888. During 

this period, on many Brazilian-owned ranches in northern Uruguay, de facto 

slavery was maintained, with many slaves sold across the Brazilian border as 
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well. There were also many Brazilian slaves who fled to Uruguay to seek freedom, 

yet the Brazilian Empire pressured the fledgling Uruguayan nation to allow for 

recapture and return of escaped Brazilian slaves by slave-hunters, who would 

also take free Uruguayan-born black people to traffic in Brazil. (PALERMO, 2008) 

In addition, many Brazilian ranchers established in northern Uruguay engaged in 

contraband of cattle, across porous, dry land borders, to Brazilian processing 

facilities for commercialization. 

Its history as a conflictive, semi-deserted territory - bordering between the 

Spanish and Portuguese spheres of influence - that provided the conditions for 

contraband and refuge for social groups on the margin of authority (Figure 10) 

(such as the remnants of Uruguay´s indigenous population and escaped slaves), 

as well its history of caudillos, of both Uruguayan and Luso-Brazilian origin, that 

imposed their economic and political will within their quasi-feudal domains, gave 

northern Uruguay unique characteristics vis a vis the more Europeanized south 

whose epicenter was Montevideo. Where, on one hand, northern Uruguay 

demonstrates rich ethnic, cultural, and racial diversity (further diversified by cross-

border migration from Argentina and European immigrant collectivities arrived in 

the early 20th century), which is expressed in the region´s cultural traditions, on 

the other hand, northern Uruguay has generally trailed behind the south in 

economic development and modernization, with a traditional dependence on 

archaic latifundio agropastoral models that generated scarce stable employment 

opportunities for the rural poor and working class and maintained political and 

economic dominance of a rural oligarchy. (AROCENA, 2011) 
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Figure 10 ï Interior of Rivera department (Rivera, Uruguay, 2022) 

Photo: José A. Curbelo 

In the late 19th century, after abolition of slavery in Brazil and the opening of 

territories previously dominated by indigenous groups in Argentina, both of these 

large, growing South American states embarked on official campaigns to attract 

and incentivize European immigrants to play the role of frontier agricultural 

settlers, cheap labor in sectors such as the coffee export industry in São Paulo, 

and generally as vectors of European influence in nations that sought to rapidly 

"Europeanize" and minimize the impact and influence of their mestizo, indigenous 

and African-descended populations in the "modernizing" development of these 

relatively new American nations as they moved into the international sphere of 

the 20th century. (DE MATEO AVILÉS, 1993) 

In the period of the last decades of the 19th Century and first decades of the 

20th - with a reduction during the First World War - millions of Europeans 

emigrated to the Americas motivated by a diversity of trans-Atlantic push-pull 

factors. Whereas the United States received the bulk of this migratory wave in 

North America, Argentina and Brazil were the primary destinations of millions of 

European migrants to South America. (PELLEGRINO, 2014, p.7) Within this 

southward-bound mass migration, the small Oriental Republic of Uruguay was 

often a pass-through point with migrant groups moving onward from Montevideo 
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to their desired Argentine and Brazilian final destinations. However, a significant 

number stayed, as well as many passed first through Brazil and/or Argentina to 

eventually establish themselves in Uruguay. 

Motivated by previously-forged trans-Atlantic family, ethnic, and community 

networks, pushed by adverse economic and political contexts in their countries 

of origin, and incentivized by the relatively high wages and opportunities for social 

mobility (in comparison to their home countries) found in Uruguay´s small but 

developing export-oriented agro-industrial economy which enjoyed relatively 

new-found political stability in the early 20th century, important amounts of 

immigrants from Western and Eastern Europe, and later, also from the Middle 

East, arrived and settled in Uruguay in this period. They added to the amounts of 

regional immigrants and previous trans-Atlantic immigrants that had steadily 

contributed to the development of the Uruguayan population since colonial times: 

Canary Islanders, various African groups, Galicians, French Basques, Genovese, 

etc. (MORÓN, 1946, p.28) 

 Though the bulk of these immigrant groups of the late 19th and early 20th 

centuries will concentrate themselves in and around urban Montevideo and 

Uruguay´s agrarian south (ALJANATI ET AL., 1970, p.38; PELLEGRINO, 2014, 

p.11), certain collectivities will encounter factors that will incentivize them to settle 

and establish themselves socially and economically in the less-populated border 

region north of the Río Negro, primarily in the fertile littoral region along the 

Uruguay River bordering Argentina, in the departments of Río Negro, Paysandú 

and Salto. Connected to trans-Atlantic ocean trade routes via the fluvial 

transportation system of the Uruguay River - ending in the maritime ports of 

Buenos Aires and Montevideo on the River Plate - these departments will attract 

ethnically and religiously diverse collectivities of agriculturally-adept immigrants 

with the participation of distinctive groups such as Russian religious minorities 

from the southern Russia/Caucasus region, Volga Germans, and German 

Mennonites. 

 In its beginnings, in the early 19th century, one of the greatest challenges 

(aside from the conflictive geopolitical situation in the immediate region) facing 

the government of the fledgling Oriental Republic of Uruguay was to increase its 

population to be able to effectively settle and govern its vast rural territory, with 
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much of the sparsely-populated area north of the Río Negro dominated de facto 

by Luso-Brazilians. Early state attempts at proactively recruiting settlers from the 

Old World began in the 1830´s with private initiatives by entrepreneurs such as 

Samuel Lafone. These initiatives, bringing groups such as Canary Islanders and 

Basques, often ill-prepared the new migrants and obliged them into repayment of 

the expenses of the ocean crossing, as well as indentured them, by contract, into 

years of work at a specific establishment or for a determined employer for below-

standard wages. (THUL CHARBONNIER, 2017) 

 Throughout the 19th century, with the gradual evolution of policies and 

strategies to foment European immigration for the specific purpose of founding 

agricultural communities ("colonies") in Uruguay´s undeveloped rural interior, 

certain relatively successful examples stood out, contrasting with the innumerous 

failed or scarcely productive attempts at agricultural colonization in this period. In 

the southern department of Colonia, members of the persecuted Waldensian 

religious minority, hailing from the northern Piemonte region of Italy, founded an 

agricultural colony, as did Protestant and Catholic settlers from Switzerland (as 

part of a private colonization scheme run by Swiss bankers). (MORÓN, 1945, 

p.35-36) These communities grew and continue to exist, maintaining, to some 

degree, their linguistic, ethnic and religious distinctiveness vis a vis general 

Uruguayan society. This ethnic and religious "otherness" also has ramifications 

in the economic and productive spheres. (SANSÓN, 2010) 

 The experiences of the Waldensians and the Swiss in Colonia were the 

precursors of similar immigrant agricultural colonization initiatives of 

religious/ethnic character carried out in the littoral region of northern Uruguay in 

the first half of the 20th century. Groups fleeing religious and political persecution 

and violence, as well as catastrophic economic conditions, in Russia, such as the 

New Israel sect led by Basílio Lubkov and groups of Lutheran Volga Germans, 

established themselves in rural northern Uruguay in this period (as also occurred 

in the interior of Argentina, southern Brazil, and eastern Paraguay).  

All these immigrant groups ï just as the collectivities that had preceded them 

ï brought their music, ritual festive traditions, language and material culture. Their 

newly-transplanted cultures will come to be juxtaposed with those of other 

immigrant-descended groups as well as American cultures within the context of 
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rural northern Uruguay, wedged between the culturally-porous borders of 

Argentina´s Mesopotamia region and the Brazilian state of Rio Grande do Sul. 

The processes of interaction, friction, and hybridization of these diverse cultural 

influences will come to shape the unique regional culture and social structure of 

this geographic area, located far away from the macrocephalic cosmopolitan port 

capital of Montevideo. (PELLEGRINO, 2014, p.10) 

In the acculturation and integration processes of these distinct racial, ethnic 

and religious groups in rural northern Uruguay - among other factors - social ludic 

events such as dances, and the Uruguayan public-school system - epitomized in 

the solitary rural school of a dispersed agricultural or agropastoral community - 

proved to be crucial vectors. Mendoza de Arce states: 

It is evident that the spread of international forms of dance and music 
proved to be an important factor in the acculturation of immigrants (in 
rural Uruguay), at a moment [é] when a fusion process was still 
underway. [é] In this manner, music and dance played an important 
role within the forced sociability imposed by the (rural) environment and 
its demands, thus fulfilling the function of forming local groups. 
(MENDOZA DE ARCE, 1972) 
 

Oftentimes, these two factors: social dances and public schools were one 

and the same. In rural Uruguayan communities the public school has often been 

the sole presence of the State in areas of low population density, aside from 

police, military and judicial outposts. Serving much more than educational and 

civic purposes, the rural school came to be the social center of dispersed, rural 

Uruguayan communities, and was often the scene for holding social dances for 

local residents. (PIÑEIRO, 2002, p.215; RIELLA, VITELLA, 2005, pp.133-134) 

Oftentimes these social dances took the form of benefit events and they were 

organized by associations of local residents to fundraise for expenses incurred 

by their local public school. These kermesses would involve music, dance, ludic 

activities, as well as sale and auction of food products contributed by local 

residents such as roasted piglets, turkeys, or chickens, home-made sweets or 

cakes, etc. 

In areas of predominantly immigrant colonization in rural Uruguay, it was 

common for a determined ethnic collectivity - depending on their group´s degree 

of endogamy and cultural insularity - to impart independent educational and 

religious instruction to their youth in their own respective language: i.e. Russian, 
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German, etc. Mandatory Uruguayan public education was exclusively imparted 

in the Spanish language and officially discouraged the use of other vernacular 

languages, such as Portuguese, or Portuñol.17 (OROÑO, 2016) 

In the form of local repercussions of global geopolitical conflicts, during 

certain periods of Uruguayan history in the 20th century, relatively recently-

arrived, culturally-distinct immigrant collectivities maintaining cultural and family 

ties to their countries of origin, came to be suspect and persecuted by Uruguayan 

state authorities at certain periods. Such was the case of German descendants 

in World War Two and Russian descendants during the Cold War, similar to what 

occurred under Getúlio Vargas´s Estado Novo in Brazil. (MARTÍNEZ, 2010) This 

State-sponsored hostility had its effect on the continuity of language, cultural 

practices, and cultivation of historical memory within the affected immigrant 

enclaves in Uruguay´s rural interior.  

Also, during the 20th century, agrarian immigrant colonies in rural Uruguay 

began to experience an exodus of segments of their population to the nation´s 

urban centers: large departmental capitals, and, most particularly, the 

industrialized port capital of Montevideo, as did the rest of the communities of the 

rural interior of Uruguay. Currently one of the most urban-dwelling countries in 

the world, since its early history Uruguay demonstrated characteristics of high 

urban concentration of population and very low population density in its rural 

interior. (PELLEGRINO, 2013, p.189) This was partly due to the predominance 

of the traditional model of economic activity in the interior based on archaic 

ranching practices carried out by quasi-feudal socio-productive structures. The 

constant violent conflicts in Uruguay´s historical consolidation as a sovereign 

nation also discouraged populationally-dense rural settlement. 

With the modernization process of the Uruguayan ranching industry in the 

late 19th century, which saw demarcation and fencing of properties as well as 

rationalization of economic and productive practices, landowners drastically 

reduced the number of employees on their establishments and discouraged the 

employment of ranch-hands with wives and families, effectively curbing social 

 
17 Hybrid dialect mixing elements of both Portuguese and Spanish. Portuñol possesses numerous 
global variants, depending on the geographic location of the point of cultural contact between 
Portuguese and Spanish speaking cultures: Uruguay-Brazil border, Spain-Portugal border, etc. 
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reproduction within the ranching socio-productive environment. This increased 

the amount of landless, rural poor, who continued to reside in precarious rural 

settlements. (PIÑEIRO, 2002, pp.207-208; PIÑEIRO & CARDEILLAC, 2014, 

p.56) 

As the nation increasingly industrialized in the decades of the first half of the 

20th century, the Uruguayan state´s public apparatus also grew. Opportunities for 

employment in government administrations and in the state-protected industrial 

sectors, were largely concentrated in the capital Montevideo, or larger 

departmental capitals, such as Paysandú. This imbalance of opportunities 

between these urban centers and Uruguay´s rural interior fueled an important 

rural-urban exodus which has continued, to some degree, up until the 21st 

century, and accentuated the pre-existing urban predominance of Uruguay´s 

population. This dynamic follows general global tendencies, though is particularly 

marked in Uruguay´s case. This rural exodus served to expand and grow the 

populations of peripheral suburban communities of low socioeconomic level 

surrounding Uruguay´s important urban centers. (PELLEGRINO, 2014) During 

this process, these rural migrants have brought their culturally-diverse festive 

traditions, foodways, material culture, value systems, etc. into a new urban (or 

marginalized suburban) environment where they have been adapted and re-

signified.  
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3 CASE STUDY - CÁDIZ 

3.1 Fandango Tarifeño (Chacarrá) 
 

In this section we focus on one specific, unique cultural tradition from the 

province of Cádiz in Andalucía, Spain: chacarrá or fandango tarifeño. A product 

of the confluence of cultures from other parts of Andalucía, and other regions of 

Spain, brought together in the movement of population groups (by land and by 

sea) involved in the economic exploitation of the rich fishing resources of the Gulf 

of Cádiz and the Strait of Gibraltar throughout modern history (especially the 

almadrabas capturing migrating red tuna), as well as exploitation of the area´s 

rural agricultural resources, chacarrá took root in the rural areas of the region and 

spread throughout the rugged hinterland of its coastal areas. (DE VICENTE 

LARA, 1982, p.21; HERNÁNDEZ-PALOMO PEÑA, 2006, p.232) 

 The rural fiestas where chacarrá took place were multi-faceted, all-

encompassing social events that, for generations, were the primary 

entertainment and ludic form of socialization of agrarian communities of this 

region, encompassed by the comarcas of La Janda and Campo de Gibraltar in 

the far southern Spanish province of Cádiz. (HERNÁNDEZ-PALOMO PEÑA, 

2006, p.235; QUERO, 1993, p.16) The fiestas involved multi-generational family 

participation, popular religiosity, traditional foodways, music, dance, 

improvisational song, comic theatre, rural sports, and various other facets, and 

they could last a few consecutive days and nights. Often, fiestas were timed with 

the agricultural and Catholic liturgical calendars and were also conducted after 

completion of collective agropastoral tasks such as hog butchering, cattle 

branding, and cereal harvests. [Figure 11] 
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Figure 11 ï Yearly cycle of spring and summer festive days of religious and agricultural 
significance on which fiestas were held 

Source: Alfonso Alba Escribano (2019) 

Chacarrá from Tarifa forms part of a larger fandango complex of festive 

rituals of music and dance that developed in the Spanish Atlantic world in the 17th 

and 18th centuries and became popularized throughout Spain and its colonies, 

generating innumerable local variants. (MANUEL, 2015; VICENTE LARA, 1982, 

p.19) Ethnomusicologist Miguel Ángel Berlanga (2015) specifies the Andalusian 

modes of fandango as "fandango del sur" (southern fandango), establishes that 

they are anterior to flamenco, and identifies some of the core elements of the 

foundational fandango festive ritual involving music and dance: occurring on 

weekends or festive dates, practiced in domestic spaces, providing opportunity 

for intermingling of the sexes and courtship, improvised lyrics often regarding 

local residents and occurrences, as well as presence of internal mechanisms for 

dealing with inter-personal conflicts that could arise during the festive event. 

(Ibid., p.176) Structurally, he notes that fandangos del sur (with great regional 

variation) are composed of ternary rhythms and sung accompanied by 

instruments such as guitar and various percussion instruments (bottle, 

tambourine, cymbals, etc.). The lyrics are improvised by soloists and are 
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interspersed by strictly instrumental segments ("falsetas"), all the while couples 

dance in the center of the festivities. (Figure 12) 

 

Figure 12 ï Presentation of the Asociación de Fandango Tarifeño Nuestra Señora de la Luz 
(Tarifa, Cádiz, 2015) 

Source: Film documentary " Fandango Tarifeño: Cultura Viva" (ImagenTa, 2015) 
https://youtu.be/9VdhYu52dvE  

Originally referred to as "fandango tarifeño" or "fandango a lo Tarifa", 

according to some historians (VICENTE LARA, 1982, p.16), the term "chacarrá" 

was coined in the 1940´s, a period when there was a strong military presence in 

the region of Tarifa as the Franco regime constructed strategic defensive 

fortifications along its southern littoral border. Inspired onomatopoeically by the 

percussive sounds of its music, the term "chacarrá" was created - perhaps 

condescendingly - by military members from other regions of Spain, and came to 

be popularly used in the region to refer to "fandango tarifeño". (Ibid.) (GURREA 

CHALÉ, 1992, p.22; TIZÓN BERNABÉ, 2009, p.21; QUERO GONZÁLEZ, 1993, 

p.17) 

While some researchers point to possible origins of the characteristics of 

rural Tarifa´s chacarrá in the historical presence of itinerant agropastoral workers 

of Moorish descent from the mountainous interior of neighboring Málaga, and the 

cultural expressions brought by this group. (GURREA CHALÉ, 1992, p.20-21; 

HERNÁNDEZ-PALOMO PEÑA, 2006, p.232) Vicente Lara (1982, p.20) 

emphasizes the importance of the maritime population movements  produced by 

the regional almadraba fishing industry, as vectors for the introduction of cultural 

https://youtu.be/9VdhYu52dvE
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expressions that contributed to the formation of chacarrá. According to Vicente 

Lara: 

The continuous movement of these waves of people between Tarifa, 
Ayamonte, and the Guadalquivir Valley must have forcibly influenced in 
the formation of chacarrá in many of its aspects: music, lyrics, dance, 
or the traditions associated with its interpretation. [é] The wave of 
people from different places that came to work in the almadrabas on 
Tarifa´s coast introduced the fandango that took root both on the coast 
and in the countryside, later expanding to the nearby mountainous 
areas. (VICENTE LARA, 1982, p.21) 
 

Various authors have emphasized the strong association that the chacarrá 

tradition has had with the rural areas of Tarifa (GURREA CHALÉ, 1992; 

HERNÁNDEZ-PALOMO PEÑA, 2006; VICENTE LARA, 1982, p.21), though 

Vicente Lara (1982, p.20) again emphasizes the context of the almadrabas, a 

meeting place for diverse populations of both rural and maritime origin, as 

formative for the genesis of chacarrá, he adds, "We should not forget that the 

almadrabas, especially those of Zahara (de los Atunes) attracted many 

inhabitants of the interior of the peninsula who sought out honest wages [é]". 

The ebullient social and cultural environment of the almadrabas of Zahara 

de los Atunes of the 17th Century is richly described by Miguel de Cervantes 

(1547-1616) in his work "La Ilustre Fregona": 

Allí está la suciedad limpia, la gordura rolliza, el hambre prompta, la 
hartura abundante, sin disfraz el vicio, el juego siempre, las pendencias 
por momentos, las muertes por puntos, las pullas a cada paso, los 
bailes como en bodas, las seguidillas como en estampas, los romances 
con estribos, la poesía sin acciones. Aquí se canta, allí se reniega, 
acullá de riñe, acá se juega, por todo se hurta. Allí campea la libertad 
y luce el trabajo [é] 
 

As previously mentioned, the fiestas of chacarrá traditionally have involved 

multi-generational family participation, popular religiosity, traditional foodways, 

music, dance, improvisational song, comic theatre, rural sports, and various other 

facets. The fiestas have historically served as vehicles of social interaction and 

social cohesion of geographically dispersed communities composed of rural 

households. María del Carmen Tizón Bernabé (2009, p.23) describes, "fiestas of 

chacarrá possessed a marked social character in which, in equal fashion, 

marriages were arranged, livestock was sold, or couples had quarrels". Also, 

Quero González (1993, p.16) adds, "for many years fandango was the best social 
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connection that existed among the dispersed rural population located between 

the Guadalmesí River and Zahara de los Atunes". (Figure 13) 

 

Figure 13 ï Rural landscape of rural Tarifa (Dehesa de los Zorrillos, Cádiz, 2021) 

Photo: José A. Curbelo 

Structurally, chacarrá follows the fandango patterns as mentioned 

anteriorly by Berlanga. The orchestra is composed of guitar and various domestic 

and home-made percussion elements, and often involves the participation of the 

general public, according to Alfonso Alba Escribano, "it used to be rare that a 

women did not know how to dance or a man did not know how to play an 

instrument or sing".18 Traditionally, chacarrá has incorporated the tambourine, 

castanets, bamboo sticks, the crótalos (small metal cymbals of ancient origin), as 

well as serrated glass bottles used for distilled spirits. The music alternates 

between sung lyrics and instrumental passages. Soloists either improvise lyrics 

structured in four to six lines or resort to the vast repertoire of oral tradition present 

in the region, and in the Peninsula in general. (EVA COTE MONTES, 2012) 

Improvised lyrics are often about the attendees of the fiesta, and the events that 

occur there.  

The region examined in this paper, over the centuries, has accumulated a 

vast dynamic repertoire of oral tradition in the form of ballads, refrains, popular 

 
18 Alfonso Alba Escribano, Interview, 2019, Tarifa 
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poetry and verses, coplas, etc. - all expressions of cultural values and wisdom 

passed on from one generation to the next over time via oral transmission. Ruiz 

Fernández (1995, p.24) emphasizes the central role of women in the preservation 

and intergenerational transmission of oral traditions, however Tizón Bernabé 

(2009, p.30) highlights the protagonism that men also have shown in rural Tarifa 

in song and cultivating oral literature traditions. This author also highlights this 

specific tradition´s capacity of poetically synthesizing cultural values, sentiments 

and popular wisdom in its lyrics: 

One of the things that is quickly observed in the municipality of Tarifa is 
the synthetic capacity that these verses possess: the majority of the 
topics are resolved in four lines and the right words are always 
employed to be able to express a complete idea within such a short 
expressive space. (TIZÓN BERNABÉ, 2009, p.15) 
 

Bearing testimony to the flux of different cultures that have passed through 

the Strait of Gibraltar region, María Jesús Ruiz Fernández clarifies: 

[é] All of these (oral traditions) are products of ways of thinking and 
living of people from Campo de Gibraltar, preserved and transmitted by 
them, and demonstrates [é] the paths that the Pan-Hispanic folkloric 
archive has taken in this corner of (southern Spain). What is told or sung 
in Campo de Gibraltar is not exclusively from there. (RUIZ 
FERNÁNDEZ, 1995, p.22) 
 

There is also a long tradition of improvised poetic duels between singers, 

a practice common in the Iberian Peninsula. This has been a method to air 

community members´ grievances with each other in a public fashion, and has 

served as an outlet to express and potentially defuse social tensions present in 

the community, before resorting to violence. Juan Heredia González [Figure 14] 

from Zahara de los Atunes, member of an extended family of popular musicians 

whose father, Curro Heredia Manzorro, has been a professional fisherman and 

avid frequenter of chacarrá fiestas, explains: 

The (improvised) lyrics are about peopleËs lived experiences [é] when 
they go out to sea, they sing about the sea, their return, fishing. The 
lyrics are about what people have lived. [é] If a person had a conflict 
with another, they would express it through chacarrá [é] through 
(improvised) song [é] the mood would get heated. 1920 

 
19 An improvisational session of chacarrá from August 27th, 2020 in Zahara de los Atunes featuring 
Jualili, his parents, sibling and cousins can be found here: https://youtu.be/-YMP_Q59j44  
20 Heredia González Et. Al., Interview, Zahara de los Atunes, 2020 

https://youtu.be/-YMP_Q59j44
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Figure 14 ï Juan Heredia González y familia Heredia (Zahara de los Atunes, 2020)  

Photo: José A. Curbelo 

Andrés Caballero Cruz [Figure 15], raised in Las Caheruelas, also 

remembers: 

Sometimes (conflicts between people) originated from previous 
problems (not originating during the fiesta). Sometimes the two guys 
would cross paths and not say anything, maybe even had a cigarette 
together, from there the mood got heated, after three or four glasses of 
wine, the conflict would let loose. But I never saw anything serious 
happen in conflicts at fiestas of chacarrá.21 
 

 

Figure 15 ï Andrés Caballero Cruz (Algeciras, 2020) 

 
21 Andrés Caballero Cruz, Interview, 2020, Algeciras 
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Photo: José A. Curbelo 

Fiestas of chacarrá are made for dancing, which occurs continuously 

during the execution of the music. Surrounded by the musicians and fiesta 

attendees, one dance couple at a time performs together. Most often, each 

dancer also executes a percussion instrument while dancing, such as castanets 

or bamboo sticks ("cañas"). With local variations, such as the practice of one man 

dancing with two women simultaneously ("El Zángano") or a dance couple 

performing in an embrace ("Agarrao"), chacarrá in rural Tarifa traditionally has 

displayed a rich variety of choreographic variations ("mudanzas") with women 

serving as the primary protagonists of this dimension of chacarrá. (ALBA 

ESCRIBANO, 2019) 

For many generations, the social dance aspect of fiestas of chacarrá had 

played a central role in the social interaction of young people in these dispersed 

rural communities and the formation of friendships, romantic relationships and 

marriages. In this sense, chacarrá traditionally has played a crucial role in the 

social reproduction of rural communities in this region. Alfonso Alba Escribano 

(b.1946) [Figure 16], raised in Dehesa de los Zorrillos, remembers: 

[é] those fiestas would last all night, we would spend the whole night 
there, we got together and that´s when the romances started, boys and 
girls would start to talk with each other and then form couples, and the 
majority ended up getting married.22 
 

 

 
22 Alfonso Alba Escribano, Interview, 2019, Tarifa 
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Figure 16 ï Alfonso Alba Escribano (Tarifa, 2019) 

Photo: José A. Curbelo 

However, fiestas were not strictly limited to their performative aspects as 

expressed in music, lyrics and dance. Numerous other practices were associated 

with them. Firstly, were the rural equestrian activities such as carrera de cinta, 

traditionally carried out in the late afternoon prior to the start of a fiesta.23 Also, 

comic theatrical pieces and parodies were often performed for the fiesta 

participants. (VICENTE LARA, 1982, p.95) Andrés Caballero Cruz (2020) recalls 

performing those home-made theatrical sketches, "I remember when I was a kid, 

those games in the fiestas, they would teach us, we were just kids [é] the adults 

would teach us and people would laugh a lot". 

If not conducted in domestic spaces, fiestas of chacarrá were held in rural 

bars called ventorrillos for possessing sufficient space to accommodate a large 

quantity of attendees. For the families that owned one of these establishments, 

the celebration at their ventorrillo of fiestas of chacarrá in the festive periods of 

the year in spring and summer was an important influx of money for the 

household economy. (RUIZ VALVERDE, 2016, p.70-71) Such was the case of 

the family of Andrés Caballero Cruz in Las Caheruelas. At the ventorrillo at his 

residence, his mother, who would also sing at the fiestas, would sell basics such 

as "wine, anise liquor, crackers, coffee [é] When it was snail season, she 

prepared snails. Sometimes picadillo de tomate (finely chopped tomato salad), 

because we had tomatoes in our garden [é] ThatËs what there was back then, 

things were very different". He recalls: 

A night that there was a fiesta it got packed at my house, I remember, I 
was a child, but I remember a lot of people would go, and it was packed 
[é] The day after, our family had enough to make ends meet [é] We 
would purchase barrels of wine from Chiclana (to sell at the ventorrillo), 
barrels that had eleven and a half liters or sixteen liters.24 
 

 Alfonso Alba Escribano remembers that gastronomy was not necessarily 

the central attraction at the fiestas held at ventorillos: 

There was more song and music than there was food [é] Those bars, 
those ventorrillos were not prepared to serve much food, but, for 

 
23 The informants of this paper describe carrera de cinta as a test of equestrian dexterity 
consisting of riders on horseback attempting to hook hanging ribbons at full gallop. It is an ages-
old Spanish tradition also practiced in Latin America.  
24 Andrés Caballero Cruz, Interview, 2020, Algeciras 
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example, in the month of May, they would serve snails, snails in tomato 
sauce. [é] There was drink, but not much food in those 
establishments.25 
 

 In the geographies that bordered on both littoral and rural regions, fiestas 

were opportunities for social mixing between members of agrarian and fishing 

communities. Juan Quero González (b.1917) who grew up in rural Tarifa near 

Zahara de los Atunes remembers: 

Since I was very young, I remember that each year when the Day of the 
Cross (May 3rd) arrived, a date that coincided with the start of the 
almadraba season, on that magic day a large number of women from 
Zahara de los Atunes left their shanties and, taking the paths to El Moro, 
El Almarchal and La Zarzuela, would go into the rural areas to go to the 
celebrations of the Cross in Dehesilla, Tahivilla, Almarchal, and La 
Canchorrera. (Figure 17) Wherever three or four of these women from 
the sea showed up, the success of the fiesta was guaranteed, because 
they had a wide repertoire, and giving them enough to eat and drink, 
they would never tire out. (QUERO GONZÁLEZ, 1993, p.15) 
 

 

Figure 17 ï View of the general location of La Canchorrera from El Almarchal (El Almarchal, 
Cádiz, 2020) 

Photo: José A. Curbelo 

Quero González also recalls fiestas in the littoral zone in the 1920´s and 

1930´s, conducted after activities such as the collection of shellfish at the rocky 

sea shore by rural inhabitants from his region: 

[é] many hours of happy carousing in that No ManËs Land among an 
amalgam of people from different places, and even of different ethnic 
groups, because the gitana fisherwomen from Zahara and Bolonia 
rarely missed these occasions, and were the first protagonists of those 
events. [é] In those days past there was nothing that brought the 

 
25 Alfonso Alba Escribano, Interview, 2019, Tarifa 
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humble rural people together more than those popular events with 
fandango. (QUERO GONZÁLEZ, 1993, p.17) 
 

Juan Heredia González and his father Curro remember the interaction and 

exchange that Curro´s mother and other women of coastal Zahara de los Atunes 

maintained with the nearby agrarian communities of the rural interior, "My 

grandma would go from Zahara to Tahivilla with a donkey to go sell fish, Tahivilla 

is about 20 kilometers away. [é] They would sell the fish or exchange for (rural 

products such as) milk, bacon, sausage, meat, etc.".26 (Figure 18) 

 

Figure 18 ï Rurban outskirts of Tahivilla (Tahivilla, Cádiz, 2021) 

Photo: José A. Curbelo 

Juan´s aunt, Francisca "Paca" Heredia González, from the coastal 

community of Bolonia (Figure 19) also describes the dynamic relationship that 

her cousins and sisters maintained with the area´s rural interior, "we would go to 

the fiestas, and a lot of people from the countryside would come [é] the ones 

who animated the fiesta was our family".27 She remembers that country people 

would make a point to attend the fiestas once the word got around that she and 

her family from Bolonia were to perform. Juan and his father also recall that local 

fisherman, after long periods of time of fishing at sea, once they reached land, 

would seek out fiestas of chacarrá as a way to have fun, let off steam, and drink.  

 
26 Juan Heredia González Et. Al., Interview, 2020, Zahara de los Atunes 
27 Francisca Heredia González Et. Al., Interview, 2020, Bolonia 
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Figure 19 ï Francisca "Paca" Heredia González y familia Heredia (Bolonia, 2020)  

Photo: José A. Curbelo 

However, in counterpoint, Alfonso Alba Escribano recalls that, in his 

region, the social division between the rural and maritime worlds in Tarifa was 

clearly drawn: 

It used to be that the fisherman was out at sea and the rural worker was 
out in the country, so there wasnËt much social contact [é] sometimes 
when people had too much to drink, there were conflicts.28 
 

 It can be construed, as McNeill (1997, p.37) states, that participation of 

community members in festive rituals - in this case, fiestas of chacarrá - 

contributed to group cohesion and mutual trust that fomented collective and 

reciprocal participation in important community tasks, such as those related to 

agropastoral production. In rural Tarifa this participation has often occurred as 

"festive" reciprocal farm labor as described by Erasmus (1956, p.445). One of the 

most emblematic events of this phenomenon is the matanza.29  

 Described by Ruiz Valverde et al. (2016, p.174) as "the fundamental piece 

of the subsistence economy before the rural exodus", when a matanza was held 

in a family household in rural Tarifa, "that day was looked forward to and would 

become a festive event in that all the family members and friends would get 

together around this precious animal. It was a day of fraternizing that is so lacking 

 
28 Alfonso Alba Escribano, Interview, 2019, Tarifa 
29 Traditional slaughter and processing of a hog within a domestic environment for family 
consumption. Currently, Spanish public authorities do not authorize matanzas without inspection 
by an authorized veterinarian. 
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in this day and age". (Ibid., p.175) Alba Escribano remembers, "People held 

matanzas, you wouldn´t invite the whole neighborhood, but there were always 

people to come and help you make blood sausage or salted pork".30  

After the slaughter and processing of the hog to ensure a supply of meat 

products for an extended period in a context lacking electric refrigeration, it was 

customary for the hosts to send the participants home with bacon, sausages or 

meat, an act of commensality. (RUIZ VALVERDE, 201, p.175) Agustín Barrios 

Triviño (b.1944) of El Amarchal remembers: 

[é] in those days you would slaughter a hog, and because there was 
no refrigerator, you would fry everything and store it in lard. That was a 
great dish [é] you would eat a piece of meat in lard and you were able 
to withstand an entire day of work. [é] When you would slaughter a 
hog, you would get family and friends together and make a big meal for 
everybody, and what was left over was stored in salt, because there 
were no refrigerators [é] there was no electricity.31 
 

Andrés Caballero Cruz32recalls participating in many festivities 

surrounding matanzas, "they used to invite me to many matanzas to sing and 

have a good time". Alba Escribano33 states that, in addition to matanzas, any rural 

task could be a motive to have a fiesta of chacarrá, "after the cycle of (spring and 

summer) festivities in the countryside, the fiestas didn´t end there because there 

were also cattle-branding events or other tasks that people would take advantage 

of to have a fiesta". Ruiz Valverde et al. (2016, p.113) also observes, "Cattle-

branding events would turn any day into a festivity in bringing together family 

members, neighbors, and friends in the important task of branding the cattle born 

during the past year". 

An important practice of "exchange" farm labor, according to the 

informants of this paper, occurred during plowing and planting (most often with 

work animals).34 Neighbors´ assistance in this laborious task was reciprocally 

compensated by conceding a "pijual" to them. Alba Escribano (2019) explains: 

 
30 Alfonso Alba Escribano, Interview, 2019, Tarifa 
31 Agustín Barrios Triviño, Interview, 2020, El Almarchal 
32 Andrés Caballero Cruz, Interview, 2020, Algeciras 
33 Alfonso Alba Escribano, Interview, 2019, Tarifa 
34 Agustín Barrios Triviño (b.1944) from the village of El Amarchal recalls, "I was about twenty 
years old when the first tractor arrived here [é] (before that, plowing was just with) oxen, mules, 
horses, donkeys, whatever you could get. With a plow, plowing the land, and seeding by hand". 
(Agustín Barrios Triviño, Interview, 2020, El Almarchal) 
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In planting the cereal crops, neighbors would help each other out [é] A 
neighbor would come and help you out and you would plant a pijual for 
him [é] The pijual was a plot of land just for him. (You would tell him) 
"Okay, for helping me out I´ll give you this plot of land, you plant it, and 
when the time comes you harvest it for yourself".35 
 

 It can be suggested that these traditional practices of reciprocity and 

commensality in relation to collective tasks of agropastoral production for the 

subsistence and material gain of agrarian families and their communities in the 

territory of rural Tarifa were fomented by the social cohesion and integration 

practiced during the yearly cycle of fiestas involving chacarrá. These forged 

community relationships that will eventually be challenged, unraveled and re-

signified in the radically transformative process of rural exodus, beginning in the 

1950´s and 1960´s, which will profoundly change the society of the geography 

examined in this paper, as well of the rest of rural Spain. The cultural values and 

practices of rural Tarifa, as well as those of other interior regions of Spain, 

transmitted via oral transmission for generations, will face the challenge to seek 

new resilience to maintain relevance and meaning to migrants in diaspora in 

urban, industrial Spain and be transmitted to their children, grandchildren, and 

great-grandchildren. 

 Up until the mid-20th century much of the populace of rural Spain was 

involved in agricultural production, a condition that had persisted since the 

previous century. With an emphasis on traditional Mediterranean production such 

as vineyards, olive trees, and cereals, southern Spain was marked by its 

inequality in landownership, possessing a small class of hereditary landowners 

and large amounts of landless laborers. The catastrophic aftermath of the 

Spanish Civil War and economic policies of the early Franco regime produced 

desperate living conditions for Spain´s rural poor. This factor and the later 

agricultural mechanization, industrialization and urbanization push by the regime 

(the so-called "Spanish Miracle") beginning in the 1950´s and 1960´s provoked 

an unprecedented rural exodus to Spain´s industrial centers such as Barcelona 

and Madrid. (COLLANTES, 2007) 

 This process of rapid rural depopulation in the latter half of the 20th century 

produced a series of impacts in Spain´s rural societies that are still felt to this day. 

 
35 Alfonso Alba Escribano, Interview, 2019, Tarifa 
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Firstly, was the steady departure of the base material for rural communities´ 

social reproduction: the youth. Pushed by economic hardship and incentivized by 

mass media and stories of friends and relatives that had previously migrated, 

young people - particularly young women departing traditional rural cultures with 

rigid gender roles - left their communities and agrarian systems of production to 

find employment in burgeoning urban, industrial centers. With the economically-

productive segment of the population, of child-bearing age, leaving rural areas en 

masse, these rural geographies increasingly became characterized by 

predominately aged, male populations and innumerous centuries-old small 

communities in rural Spain eventually ceased to exist in this period. Invariably, 

the process of rural exodus, depopulation and rupture of oral intergenerational 

cultural transmission was acutely felt in a dimension that uniquely expresses rural 

Spanish communities´ culture and social dynamics: traditional collective festive 

rituals. Chacarrá of rural Tarifa was no exception. (COLLANTES, 2007) 

 Rural people of Tarifa, many of whom had traditionally practiced family-

based subsistence farming, migrated from their homes to numerous locations 

both within Spain and abroad (France and Germany), beginning in this period. 

Alba Escribano (2019) states, "it was like shooting buckshot. Everybody 

migrated, some to Barcelona, some to Marbella, others to Madrid, others to 

Algeciras. The majority went to Algeciras, there are many people there from rural 

Tarifa". The effects this migration en masse had on the society of rural Tarifa was 

drastic. Isabel Román Treviño (b.1938) from Poblana (Figure 20) relates: 

There used to be a lot of people in the countryside, and now nobody is 
left. There used to be a lot of neighbors. We would get together in 
people´s houses to sing and dance (chacarrá) [é] Now the countryside 
is just for livestock, nobody plants anything. There are just animals.36 
 

 
36 Isabel Román Treviño, Interview, 2019, Tarifa 
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Figure 20 ï Isabel Román Treviño (Tarifa, 2020) 

Photo: José A. Curbelo 

José García Alba (b.1953) from Angostura (Figure 21) comments about 

his village of origin, which he left at eighteen years old: 

There are no neighbors left. (There´s only one) and he rents because 
he has livestock, but he´s the only one left. There are many old houses 
in ruins. [é]  just a bunch of rubble. [é] A lot of people left there, some 
came to Algeciras, others went other places, there practically weren´t 
any possibilities in the countryside. So, they left, mainly the youth, when 
they reached working age, they had no other option, they emigrated.37 
 

 

 

Figure 21 ï José García Alba (Algeciras, 2020) 

Photo: José A. Curbelo 

 
37 José García Alba, Interview, 2020, Algeciras 
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As mentioned, an important location for emigration of people from rural 

Tarifa, in addition to Cataluña, has been the nearby industrial port city of Algeciras 

in the Bay of Gibraltar. This was the option chosen by the informants Andrés 

Caballero Cruz, Agustín Barrios Triviño and José García Alba. Vicente Lara 

noted, back in 1982: 

This intensive emigration in the past twenty years has separated the 
"fandangueros" from the authentic, original context of this folkloric 
manifestation. An important destination of this rural population is the 
city of Algeciras, in whose outlying, suburban neighborhoods a 
significant community of tarifeños has settled, many of whom have 
abandoned the practice of chacarrá. (VICENTE LARA, 1982, p.25-26) 
 

The peripheral neighborhood of El Cobre in Algeciras, near the Cortijo 

Real industrial complex, received a large influx of rural migrants from Tarifa over 

the decades. Andrés Caballero Cruz, who has lived in the neighborhood since he 

was 23 years old when he arrived to the city from the countryside to work in the 

construction trade, observes, "La Carretera del Cobre is one of the 

neighborhoods of Algeciras with the most people from Tarifa [é] they even came 

to call it Little Tarifa. Here there are a lot of people from Tarifa".38 (Figure 22) 

 

Figure 22 ï La Carretera del Cobre neighborhood (Algeciras, Cádiz, 2020) 

Photo: José A. Curbelo 

 
38 Andrés Caballero Cruz, Interview, 2020, Algeciras 
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 Both José García Alba, who also came to Algeciras as a youth to work in 

construction, and Andrés Caballero Cruz, recall the maintenance of rural 

practices among this migrant population in El Cobre such as gardening and 

keeping farm animals. When García Alba arrived to the neighborhood to construct 

his residence, he remembers, " there were only three or four buildings, the rest 

was all countryside, they would plant crops, there wasn´t the industrial complex 

that there is now, they used to plant crops".39 According to them, these rural 

practices slowly came to diminish as the migrants and their children became more 

urbanized. According to García Alba, "there were a lot of houses that had 

gardens, but people started building and building and normally the gardens 

disappeared".40 He cites the example of his neighbor who maintained a garden 

on his property, but after his death, the grandchildren inherited the property and 

began to construct where the garden once was. 

 This gradual waning of rural practices of tarifeño migrant families in the 

working-class neighborhoods of Algeciras has its parallels in the trajectory of 

chacarrá in this new urban environment. On this point, Vicente Lara, observes: 

We have observed in these people, taken out of their world and 
transplanted to an environment that is hostile to them, a certain 
reluctance to maintain their folkloric traditions for fear of ridicule. 
Nobody denies their rural origins, which is to be commended, but the 
rural-urban conflict makes them uncomfortable, and sometimes offends 
them. On the very few occasions that they get together to have a 
"fandangazo" it is strictly within a family environment. While this 
phenomenon occurs, it is difficult for chacarrá to be able to take root in 
the city, this is negatively compounded by the fact that young people 
are uninterested in learning it, which endangers this tradition. 
(VICENTE LARA, 1982, p.26) 
 

 Andrés Caballero Cruz corroborates: 

Chacarrá was not normally done (here in Algeciras). Chacarrá was 
done when the group from Tarifa (Grupo de Fandango Tarifeño Nuestra 
Señora de la Luz led by Alfonso Alba Escribano) has come or by a few 
neighbors over there. Maybe at a first communion party, or a birthday, 
people would get together and say "let´s have a bit of chacarrá" 
because, of course, they were people who had sung and danced 
chacarrá and they wanted to remember their past (in the country).41 
 

 Within this rural diaspora, not solely in Algeciras, but among tarifeño 

migrants in other cities of Spain such as Barcelona, and even the city of Tarifa 

 
39 José García Alba, Interview, 2020, Algeciras 
40 Ibid. 
41 Andrés Caballero Cruz, Interview, 2020, Algeciras 
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itself, chacarrá takes on new significance. Though many migrants have ceased 

to have rural lifestyles for several decades, chacarrá comes to be an expression 

that conjures up a fleeting rural past and the values and social practices that were 

carried out in that environment in the youth of the migrants and in the lives of their 

parents, grandparents and other ancestors. The context of fiestas of chacarrá, in 

many cases, have served as "social frameworks" - according to Maurice 

Halbwachs (2004) - for the memory and identity processes of senior citizen rural 

migrants from Tarifa. 

 Though various informants relate that migrants have not necessarily 

cultivated the practice of chacarrá in their migration destinations, during work 

vacation periods (July, August, September, etc.) it has been a common practice 

for rural tarifeño migrants distributed throughout urban Spain to return to their 

places of origin, and in those periods chacarrá has been an important element 

for socializing and reconnecting with dispersed friends and relatives. Agustín 

Barrios Triviño remembers: 

(People from El Almarchal) emigrated to Barcelona, Tarragona ï to 
Catalu¶a [é] Here there was no work, there was a bit of misery in that 
period [é] in the 1960Ës. [é] (Migrants would return on vacation) and 
participate in fiestas of chacarrá. On days when they had festivities 
here, they would come and participate. They left because of the 
economy.42 
 

 Andrés Caballero Cruz remembers that generally in the month of August 

(period when people had vacation from their employment) many tarifeño migrants 

would visit from Barcelona and participate in fiestas of chacarrá, particularly at a 

restaurant en route to the Sanctuary of Nuestra Señora de La Luz, "El Rancho". 

Caballero Cruz recalls: 

They would come on vacation, and there were some who sang very 
well and others who danced, and between us and those who came 
(from Barcelona) a great fiesta was had. [é] Those moments were 
beautiful because you were happy to see people, if they weren´t family 
members they were acquaintances [é] Chacarrá was very important to 
bring people together.43 
 

Juan Heredia of Zahara de los Atunes also notes the continued presence 

of chacarrá in the memories of the populace of his region: 

 
42 Agustín Triviño Barrios, Interview, 2020, El Almarchal 
43 Andrés Caballero Cruz, Interview, 2020, Algeciras 
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Wherever we go to perform [é] all you have to play are the first chords 
(of chacarrá) and people react immediately. [é] People from the 
countryside. [é] Chacarrá moves a lot of people, people from Tahivilla. 
Facinas, Tarifa, they dance (and there are people who improvise).44 

 

Within the diaspora that has migrated to urban areas, there have also been 

localized efforts for several decades to formalize the practice of chacarrá and 

officially foment and disseminate it through education and public presentations. 

Such is the case of Grupo de Fandango Tarifeño Nuestra Señora de la Luz. 

[Figure 23] Founded in the 1970´s by Tarifa resident Antonio Triviño Iglesias, the 

group has taken chacarrá to diverse venues: from national television to the yearly 

fair that is held in Tarifa in September, where there is stage exclusively dedicated 

to chacarrá: the Caseta Fandango Tarifeño.  

 

Figure 23 ï Agrupación de Fandango Tarifeño Nuestra Señora de La Luz (Tarifa, 2019)  

Photo: José A. Curbelo 

Since 1988 this group is presided by Alfonso Alba Escribano, who also 

resides in the city of Tarifa. His motivations to get involved in the group stem from 

participating in fiestas de chacarrá in his youth in rural Tarifa, but also from the 

many years he spent away from Tarifa in his military career as part of the rural 

tarifeño migratory diaspora: 

I spent eight years in Barcelona and I didn´t have contact with (our) 
folklore, only when I would come (to Tarifa) on vacation in the summer. 

 
44 Heredia González Et. Al., Interview, 2020, Zahara de los Atunes 
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Later, when I was stationed in Tarifa, I dedicated myself to folklore [é] 
When I was away, I missed my folklore. When you are here, you don´t 
give it much importance, but when you are far away, that´s when you 
start to value it and miss it.45 
 

According to Alba Escribano46, the group´s members have varied since 

the its founding, many have been friends and acquaintances from his youth in 

rural Tarifa as well as their descendants, "The majority of them have parents who 

danced and sang (chacarrá). So, they determine, "Hey, my (parents) participated 

in this, this is getting lost, let´s continue the work they started". He also observes 

the diverse dynamics of the group´s followers and supporters in diaspora and the 

public that frequents the Caseta Fandango Tarifeño: 

Nowadays in the (Caseta Fandango Tarifeño) we have participants 
from all walks of life: sailors, members of the military, public employees, 
health professionals, everything, farmers, ranchers, everything. 
Nowadays, there is no distinction between social groups. [é] We have 
our Facebook page; there we can see all the people in diaspora who 
follow us. [é] That is the advantage of social media that you can be a 
long distance away and you can participate in your (culture), in what 
you were raised with, what you like, and what you feel inside.47 
 

This engagement of the "imagined world" of the rural tarifeño diaspora via 

electronic means is a vivid expression of Appadurai´s conception of territory in 

terms of ethnoscape, mediascape and ideoscape. (APPADURAI, 2003) 

Beyond returning on festive occasions animated by chacarrá, many rural 

tarifeños in diaspora have also cultivated direct connections to their places of 

origin in the form of maintenance of hereditary property ownership and 

investment in real estate, made possible by monetary capital saved through 

employment in Spain´s urban, industrial centers over the years. This dynamic is 

a micro-sized example of Appadurai´s financescape aspect of territorial 

diasporas. Agustín Barrios Triviño (2020) acknowledges that migrants from El 

Almarchal invested in the village, "They have invested in houses, not so much in 

plots of land. [é] In diaspora, away from El Almarchal, they have built (houses in 

the village) so that when they visit, they have their own house". (Figure 24) 

 
45 Alfonso Alba Escribano, Interview, 2019, Tarifa 
46 Ibid. 
47 Ibid. 
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Figure 24 ï Agustín Triviño Barrios tocando la botella (El Almarchal, 2020) 

Photo: José A. Curbelo 

 Isabel Román Treviño48has a son that maintains the family´s hereditary 

property in Poblana and resides there with his wife and children. According to 

her, this linkage is her lifeline to her rural past, "One never forgets living out in the 

countryside, at least not me. I like the countryside a lot, I was raised there and I 

love it. Every chance I get I go out to the country". José García Alba also 

maintains a hereditary property in his place of origin: Angostura. Both, as well as 

Andrés Caballero Cruz, are active participants in the Grupo de Fandango 

Tarifeño Nuestra Señora de la Luz. 

 Although his elderly parents eventually moved from Angostura to the city 

of Tarifa, José García Alba (who also is an artisan, creating hand-made rural 

implements from his youth such as tools and woven baskets) and his siblings still 

maintain ownership of their hereditary rural property of approximately six 

hectares where they grew up. According to him: 

My sister doesn´t go there anymore. My brother, who lives in Tarifa, 
goes once in a while, he has a garden there. [é] You have to walk four 
or five leguas49, itËs not so easy to get there. [é] The house is still there 
(intact), it has a chimney, bathroom, there is no running water, just the 
water well that is there.50 
 

 
48 Isabel Román Triviño, Interview, 2020, Tarifa 
49 One legua is approximately 4.8 kilometers  
50 José García Alba, Interview, 2020, Algeciras 
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 Though the family of Andrés Caballero Cruz (father, mother and ten 

children) sold their property in Las Caheruelas to establish themselves in the El 

Cobre neighborhood of Algeciras when Andrés was a young man, Caballero Cruz 

maintained the childhood habit of returning to his territory of origin to forage for 

traditional natural foods found in the local ecosystem, most specifically snails, 

wild asparagus, and "tagarninas" (Scolymus hispanicus). (Figure 25) (Figure 26) 

According to him: 

My legs hurt and I can´t walk very well (like I used to) but I never give 
up going to gather snails when they are fat, [é] (and) wild asparagus 
[é] Where I was raised, I know where all the wild asparagus patches 
are, I know them by heart. I know where they all are more than the 
people who live there (now).51 
 

 

Figure 25 ï Snails being sold at the Mercado Central in the city of Cádiz (2020) 

Photo: José A. Curbelo 

 
51 Andrés Caballero Cruz, Interview, 2020, Algeciras 
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Figure 26 ï Tagarninas being sold at the Mercado Central in the city of Cádiz (2020) 

Photo: José A. Curbelo 

 

These material and immaterial connections to rural Tarifa, such as 

participation in chacarrá and maintenance of rural properties, are actively 

practiced by senior citizens in diaspora who participated in the rural exodus of 

the 1950´s, 60´s and 70´s and are important elements in their processes of 

memory and identity anchored in the lived experiences of their youth and young 

adulthood. The transmission of these practices and values to new generations 

born in diaspora in urban, industrial Spain has proven to be a challenge. 

 José García Alba,52 whose oldest child was born in Madrid in 1978, 

comments about his neighborhood, El Cobre, "The majority of those who came 

(from the country) are no longer around, their children are here, they were born 

here. [é] The majority now have been born here". Regarding the family rural 

property that he maintains in Angostura he observes: 

Who goes there? My kids don´t go. And if my kids don´t go, who will 

go? My nephew is in Madrid, my niece as well. Who´s going to go? No 

one. The day we pass away, for example, (none of our children will 

go).53 

 

 
52 José García Alba, Interview, 2020, Algeciras 
53 Ibid. 



82 
 

Based on his experiences with the Grupo de Fandango Tarifeño Nuestra 

Señora de la Luz, Alfonso Alba Escribano summarizes the generational changes 

that he has noted since the last decades of the 20th century in relation to family-

based cultural practices such as chacarrá: 

Today the problem is that [é] (parents and children) donËt interact with 
each other. Back then, parents interacted with their children at home, 
as well as the grandparents. Today, no [é] parents donËt interact with 
their kids, they live together at home, but when it comes time to go out 
for fun, they don´t do it together. Children will go out themselves, 
without their parents [é] much less with their grandparents.54 
 

 Isabel Román Triviño (2020) also notes the lack of interest that younger 

generations have shown in chacarrá. However, Andrés Caballero Cruz´s 

children, incentivized by the family context and frequenting cultural venues such 

as the Caseta Fandango Tarifeño, have grown to participate in aspects of rural 

tarifeño culture. His son and daughter dance chacarrá, and, according to 

Caballero Cruz (2020), who admits that he feels that he was able to transmit this 

culture to his children: "one of my sons often goes with me (to the countryside). 

Anytime he can go pick tagarninas and gather snails he goes alone, he likes it, 

he must be like me". 

 Juan Heredia, 55member of a long lineage of family musicians, sustains 

that in his region the song and dance of chacarrá has been able to be successfully 

transmitted to younger generations. Like Alba Escribano, he stresses the 

centrality of a family structure for the oral transmission of this tradition: 

(You learn chacarrá) by ear [é] and you canËt abandon it, wherever we 
go we play chacarrá. [é] (The value of family) for us means everything 
(in the transmission of chacarrá) [é] When I have played with my 
mother, my cousin Rosario and my aunt Juana, my cousin Fernanda, 
Paca, Dolores, with that group, I have never had a better time in my 
life.56 
 

 It is important to note that the Heredia family, regionally famous for their 

musicality, are romaní. This is crucial in understanding the dynamics of the 

central social importance and intergenerational transmission of chacarrá in their 

region of the province of Cádiz: Bolonia, Zahara de los Atunes, El Almarchal, etc. 

With the goal of providing comparison with the other distinct collectivities 

 
54 Alfonso Alba Escribano, Interview, 2019, Tarifa 
55 Heredia González Et. Al., Interview, 2020, Zahara de los Atunes 
56 Ibid. 
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presented later in this thesis, we will briefly provide historical and cultural 

background of the romaní and their presence in southern Andalucía.  

 The romaní, one of the primary ethnic minorities in Europe (FSG, 2019, 

p.5) and subject of innumerous ethnographic and sociological studies, are a 

unique collectivity that originated in northwestern India and began a series of 

migrations in the 10th Century A.D., according to some authors, due to violent 

invasions, by Central Asian groups, of their region of origin. (BERLANGA, 2008, 

p.1; PLANTÓN GARCIA, 2003, pp.17-18) Arriving to Eastern Europe in the 14th 

Century, these nomadic groups spread throughout Europe over the centuries, 

arriving to the Iberian Peninsula in the 1400´s following commercial and religious 

pilgrimage routes. According to Jordán Pemán: 

The possibility of participating in religious pilgrimages57 facilitated 
receiving alms and donations, exemption from taxes, and the possibility 
to ply the commercial routes of Europe, that, in fact, coincided with the 
routes of religious pilgrimage. (JORDÁN PEMÁN, 1991, p.19) 
 

A unique feature of these collective nomadic romaní groups, to whom the 

values of freedom and family are paramount, has been their particular ability to 

adapt, in their own way, to the local cultures where they travelled or settled, 

without necessarily assimilating or losing their inherent strong cultural identity 

based on family (nuclear and extended) and language. (BERLANGA, 2008, p. 1) 

To this respect, Spanish romaní author and political figure Ramírez Heredia 

states the collective desire: 

[é] to live in harmony and peace with all, respecting our rights and respecting 
those of others and demanding that they allow us to freely practice that which 
does no harm to anyone, and that we consider to be inherent to our culture, 
although others may not understand us. (RAMÍREZ HEREDIA, 1974, pp.184-
185) 
 

Music and dance are central to romaní collectivities across the world. Their 

adaptability, mentioned above, has been expressed musically. Berlanga 

sustains: 

(They) have always been propense to assimilate and refashion the music of 
their host countries. [é] One of the key factors that explain the success of the 
roman² as musicians is their adaptability. [é] As far as being musical 
interpreters, not contemporarily nor historically have the romaní sought to 
impose musical genres on the rest of the populace. Rather they have been 
experts in adapting to what they find to be interesting and useful for the different 
occasions where music is socially in demand. (BERLANGA, 2008, pp.2-3) 

 
57 Such as that of Santiago de Compostela in Galicia.  
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Family is the central core of romaní society, with unique values and 

practices that differ from the external payo58 society. This family-centric social 

organization, ethnic solidarity, and endogamy can be viewed as survival tactics 

during the collectivities´ nomadic transit through a myriad of ethnically-different 

and potentially hostile national contexts throughout history. (JORDÁN PEMÁN, 

1991, p.16; PLANTÓN GARCIA, 2003, pp.27-29; RAMÍREZ HEREDIA, 1971, 

p.28) Hence, collective ritual festive musicking, so important to romaní 

collectivities, is conducted and transmitted in a multi-generational, extended 

family environment. Plantón Garcia (2003, pp.29-30) summarizes, ñ(Festivities) 

serve to gather family members or members of another family. [é] This is where 

truly the happiness of the Romaní People can be seenò. 

The importance of ritual festivities for romaní families must be 

comprehended against the backdrop of systematic persecution, prejudice, and 

marginalization that the collectivity has experienced in the past centuries. Already 

beginning in the 15th and 16th Centuries, official governmental measures to 

control and repress the romaní and their culture in Spain continued until the 

1970´s, with dramatic episodes such as the mass detention and familial 

separation of thousands of Spanish romaní in 1749 under Fernando VI, and 

repression under Franco in the 20th Century. (FSG, 2019, p.11-12; PLANTÓN 

GARCIA, 2003, p.23) Ramírez Heredia (1971, p.149) has denominated this 

systematic control and repression as ñpowerful technocracy [é] that 

depersonalizes humans and converts them into instruments at its service as just 

another cog in its powerful machineryò. 

In response to these adverse conditions, the romaní have expressed 

constant efforts of resistance and maintenance of liberty, which is inherent to the 

collectivity. This has expressed itself in the perpetuation of language, cultural 

expressions, familial ties, and ethnic solidarity. This resistance includes the 

continued practice of ritual festivities within an intergenerational family structure. 

Plantón Garcia states: 

Despite all the persecution that the Romaní People have endured, they 
have maintained the customs, culture and values. We are proud of 

 
58 Payo: non-romaní 
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conserving our idiosyncrasy, of being in solidarity with one another, of 
being respectful and tolerant, and of being artists of life. The Romaní 
People have unity. (PLANTÓN GARCIA, 2003, p.3) 
 

At an informal musicking session at the residence of Francisca ñPacaò 

Heredia González (1939-2021) in the coastal town of Bolonia in September of 

2020, Juan Heredia (2020) described the participants in attendance (all of whom 

contributed in some manner: singing, clapping, dancing, playing percussion on 

household utensils, etc.) which numbered about fifteen, at the festivities at his 

aunt´s house, ñPaca, aunt, cousins, sons, sister, niece, all in the family. Chacarrá 

is done as a family. Four generationsò. His sister concurred and recalled how she 

habitually attended family musical festivities since being a young girl - calling 

attention to her young daughter in attendance ï which developed her cultural-

musical abilities and sensibilities. Juan again emphasized that traditional 

musicking is transmitted informally from one generation to the next via the family 

and is not formally taught.59 

Expressing her happiness to host a musical family gathering at her house 

after many years of not doing so, Paca jokingly recalled the adverse 

circumstances of the upbringing of she and her siblings, ñwe didnËt have much 

money, we had more fleas and lice, that´s what there was in those days (but) we 

had great cante60ò. Similarly, Juan Heredia and his father Curro, remembering 

how fisherman Curro´s61 mother would traverse kilometers on donkey back to sell 

recently caught fish in the rural communities or barter them for agricultural 

products, states, ñthose old people had to live through a lot (of difficulties) and in 

the moments that they were able, they would do chacarrá. Their daily life was 

about getting enough to eat, and yet they found time to do a bit of chacarrá and 

cachondeo62ò. 

 
59 A video, produced by the author, of the above mentioned gathering can be found here: 
https://youtu.be/an3GRnTClrA  
60 Cante: music and song 
61 Curro used to fish in African waters off the coast of Agadir, Morocco. 
62 Cachondeo: Merry-making. Term comes from the traditional carousing along the banks of the 
Cachón River which passes through Zahara de los Atunes. (Figure 27) 

https://youtu.be/an3GRnTClrA
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 Paca and her sisters were greatly in demand as singers at festivities in the 

immediate region. 63 She remembered that, as young women, they would walk 

long distances to the inland rural communities, where they were the principal 

artistic animators of these traditional festivities. Her son, who later as a child 

would accompany his mother at those festivities, recalled the festive context of 

inter-generational cultural transmission within the family: 

A lot of people would come from the countryside. Word would get 
around that in a determined place there would be a chacarrá party and 
people from the countryside would come. [é] I would go as a child, I 
remember everything. [é] They would go to La Canchorrera64 and lots 
of people would show up. There were certain days for parties and 
people would be waiting. [é] It was a healthier way of life. [é] In the 
1950´s my mother was already performing at those parties. [é] Her 
parents would go with their daughters, and because my grandparents 
sang, my mom and aunts learned by ear.65 
 

The family fondly remembers Paca´s venerated sister, Juana, now since 

deceased. Juan HerediaËs mother recalls, ñfor festivities, she was good at 

everything: singing, dancing, she was good at everythingò. Juan66 describes the 

unique way that Juana left human existence, ñWhen she died, we played chacarrá 

at the church. She said that she didn´t want grief. We played at her funeral. It was 

a first. She requested that a few days before (she passed)ò. This novel 

occurrence contrasts with Ramírez Heredia´s (1971, p.89) analysis of traditional 

romaní practices of bidding farewell and remembering their deceased. 

 
63 A live album ñChacarrá: De Bolonia a Zahara de los Atunes ï Grupo de Chacarrá La Galeraò 
(El Flamenco Vive, 2007) featuring Paca and her sisters performing chacarrá and flamenco can 
be found at the following link: https://youtu.be/2tFubt_G1s8  
64 Now an abandoned village near El Almarchal. It was famous for the festivities that habitually 
occurred there, that attracted revelers from surrounding communities, and involved chacarrá. 
65 Heredia González Et. Al., Interview, 2020, Zahara de los Atunes 
66 Ibid. 

https://youtu.be/2tFubt_G1s8
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Figure 27 ï Cachón River (Zahara de los Atunes, Cádiz, 2021) 

Photo: José A. Curbelo 

In conclusion, in this section we have been able to portray how the chacarrá 

tradition in rural Tarifa developed over generations via oral transmission of 

diverse cultural influences arrived via migration to this territory in the exploitation 

of maritime and rural resources. We have suggested how the festive ritual 

chacarrá tradition proved fundamental in the dispersed rural and coastal society 

of Tarifa as a context for social reproduction and a tool to promote social cohesion 

and integration, fomenting acts of commensality and reciprocity, and 

strengthening bonds of trust that proved crucial in carrying out collective 

agropastoral tasks. The chacarrá tradition has served as an important social 

framework of memory and identity for people in rural Tarifa. Though depopulation 

brought on by rural exodus in the 20th century dealt a mortal blow to the practice 

of chacarrá in its natural habitat, it has shown resilience in being cultivated within 

extended families, and in being re-signified within diaspora, coming to symbolize 

rurality and regional cultural values, incentivizing continued emotional investment 

and material engagement in the territory of rural Tarifa on behalf of members of 

the diaspora and their descendants.  
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4 CASE STUDY ï SOTAVENTO ALGARVIO 

4.1 Chromatic accordion ï Social Dances and Concert Performance 
 

We now turn our attention to the chromatic accordion tradition in the 

southern Portuguese region of the Algarve, bordering Andalusia. (Figure 28) The 

chromatic accordion, its diatonic predecessors and the 19th Century continental 

European couple dance musical genres (polka, mazurka, waltz, etc.) associated 

with these instruments are relatively recent arrivals to the Algarve, historically 

speaking. However, the practice of social ludic dancing, singing and music-

making (not necessarily religious or ceremonial in nature) is an ages-old practice 

in rural communities in the interior of the Algarve. Raimundo (2002, p.36) 

considers round dances, involving choreography, song, and melody instruments 

such as artisanal cane flutes (associated with livestock pastors) and practiced on 

occasions such as harvests and feast days, to be the earliest form of ludic dance 

that still exists in the Algarve.67 (Figure 29) Raimundo (2002, p.38-39) also 

highlights the diverse cultural origins of these practices, citing the historical 

processes of conquest, maritime exploits and circular labor migration as formative 

of these traditions, influenced by cultures from nearby regions: North Africa, 

Alentejo, Andalusia, etc. 

 

Figure 28 ï Map of the Algarve  
Source: NatGeo Mapmaker Interactive 

 
67 Ethnomusicologist Michel Giacometti (1929-1990) registered various ludic social dance pieces 
such as "Baile Mandado" and "Corridinho" artfully executed on artisanal cane flutes in his field 
work in the Algarve. (GIACOMETTI, 1998) 

PORTUGAL 

SPAIN 
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Figure 29 ï Cane flute (Casas, Alte, Loulé, 1985) 

Source: RAIMUNDO, 2002, p.50 

Sardinha (2001, p.27) (2002) and Raimundo (2002, p.47) also note the 

historical protagonism of archaic stringed instruments - viola campaniça ï in 

accompanying these types of ludic dance events, as well as traditional improvised 

poetry duels (cantar ao despique) in neighboring Alentejo, but also in certain parts 

of the Algarve. (Figure 30) Sardinha (2001, p.156) and Veiga De Oliveira (2000, 

p.58) describe the eventual predomination of foreign-made free-reed instruments 

("harmónio", "concertina") over Portuguese archaic stringed instruments, such as 

the viola campaniça and others, in accompanying social dance music, beginning 

in the second half of the 19th century. According to Veiga de Oliveira in Portugal 

this organological evolutionary and transformation process has historically been 

a constant: 

It can be said that the chordophones (and nowadays, above all, the 
concertinas) show a tendency to [é] absorb the old ludic genres, which 
in the past had competed with instruments of another character: 
bagpipes, adufes68, etc. ï which conversely, as a rule, conserved their 
ceremonial functions. (VEIGA DE OLIVEIRA, 2000, pp.74-75) 
 

 
68 Adufe (membraphone) is a traditional Portuguese square-shaped frame drum 
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Figure 30 ï Viola campaniça  
Source: SARDINHA, 2001, p.36 

 

Cunha (2010, p.107) notes the unfavorable opinions that certain 

contemporary music researchers and critics have expressed regarding trends of 

organological transition towards free-reed instruments in Portuguese popular 

traditional dance music. Accordingly, in the words of Veiga De Oliveira, regarding 

the general transition towards free-reed instruments across Portugal (in this 

quote particularly referring specifically to diatonic harmónios and concertinas): 

The harmonicas, accordions, and concertinas, imported from abroad 
and lacking any regional characteristics, structured in an extreme and 
exclusive fashion along a tonal line, seem to have come to occupy, 
because of this, the place of the old local chordophones, and tend to 
totally eliminate them. The repertoire of these new instruments is 
certainly, most of the time, constituted of genres that are related to the 
viola and its counterparts; and their particularities that not only rendered 
them unusable to execute any form of archaic musical genres, but 
produce, in the songs that they appropriated, a very perceivable 
distortion, which alters the melodic line and any rhythmic particularities, 
transforming them according to their elemental and easy diatonicism, 
and poor and uniform structure, annulling all the possible originalities of 
before.  (VEIGA DE OLIVEIRA, 2000, p.58-59) 

 

The exact time period and channels of introduction in which the accordion 

ï both its diatonic and chromatic varieties69 ï arrived in Portugal, and most 

specifically to the Algarve, are not precise, though it has been documented to be 

present since the mid to late 19th Century. (CUNHA, 2010, p.110) Various authors 

 
69 The diatonic button accordion, referred to in Portugal as concertina, is the predecessor of the 
chromatic accordion, a variety of accordion which possesses three to five rows of buttons on the 
right hand, each button producing the same note whether the accordionist is opening or closing 
the bellows.  
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associate its introduction (and introduction of the repertoire and styles associated 

with it: European popular dance music of the 19th Century such as polkas, 

waltzes, mazurkas, etc.) with the commercial and maritime interconnectedness 

the Algarve has maintained with other European nations and the presence of 

population of other European nationalities in the region. (BOOKER, 2010; 

PASCOAL SINTRA, 2016, p.42; RAIMUNDO, 2015, p.193-194) 70 Many 

associate the instrument´s growth in popularity in the region with the period after 

the First World War, a conflict that saw many Portuguese participate as 

combatants in France, a country where the chromatic accordion was in vogue in 

that period. (CAMPOS INÁCIO, 2016, p.26) Some of these combatants were 

popular musicians themselves, as was the case of famous accordionist José das 

Neves Vargues (known as José Ferreiro Pai) (1895-1967) from Bordeira, Santa 

Bárbara de Nexe in the Algarve who returned from the conflict with musical 

experience acquired in France. (GUERREIRO, CONCEIÇÃO, 2014, p.21) 

(Figure 31) 

 
70 Lameira (1993, pp.55-56) also notes the importance of military bands and "filarmónicas", 
stemming from Portugal´s 1820 liberal revolution, as vectors of introduction of urban popular 
continental European dance repertoire. 
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Figure 31 ï José Ferreiro Pai 

Source: GUERREIRO, CONCEIÇÃO, 2014, p.46 

Though older, diatonic free-reed instruments (gaita-de-beiço71, harmónio, 

concertina) have been wide-spread across Portugal (and throughout the nation´s 

global migratory diaspora), different regions have shown predominance of one 

instrument or another. The concertina has been particularly associated with 

northern Portugal, most specifically Minho (Figure 32) (Figure 33), but accordion 

repairer Isabel Gomes who works with accordion-maker Leonel Carreira Rocha 

in Ferreira do Zêzere, noted in 2020 that the instrument is currently being widely 

played, by professionals and amateurs alike, in other regions of 

Portugal.72(Figure 34) Carlos Pedrosa, maker of the Pedrosini concertina brand 

in Valença do Minho, also accentuated in 2020 the exponential growth of the 

practice of concertina-playing among members of the Portuguese migratory 

 
71 Gaita-de-boca (free-reed aerophone) Coloquial Portuguese term to refer to the harmonica. 
(Figure 36) (Figure 37) (Figure 38) 
72 Leonel Carreira Rocha, Isabel, Gomes, Bruno Gomes, Interview, Ferreira do Zêzere, 2020. 
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diaspora abroad ï motivated by homesickness (saudade), according to him ï in 

places such as Venezuela, France, Canada, etc.73 (Figure 35) 

 

Figure 32 ï Older model concertina that forms part of the collection of the Casa Museu 
do Acordeão, Paderne, Albufeira, Faro 

Photo: José A. Curbelo 

 

Figure 33 ï Modern Pedrosini brand concertinas, Valença do Minho 

Photo: José A. Curbelo 

 

 
73 Carlos Pedrosa, Interview, 2020, Valença do Minho 
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Figure 34 ï Isabel Gomes (right) and Leonel Carreira Rocha (left) Ferreira do Zêzere, Portugal, 
February 2020 

Photo: José A. Curbelo 

 

Figure 35 - Carlos Pedrosa in his workshop, Valença do Minho, 2020 

Photo: José A. Curbelo 
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Figure 36 ï Gaitas de beiço (harmonicas) Casa Museu do Acordeão, Paderne, Albufeira, Faro 

Photo: José A. Curbelo 

 

Figure 37 ï Classic harmonica branded for the Portuguese market "O Fado Portuguez" by the 
German company Hohner. Collection of the Museu do Traje, São Brás de Alportel, Faro 

Photo: José A. Curbelo 
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Figure 38 ï Foreign imitation of the classic "O Fado Portuguez" harmonica still being 
commercialized at Portuguese open-air markets. Market in Moncarapacho, Olhão, Faro, 

January 2020 

Photo: José A. Curbelo 

The most primitive form of accordion, the one-row diatonic accordion 

(harmónio) was the first to arrive to Portugal in the second half of the 19th century, 

and became wide-spread across the nation´s territory, employed especially in 

social dance accompaniment or providing ludic entertainment at settings such as 

local taverns, important nexuses of music dissemination and social dance 

interaction. (SARDINHA, 2000, p.326) (Figure 39) From his vast field work, 

Sardinha declares that the regions where the harmónio maintained greater 

protagonism were Estremadura, Douro Litoral and Beira Baixa. According to him: 

Effectively, the harmónio has been better preserved in these regions, 
than in the other provinces, probably due to merely casual reasons or 
perhaps related with the subsequent predomination of the concertina 
and the (chromatic) accordion, which is famously the case in Minho and 
the Algarve. (SARDINHA, 2000, p.454) 
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Figure 39 ï Harmónio that forms part of the collection of the Museu do Traje, São Brás 
de Alportel, Faro, Portugal 

Photo: José A. Curbelo 

During the 20th Century the chromatic button accordion came to be, by far, 

the preferred free-reed instrument in the Algarve, evolving into an icon of the 

popular culture of the region. (Figure 40) Though there are historical registries of 

several diatonic accordion players in the region (DIVISÃO DE CULTURA, 

MUSEUS, ARQUEOLOGIA E RESTAURO, 2016, p.5, 24-26; RAIMUNDO, 2002, 

p.49), accordion-maker in Tavira, José Domingos Horta (1941-2022), stresses 

the vast predominance of the chromatic accordion in the Algarve (Figure 41), in 

contrast to the North where concertinas predominate.74 In addition to importing a 

wide variety of European makes and models of chromatic accordion (at times 

brought by returning emigrants), the Algarve has produced important local 

artisanal chromatic accordion-makers, like José Domingos Horta (born in 

 
74 Jose Domingos Horta, Interview, 2020, Tavira 
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Malfrades, Vaqueiros), as well as Joaquim Contreiras in Bordeira. According to 

João Pereira (b.1976), accordionist and teacher: 

I always say that the (chromatic) accordion (in the Algarve) is our 
cultural emblem, it is an instrument that has strong roots and is very 
popular. [é] The Algarve is the place with the strongest chromatic 
accordion tradition in the whole country.75 
 

 

Figure 40 ï Chromatic accordion at the Casa Museu do Acordeão, Paderne, Albufeira, 
Faro 

Photo: José A. Curbelo 

 
75 João Pereira, Interview, 2020, Castro Marim 
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Figure 41 ï José Domingos Horta, Tavira, 2020 

Photo: José A. Curbelo 

The chromatic accordion began to be widely incorporated in rural dances 

or bailaricos throughout the Algarve (often accompanied by percussion, such as 

the metal triangle called "ferrinhos") (Figure 42) where the dance repertoire 

consisted of traditional round dances, as well as local adaptations of urban 

European salon dance music from the 19th Century (schottische, polka, etc.) such 

as the famed, local, late-19th century creation: corridinho.76 (LAMEIRA, 1993, 

p.56; RAIMUNDO, 2015, p. 192) These bailaricos served as moments of 

socialization and ludic activity for rural communities in the interior of the Algarve, 

many without electricity at least until the 1960´s. (Figure 43) 
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Figure 42 ï Miguel Pereira performing accompanied by ferrinhos 

Source: Pereira Family archive 

 

Figure 43 ï Grupo Mato Bravo (Quebradas, Castro Marim, 2019) 

Photo: José A. Curbelo 

 Sardinha (2000, p.329-330) accentuates the domestic festive rituals of 

village social dances in Portugal´s interior as "rites of passage" for a community´s 

new generations to graduate to adulthood ï leading to mingle the sexes, form 

couples, and eventually form marriages and produce children, carrying on the 

social reproduction of a local community. Aside from having been habitually 

practiced on Sunday afternoons in settings such as taverns, private residences 
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or barns, social dances were practiced on festive occasions such as weddings or 

festive dates such as Carnival, saintsô days (such as Saint John, etc.) of the 

cyclical religious/natural calendar, as well as after collective agricultural tasks 

such as grape and olive harvesting, or shucking corn (SARDINHA, 2000, p.327-

328) The same author also emphasizes the great importance an instrument 

player possessed in animating these dances - whether they had been a player of 

cane flute, later traditional chordophones, and eventually free-reed instruments 

such as harmónio or accordion ï and the special treatment and high esteem 

these musicians received from tavern owners and dance attendees. (SARDINHA, 

2000, pp.331-332) 

 Marchi Et Al., in writing about later revival practices and research of these 

village social dances, poignantly describe: 

(Our work) reinforces the way in which we conceive of dance as a 
necessity of encounter, as a moment that turns sadness into sweat and 
produces a circle of dancers, dance partners, laughter, romance, and 
village sociability. [é] (MARCHI, 2010, pp.21) 
 

 The same authors go on to synthesize the social context of village social 

dances of the recent past in Portugal´s interior, most specifically, in this case, 

referring to rural Alentejo: 

During times when work was hard, money and material wealth was 
scarce and fun-making was conducted by the community itself ï in the 
sense of the practice and the material means ï (social) dance was the 
festivity par excellence. Lacking any other means of entertainment, it 
was necessary to dance, and often to sing, to be able to dance, with the 
aim to create fun-making with your own hands, and obviously, with your 
own feet. In the villages that populated this territory, constructed in the 
cradle of rural values and practices, permeated by isolation, in the 
words of the majority of this population: "that used to be the only 
entertainment that we had back then". (MARCHI, 2010, pp.21) 
 

Social dance events were crucial in providing the context for creation and 

strengthening of social ties among members of small, rural communities in the 

Algarve´s interior, dispersed across its territory, at times separated from each 

other by some distance or difficultly-travelled roads. (Figure 44) (Figure 45) The 

cultural agents that traversed these distances were the local dance musicians 

themselves, most often chromatic accordionists. Carlos Gonçalves, from Fonte 

Salgada, Tavira, is a third-generation accordionist. (Figure 46) His grandfather 

played for local dances, as did his father. Gonçalves recalls how the geographic 

population dispersion of his region shaped the professional activities of dance 

musicians in the 1960s, such as his father: 
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In my dad´s time, my dad would get around by bicycle, with his 
accordion on his back, he would travel kilometers and kilometers. For 
example, when there were a few dances, letôs say one on Saturday and 
another on Sunday ï not like today ï my dad would spend the night 
there. During Carnival time my dad ending up being out for three, four, 
up to eight days playing dances here and there. Back then, people 
really lived for those dances with accordion.77 
 

 

Figure 44 ï Landscape of Fonte Salgada, Tavira 

Photo: José A. Curbelo 

 

Figure 45 ï Landscape of rural Fonte do Penedo, Castro Marim 

Photo: José A. Curbelo 

 

 
77 Carlos Gonçalves, Interview, 2019, Tavira 



103 
 

 

Figure 46 ï Carlos Gonçalves, Fonte Salgada, Tavira, 2019 

Photo: José A. Curbelo 

Likewise, accordionist Miguel Pereira (b.1949) from Fonte do Penedo, 

Castro Marim, recalls his father playing local dances, travelling by bicycle 20 

kilometers or more to small rural settlements, which at the time were relatively 

more populated and possessed more youthful demographic profiles (Figure 47): 

(Back then) any one of these small rural settlements ("montes") had 
ten, twelve or fifteen teenage girls, and if there were girls there were 
always boys who came to the dances.78 
 

 

Figure 47 ï Miguel Pereira, Fonte do Penedo, Castro Marim, 2019 

Photo: José A. Curbelo 

 
78 Miguel Pereira, Interview, 2019, Castro Marim 



104 
 

 

  

Figure 48 ï Map of locations mentioned by interviewees 

Source: National Geographic Mapmaker 

As previously mentioned, in the 1960s large parts of rural Algarve lacked 

electricity, and these village social dances, involving celebration, food and drink, 

were most often conducted without electric light, refrigeration, or sound 

amplification. This pre-electric condition shaped the logistical and social 

characteristics of these celebrations, colored the interactions between their 

participants, and created necessities that the chromatic accordion proved 

particularly effective in fulfilling ï it was loud, portable, and provided its own 

rhythmic accompaniment (on the left hand), required only one musician for its 

execution, and had chromatic resources to interpret new emerging genres of 

popular music as consumed by the populace in the form of radio, records and 

sheet music. 

These dances were held in settings such as taverns´ event halls or locales 

specifically dedicated to dance events ("casas de baile") such as that maintained 

by Miguel Pereira and his wife, Maria Fátima, for years alongside their residence. 

/ŀǎǘǊƻ aŀǊƛƳ ω 

vǳŜōǊŀŘŀǎ ω 

ωCƻƴǘŜ Řƻ Penedo 

ωCƻƴǘŜ {ŀƭƎŀŘŀ 

ωCƻƴǘŜ {ŀƭƎŀŘŀ 

/ŀǎǘǊƻ aŀǊƛƳ ω 

vǳŜōǊŀŘŀǎ ω 

ωCƻƴǘŜ Řƻ tŜƴŜŘƻ 

ωAlcoutim 

SPAIN 

Furnazinhas ω 
ω aŀƭŦǊŀŘŜǎ 
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Also, the domestic space proved to be crucial to this festive practice, with modest 

residences and storage buildings being transformed overnight into the stage for 

ritual festivities involving music, dance, song and commensality.79 Carlos 

Gonçalves remembers: 

Back then, life was experienced in a different fashion. It had a different 
flavor. Because things were more difficult, perhaps that led to things 
being lived differently than now, [é] in the 1960s and 1970s. [é] Back 
then, a dance could be held at any old house, and if you got fifty dancers 
together, that was a big dance. [é] Back then there was no electricity, 
the dances were lit by petrol-burning lamps.80 
 

Various informants recall this distinguishing feature of these dances: 

illumination by gas-light (Figure 49), and also the sonority of purely acoustic 

instruments (with the primacy of the chromatic accordion) which allowed for 

conversation among dance participants. Lack of public electrification 

necessitated that these social dances last all night and end at dawn so party-

goers could return home with daylight. Accordionist Francisco de Conceição 

(b.1956) from the rural, mountainous region of Conceição de Tavira recalls 

(Figure 50): 

Back then, the dances were more fun. At that time, [é] those dances 
would go on til dawn, not like today that they end at one or two in the 
morning, back then they went until daybreak. At one in the morning the 
accordionist would be fed, and the girls would form a round dance. A 
round dance, they sang and danced in a circle holding hands. Now 
there is nothing of that.81 
 

 
79 Domingos Morais describes the process in which public ritual festive dances (in neighboring 
Alentejo) in the 19th and 20th centuries went from being celebrated en masse in public spaces to 
differing locales based on processes of restrictions and social stratification. In examining this 
process, they sustain, "you must consider other conditioning factors that result from permanent 
change within a social group, or result from regulating measures by civil or religious authorities. 
We see how popular dances abandoned the public plazas to be held in homes or the budding 
'societies' that, towards the end of the 19th century, responded to class stratification, each (class) 
with their own representations and own ways of fun-making and conviviality". (MARCHI ET AL., 
2010, p.12-13) 
80 Carlos Gonçalves, Interview, 2020, Tavira 
81 Francisco Conceição, Interview, 2020, Tavira 
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Figure 49 ï "Petromax" lamp (Source: 
https://sc04.alicdn.com/kf/H0e8fd5c0d71a41cf82173a8e1efffaa4g.jpg) 

 

 

Figure 50 ï Francisco Conceição, Tavira, 2020 

Photo: José A. Curbelo 

As described above by Francisco de Conceição, and communicated by 

other informants, these village social dances included common ancillary practices 

beyond couple dancing. We will focus briefly on three: round dances, Dança do 

https://sc04.alicdn.com/kf/H0e8fd5c0d71a41cf82173a8e1efffaa4g.jpg
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teso, and fistfights. The first two are traditional group choreographic practices and 

the last is an expression of resolving interpersonal tensions within a community, 

and perhaps can even be considered a necessary release of violent tension to 

avert more serious conflicts within a community, as we will explore later. 

In regards to traditional round dances in the Algarve, Lameira (1993) 

considers them to have been eventually eclipsed by more historically recent 

couple dance traditions based around free-reed instruments, and describes them 

in the following fashion: 

The traditional round dances continued to be the most unrefined form 
of entertainment. Young men and women of a certain locale would get 
together on the threshing floors or the homes of one of them, and would 
dance - always in the presence of family members - to the most widely-
known melodies. There was a soloist, but all sang. Sometimes, a dance 
caller (man or a woman) would stand out who would direct the different 
dance steps, improvising funny and picaresque verses. (LAMEIRA, 
1993, p.56) 

 

Though Cunha Duarte (2000, p.240) admits that, "there are many sung 

round dances in innumerable countries on all the continents. This universal 

spontaneity is difficult to explain", he sustains that the centuries-old religious 

dance tradition of charolas (explored more in depth later in this thesis), which 

eventually became secularized, engendering diverse traditional dance forms in 

various countries ï including Portugal ï is the genesis of traditional sung round 

dance forms in the Algarve.82 (CUNHA DUARTE, 2000; SARDINHA, 2001, 

p.157) Citing the presence in medieval charolas of round-dancing, a dance caller 

and sung improvised poetic duels, Cunha (2000, pp.236-237, 240) writes: 

The charola conserved its dance until the 16th century, but in a 
secondary plane. The dance disappeared but the song remained. In the 
Algarve, the song of charolas still exists in Christmas songs. The dance 
is alive in round dances as well as balho mandado (called dances). 
Children maintain the tradition and perform it in their round dances. 
(CUNHA DUARTE, 2000, p.246) 
 

The same author also comments on elements of this tradition that he sustains 

remained in traditional culture of the Algarve: 

[é] (Sung improvised poetic duels occurred at dances). It is a kind of 
challenge (or tournament) born of the charola dance. Normally, it would 
be a girl or a boy or a man and a woman who would sing. [é] it is still 
popular to this day in the Algarve. At family parties it was a tradition to 
sing to each other in poetic duels. Normally the lyrics were satirical. 
(CUNHA DUARTE, 2000, p.240) 

 
82 Ribas (1983, p.77) also cites historical sources that describe charolas being performed in 
tandem with Christian religious processions in Portugal in the Middle Ages. 
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Marchi Et Al., in their fieldwork with traditional dancers in neighboring 

Alentejo, also the state the centrality of specific sung dances and improvised 

poetry exchanges in rural social dances in that region: 

Some interviewees affirm that many of the songs [é] had their own 
dances and, in the past, they were sung at social dances [é] (which 
were) opportunities for young men and women to compose verses to 
liven the party or describe local themes that emerged in the conviviality, 
such as from the history of the (local) group. (MARCHI ET AL., 2010, 
p.30) 

 

Dance ethnologist Tomaz Ribas (1983, p.36) admits that, "group dances 

or couple round dances make up, until this day, the vast majority of Portuguese 

popular dances" and acknowledges that bailes mandados and bailes de roda 

have been typically characteristic of the Algarve. (Ibid., p.88) He also stresses 

the importance, since the early Middle Ages, of the interconnected, simultaneous 

performance of popular poetry, music and dance in Portugal, noting the vestiges 

of medieval traditions present in modern Portuguese traditional music and dance, 

vestiges that have origins even further back in time, to Celtiberian and Hispano-

Roman roots. (Ibid., p.35, 43). 

Ribas (Ibid., pp.12-13) also presents criteria to classify Portuguese dance 

traditions in the popular sphere. He sustains that Folkloric dance expressions 

stem from archaic past forms that once possessed religious or ritual meaning and 

in centuries of intergenerational oral transmission have lost their original symbolic 

meaning, exemplified in Portugal´s various dramatic dance traditions. Popular 

dance forms, Ribas sustains, are dances that emerge from popular social classes 

(rural workers, lower middle class, fisherman, etc.) or are incorporated and 

adapted by them, such as fandango or corridinho. Ribas lastly sustains that 

Popularized dances are dance expressions incorporated from other nations, yet 

practiced by Portuguese popular classes, such would be the case of polka, 

mazurkas, tangos, etc.83 In the descriptions of village social dances in the Algarve 

 
83 Ribas (1983, pp.50-51) stresses the significant transformation that Portuguese music and 
dance traditions underwent in the 19th century due to sweeping social and political changes: "The 
social and sociological transformations that were consequences of liberalism and technological 
progress that characterized the 19th century, had profound repercussions on certain aspects of 
customs and practices of the people. The 19th century is, to an extent, not a moment, but rather 
a turning point because of the huge alterations in Portuguese folklore, alterations that had 
repercussions not only in dress but in music, dance, and popular theatre as well. A large number 
of songs for dancing and Portuguese popular dances today are, from a musical or 
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by the informants for this thesis and the field work observations of the author, it 

can be observed that both Popular and Popularized dances, in Ribas´s words, 

co-exist in the same context. 

A curious aspect mentioned in the narratives of informants of this thesis is 

the practice of the "Dança do Rasteiro" or "Dança do Teso" at the tail end of all-

night village social dances in the Algarve. According to Francisco de Conceição, 

this practice functioned in the following fashion: 

There was a melody ï not all the accordionists played it ï but there was 
a melody that was the "Dança do Rasteiro". One man would grab 
another, the strongest man would grab the smallest man, and the (he 
would swing him around) and the lightest man would end up knocking 
down other people, some would hit their heads on the floor and fights 
would start. [é] It was also called "Dança do Teso".84 

 

Though the author of this thesis was not able to find academic literature 

regarding this practice, it would seem to be a traditional practice of ritualized 

festive violence that has formed an integral part of village social dances in the 

Algarve. Another violent practice that, according to several informants, formed 

part and parcel of village social dances in the Algarve were fistfights between 

male dance attendees. 

Interpersonal conflict ï whether it be mediated by poetic verbal sparring or 

actual physical violence ï within the context of traditional festive rituals is an 

element that this thesis pays attention to, in both the Iberian and Uruguayan 

contexts. A group ritual festivity, with community members and outsiders in 

attendance, often with alcohol consumption (provoking its disinhibition effects) 

and mingling of the sexes, can provide a poignant setting for long-simmering 

intercommunity and interpersonal disputes to express themselves in a public 

fashion. Whether this conflict comes to blows (or worse) or is waged via a poetic 

battle of barbed words, it occurs within a ritual context that has some degree of 

codes of honor and control mechanisms for conflict resolution (ceremonial 

authority, armed public security officials, family matriarchs/patriarchs, etc.).85 

 
choreographical perspective, foreign bourgeoise songs and dances imported in the past century 
and assimilated by our people in their own fashion to fit their character". 
84 Francisco Conceição, Interview, 2020, Tavira 
85 Such is the role of the "captains" of rural masked Cajun Mardi Gras troupes, festive authority 
figures who control and coach the ritual revelers in their itinerant antics and festivities across local 
communities in rural Louisiana, as described by Sexton (2001). 
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Elias (1990, p.191) describes these contexts of public interpersonal 

conflict between males as "the emotional realm (of) the theatre of hostile 

collisions between men". Just as in the multi-faceted, simultaneous occurrences 

and emotions experienced during the course of a public festive ritual attended by 

a multitude, Elias states: 

The emotional structure of man is one whole. We can give particular 
instincts different names, according to their different orientations and 
functions [é] sexual desires and aggressive impulses, however, in real 
life these various instincts cannot be separated, just as the heart cannot 
be separated from the stomach. [é] They complement each other and, 
in part, they substitute each other. (ELIAS, 1990, p.189) 

 

In writing about the socially-accepted public expressions of interpersonal 

violence in modern Europe, expressed ï among other ways ï in the duel between 

two antagonistic parties, Spierenburg expresses: 

[é] in societies with pronounced notions of honor and shame, a 
person´s reputation often depends on physical bravery and a forceful 
response to insults. [é] Honor has at least three layers: a personËs own 
feeling of worth, this person´s assessment of his or her worth in the 
eyes of others, and the actual opinion of others about him or her. 
(SPIERENBURG, 1998, p.2) 
 

These "pronounced notions of honor and shame" particularly apply to the 

traditional cultures of the Iberian Peninsula and the cultures that resulted of the 

colonial possessions of Iberian powers in the Americas. Almeida describes this 

particular Iberian cultural context: 

[é] (There exists an idea of) a male chauvinist ("machista") culture, 
concomitantly with a strong and pronounced division of the sexes, 
systematized by Mediterreanist Anthropology in the «Honor and 
Shameè complex [é] (ALMEIDA, 1995, p.11) 
 

 Huizinga, in turn, emphasizing the theatric, ludic character of certain kinds 

of public conflictive violence, states: 

A persons´s honourable qualities must be manifest to all and, if their 
recognition is endangered, must be asserted and vindicated by 
agonistic action in public. Where recognition of personal honour is 
concerned, the point is not whether honour is founded on 
righteousness, truthfulness or any other ethical principle. What is at 
stake is the social appreciation of such. (HUIZINGA, 1980, p.94) 

 

Spierenburg (1998, p.9) observes the opinion of 19th century European 

supporters of the practice of duels who sustained that it was a method to stem 

the eruption of greater, more intense, interpersonal (perhaps intercommunal) 

conflict, and eventually would bring the antagonists together in a social bond. In 

this same light, Cama Ttito Et Al. (1999) and Escalante Et Al. (2020) describe the 
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social role that the traditional practice of Takanakuy plays in a certain Andean 

region of Peru. The tradition involves masked fighting (mediated by referees 

armed with whips) around Christmas time between pairs of adversaries (not only 

men, but women as well) that had entered into personal conflicts (for innumerous 

reasons: theft, rivalry, betrayal, insults, etc.) during the course of the year, and 

had awaited Takanakuy to publicly enter into physical combat, viscerally 

addressing their grievances with each other. The combat takes place amid a 

highly ritualized and festive atmosphere (involving music, commensality, and 

dance) in front of community members and spectators. Escalante Et Al. describe: 

Although the brawlers are on unfavorable terms, they begin and end 
their fight with an embrace. When the brawling ends, the entire village 
feasts together. [é] These factors suggest that Takanakuy plays a 
respected, robust and effective role in resolving a variety of local 
disputes that could potentially hinder cooperation and collective action. 
(ESCALANTE ET AL., 2020, p.355) 

 

 Regarding Takanakuy, Cama Ttito Et Al. synthesize eloquently: 

[é] this type of individual and collective rituals, in addition to evoking 
the past, and maintaining Andean culture in a festive, and happy mood, 
thankful to Nature for continuing to bless them with good harvests, also 
brings cohesion to the social relations among relatives, and even 
among enemies, because they are expressions of belonging to a 
certain culture and affirms its values [é] it is a method of celebrating 
Christmas to, once again, achieve peace, love and human mutual 
comprehension. The ritual fight of takanakuy [é] has the purpose of 
enjoyment, remembrance of the past, and conceiving of the future, 
without forgetting to consider that all that depends on their agricultural 
and pastoral activities, which are fundamental to their sustenance, and 
occur thanks to the social relationships [é] in which reciprocity is an 
everyday practice.  (CAMA TTITO ET AL., 1999, pp.152-153) 

 

 Though violent acts, such as fistfights, at rural village dances in the Algarve 

have not necessarily achieved a degree of ritual importance as in traditions such 

as Peru´s takanakuy, that extreme example from South America prompts us to 

attempt to more fully understand the role of interpersonal conflict and its 

resolution within settings of popular ritual festivities in small communities. Publicly 

displayed interpersonal violence and rivalry, as opposed to an outlier behavior, 

can perhaps viewed as an integral part of traditional festive rituals (albeit within a 

relatively controlled setting with predetermined codes of honor). The public airing 

and resolution of these conflicts at these events could potentially be seen as 

conducive to maintaining inter-community relationships of cooperation and 

reciprocity, as they are in Peru´s takanakuy, according to Cama Ttito Et Al. 
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 Returning to the context of the Algarve, accordionist Francisco de 

Conceição, an ex-police officer, recalls laughingly, "back then, in every dance 

there was a fight [é] there were few dances that didnËt have a fight, at four in the 

morning, more or less [é] a fight would always start".86 Carlos Gonçalves 

concurs, "at the dances there were always fights, today that doesn´t exist, people 

have a different culture and live differently. (Back then) a dance that didn´t have 

a fight wasnËt a proper dance. [é] People would fight over girlfriends".87 Miguel 

Pereira´s testimony on the subject is similar, he recalls certain select community 

members in his area that were particularly adept and prone at starting fistfights 

at dances: 

I remember that there was a guy in the area of Alta Mora [é]  there was 
not a dance in that area that he didn´t attend, but he would always start 
fights, itôs true. It seemed that he really enjoyed getting involved in 
fistfights. He would always start trouble., there are people like that. 
(Back then, the fights weren´t with knives or guns) just fisticuffs.88 

 

Across world cultures, another traditional way of expressing and resolving 

conflict or engaging in ritual public "agonistic play", as Huizinga would say, is 

verbal sparring between two adversarial parties, often in poetic form occasionally 

accompanied by music and conducted within a larger festive ritual context. 

Beyond the realm of homo sapiens, ritualized physical and sonic "play" between 

antagonists can be found throughout the animal world. (TANGHE, 2016) 

Huizinga writes: 

 [é] all the basic factors of play, both individual and communal, are 
already present in animal life ï to wit, contests, performances, 
exhibitions, challenges, preenings, struttings and showings-off, 
pretences and binding rules. (HUIZINGA, 1980, p.47) 

 

Huizinga, in his 1938 work Homo Ludens, links play to the realm of ritual, 

and affords it great significance in human society. The author states, "archaic 

ritual is thus sacred play, indispensable for the well-being of the community, 

fecund of cosmic insight and social development". (HUIZINGA, 1980, p.25) He 

emphasizes that play as a ritual, encapsulated in traditional festivities, occurs 

within set physical and temporal boundaries ï the "playgrounds" ï which he 

describes as,"[é] temporary worlds within the ordinary world, dedicated to the 

 
86 Francisco Conceição, Interview, 2020, Tavira 
87 Carlos Gonçalves, Interview, 2019, Tavira 
88 Miguel Pereira, Interview, 2019, Castro Marim 
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performance of an act part". (Ibid., p.10) Agonistic play where there is a "winner", 

so appreciated by the ancient Greeks, also forms part of festive rituals, however, 

Huizinga clarifies: 

[é] the competitive "instinct" is not in the first place a desire for power 
or a will to dominate. The primary thing is the desire to excel others, to 
be the first and to be honoured for that. (HUIZINGA, 1980, p.50) 
 

Concerning verbal sparring as ritual play, Huizinga (1980, pp.68-69) cites 

barbed, agonistic sung poetry present in ancient Arabic, Greek and Germanic 

festive ritual traditions. He also cites numerous world traditions of improvised 

poetic duels, such as practiced in Malaysia, China, and Indonesia, with an infinite 

variety of culturally-specific poetic forms and metrical structures, puns, biting 

ironic humor, musical accompaniments, etc. (Ibid., p.123) In festive traditions, 

such as social dances as examined in this thesis, that involve inter-locking social 

occurrences such as interpersonal conflict, commensality and mingling of the 

sexes, the words of Huizinga are pertinent when he states, "[é] both conflict and 

love imply rivalry or competition, and competition implies play". (Ibid., p.133) 

Hence, in the Iberian Peninsula, historically, this festive ritual agonistic play of 

rivals often takes improvised poetic-musical form, whether it be between two male 

antagonists or between a man and a woman, in the latter case often with 

suggestive undertones. 

Conceição and Vargues affirm the traditional importance of poetic duels 

with very particular rules ("cantar ao despique") in the festive events of the recent 

past in Bordeira, Santa Bárbara de Nexe in the Algarve, naming renowned 

improvisers: Antônio Aleixo, Antônio Madeirinha, Clementino Barreta, Zé 

Campeão, and others (this topic is tackled more thoroughly later in this chapter). 

Conceição explains: 

What was cantar ao despique? It was in quatrain form, with crossed 
rhyme, and because it is sung, the metrics have to be accurate, it has 
to be normally within seven syllables, it has to fit. [é] when the other 
person responds it has to rhyme with the last phrase that the last person 
sang. The rhymes are always crossed. Even more with high-level poets, 
the bar was set high. The bar was set really high back then, the 
improvisers were really good. So, here in Bordeira, in my opinion, the 
bar was always set high, there were always great poets and 
improvisers.89 

 

 
89 Nelson Conceição, Rui Vargues, Interview, 2020, Faro 
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While Machado Guerreiro (1981, p.61) sustains that "cantar ao despique" 

refers to a very specific variety of ludic poetic duel that is found in Baixo Alentejo 

and the Algarve, Nogueira (2007, p.4) prefers to apply the term to refer to the 

varied poetic duel traditions found in Portugal (the peninsula,  Açores and 

Madeira) which are also popularly referred to as "cantar ao desafio", 

"desgarrada", etc. Romeu (1948) notes the prevalence of these styles of poetic 

duels in the Romance-speaking countries of Europe, and sustains that the 

tradition´s common root is found in pastoral Amoebaean improvised poetic duels 

in Ancient Greece. Nogueira (2007, p.3), on the other hand, attributes the 

formation of the improvised poetic duel, as it is known today, to medieval 

troubadours and minstrels. He sustains that the key elements of today´s traditions 

were stabilized in that period, which are: 

[é] a dialogic poem that is born of the encounter, empirical or fictitious, 
of two poets that spar with their inventive, creative, and emotional 
capacities, that boast and reciprocally provoke each other, and 
challenge each other, almost always in front of an audience. [é] 
(NOGUEIRA, 2007, p.3) 
 

Though often conducted in an environment of "play" antagonism, the 

inherent conflictive nature of cantares ao desafio, and other kinds of poetic duel 

traditions, gives birth to moments of provocation and resolution of social tension. 

According to Nogueira: 

The harmonious finish (of a poetic duel), will be - except for cases in 
which the duel, inversely, ignites moments of bodily violence - an 
abundance of lasting and sincere peace, at least mutual understanding, 
which is conducive towards an individual or collective exorcism. 
(NOGUEIRA, 2007, p.7) 

 

 Sardinha (2001) emphasizes the importance of cantares ao despique in 

the ethno-cultural context of the rural interior of Alentejo and the Algarve, often 

accompanied by the archaic viola campaniça. Though a duel between two 

individuals, Nogueira expounds on what significance the phenomenon of 

cantares ao desafio has held for local Portuguese communities where it is 

practiced: 

As a form of symbolic production, the desafio is then a privileged form 
of commitment by the singers in the practice of social life;  singers that, 
in their role as strategic agents, in reflecting upon and discussing 
paradigms according to which the group should adhere, in telling 
stories, allegories, fortuitous or fateful happenings, they confer 
cognitive and emotional cohesion to the collective and personal life 
experience, edifying communal and individual identity. (NOGUEIRA, 
2007, p.12) 



115 
 

 

 In these examples we have seen how interpersonal conflict (whether real 

or agonistic "play") has expressed itself within festive ritual contexts in rural 

Algarve. Whether coming to physical blows or simply heated, improvised poetic 

duels set to music (as seen in chacarrá in Cádiz in the last chapter), the intended 

end result is a reconciled, harmonious relationship between community 

members, cultural identity affirmation and strengthening of reciprocal social 

bonds between members of the group. 

In tandem to being scenarios of interpersonal conflicts and despiques, 

dances in the Algarve´s interior occasionally have also been scenarios of 

commensality. Carlos Gonçalves90remembers, "My father told me that (in his day) 

there were (meals at dances). At the end of the dances, in a certain period, they 

would serve food. My dad called it a "finta", but in my day I never saw that 

(practice)". Miguel Pereira (2019) also recalls that at the all-night dances where 

he performed, "normally, in almost all the rural communities, there was always 

food offered to the accordionist and others at two or three in the morning. In 

almost all rural communities (where I played) they offered food". Francisco 

Conceição (2020) also recalls this practice. The author of this thesis observed 

commensal offerings of drink and food at the tail end of a traditionalist dance 

documented by him in December of 2019 in the Associação Entre Barragens in 

Quebradas, rural interior of Castro Marim, where Francisco Conceição´s 

ensemble, Mato Bravo, performed. The festive practice of conviviality and 

commensality will be examined more in depth in the following section of this 

chapter. 

Much in the same fashion as described by Alfonso Alba (2019) in fiestas 

of chacarrá, in that young couples were formed and entire multi-generational 

families attended, as far as the role that these dances played in the social 

reproduction of small communities in the Algarve, José Aniceto summarizes, 

utilizing the example of Bordeira, where he grew up: 

Because the people were isolated there (in Bordeira), at work and at 
home, the social dance was a moment of conviviality, generally it was 
on a Sunday or on festive days.  [é] Dances were precisely that, young 
people (would go) and form couples that led to romance and marriage. 
It was a way for people to share together. Young people, and older 
people too, the mothers and fathers would go with their kids and would 

 
90 Carlos Gonçalves, Interview, 2019, Tavira 
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share together in the dances. It was a way for people to see each other 
and show off a new dress or a new suit [é]  to show and say, "I worked 
hard and this is the product of my effort". [é]  In those days, what was 
most lacking were clothes. [é] It was a different day, it was a day of 
conviviality, festivity, and happiness. [é] Back then, people practically 
never left the towns where they lived. There was no transport, you had 
to go on foot. [é] People moved within a certain radius.91 

 

 In regards to the aesthetic and artistic characteristics of traditional social 

dances in small communities of the interior of the Algarve, insights were gained 

by the author of this thesis in his documentation in December of 2019 of a rural 

social dance held at the Associação Entre Barragens in Quebradas, rural interior 

of Odeleite, Castro Marim, a weekly occurrence held on Saturdays and attended 

by local residents from the surrounding small communities and isolated rural 

dwellings. (Figure 51) (Figure 52) (Figure 53) The characteristics of the dance 

event were in line with what various informants in the Algarve revealed about 

traditional-style social dances in the region, a practice that culminated roughly 

towards the end of the 20th century, however is still maintained in specific events 

such as that occurring at Associação Entre Barragens, whose producers and 

participants refuse to employ electronic amplification of the live dance music to 

preserve the sonic aesthetics of traditional dances and to be able to converse 

amongst themselves during the dance event.  

 

 

Figure 51 ï Dance at Associação Entre Barragens in Quebradas, Castro Marim, December 7th, 
2019 

 
91 José Aniceto, Interview, 2020, Santa Bárbara de Nexe 
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Photo: José A. Curbelo 

 
Figure 52 ï Exterior of Associação Entre Barragens in Quebradas, Castro Marim, December 

7th, 2019 

Photo: José A. Curbelo 

 

Figure 53 ï Village of Odeleite (Castro Marim, 2019) 

Photo: José A. Curbelo 

This next section will attempt to give the reader an idea of what occurred 

at that dance on December 7th, 2019 in Quebradas (as experienced by the author 

of this thesis), combined with memories of traditional dances of the past, as 

related by informants for this thesis, in their majority, chromatic accordionists who 

performed regularly at such dances in the Algarve´s interior. This will be carried 

out for the reader to get a general sense of the dynamics and aesthetics of this 
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particular social dance tradition from the Algarve, and to more easily compare ï 

at the end of this thesis - the various traditions examined in this academic work, 

from both sides of the Atlantic. Firstly, the chromatic accordion-based musical 

aesthetics and repertoire are the first elements that characterize this particular 

social dance tradition in question. 92 

The ensemble "Mato Bravo" (composed of two chromatic accordions, six-

stringed guitar, and percussion - "tabuinhas"93 and "ferrinhos") (Figure 54) (Figure 

55), was hired to perform at the December 7th, 2019 event. They performed an 

eclectic mix (representative of this style of regional social dance event, as 

mentioned anteriorly in this thesis) of 19th century European salon dance genres 

(polka, waltz, etc.), locally-created adaptations of those same genres (such as 

corridinho and marcadinha), as well as modern popular urban genres from 

Portugal and other nations: fado, marchinha, passodoble, foxtrot and tango.  

According to ensemble leader, Francisco Conceição, "(Mato Bravo) is a 

group that is mainly based on old music, the oldest possible [é] marchas, tangos, 

fox, corridinhos from the 1960´s and 70´s, we play a marcadinha that is over 100 

years old" and he explains that the choice of that repertoire was to differentiate 

the ensemble from the myriad of musical groups performing at dances that play 

solely "modern" music.94 The purely acoustic musical aesthetics of the 

ensemble´s performance is representative of this social dance tradition, 

according to various informants, executed in acoustic, non-electric environments 

almost exclusively with chromatic accordion and percussion (ferrinhos). 

 
92 A video of the dance, which culminated in a rousing rendition of Zé Ferreiro Pai´s emblematic 
composition "Alma Algarvia" can be found here: https://youtu.be/voPgvWDZMFE  
93 Tabuinhas are small blocks placed between the fingers and played as an idiophone percussion 
instrument, similar in practice and sonority as castanholas (castanets) 
94 Francisco Conceição, Interview, 2020, Tavira 

https://youtu.be/voPgvWDZMFE
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Figure 54 ï "Tabuinhas" being played by the group Mato Bravo, December 7th, 2019 

Photo: José A. Curbelo 

 

Figure 55 - "Ferrinhos" being played by guest performer with the group Mato Bravo, December 
7th, 2019 

Photo: José A. Curbelo 

Accordionist Francisco "Ervilha" Moreira (b.1948) from Estói, Faro, owner 

of the important music store "Dó Ré Mi" in Faro (since 1976) and accomplished 

accompanist as well as interpreter of diverse musical genres, recalls the 

repertoire in the dance events (both urban and in the interior) in which he 

performed, with his group "Os Bonanzas" and other ensembles (Figure 56): 

(The repertoire) was what everybody liked: marchinhas [é] corridinho 
was more for folklore, and wasn´t danced much, however back in the 
day it was. [é] What people always wanted were: tango, bolero, 
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passodoble, marchinhas, marchas de Lisboa, marchas populares, the 
melodies that were most listened to at that time [é]95 

 

Moreira also recalls how he and his musical colleagues acquired repertoire 

to keep abreast of the public´s taste at the dance events where they performed.  

The foreigners that would come here every year, would almost always 
bring books of sheet music that they liked, and they would offer me the 
books.  [é] When new music would come out, we would learn it by ear 
via the radio [é] French music: musette, English music, those little 
English waltzes, lots of Italian and Spanish music, we played a little bit 
of everything. [é] Argentine music, we played a lot of tangos.96 

 

 

Figure 56 ï Francisco "Ervilha" Moreira, Faro, 2019 

Photo: José A. Curbelo 

 
95 Francisco Moreira, Interview, 2019, Faro 
96 Ibid. 
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Figure 57 ï Interior of the store Dó Ré Mi, Faro 

Photo: José A. Curbelo 

 

Likewise, though he and his grandfather acquired their repertoire on the 

chromatic accordion by ear, Carlos Gonçalves´s father learned to read music and 

was able to acquire his dance repertoire via popular sheet music publications. 

Per Gonçalves: 

There werenËt any local radio stations like there are now. [é] When 
new music would come out, it would arrive by mail. My dad received the 
sheet music. Now, my dad owns a lot of old sheet music. [é] Things 
that were heard in the past. Nowadays, new music comes out, but it 
doesn´t stick in your ear like back then. Back then, it did, and we would 
whistle the songs and sing them. [é] Sheet music would arrive from 
Lisboa. [é] It was music of the moment, and he evolved performing that 
music that was in vogue in that moment: marchas, valsas, tangos, all 
that.97 

 

 In contrast, Miguel Pereira´s father, Francisco Venâncio Pereira learned 

chromatic accordion by ear, as did Miguel. Per Miguel (2019) his father´s 

repertoire consisted of: 

[é] the little melodies that the local people knew, popular music [é] 
People would dance marchina, tango, what we call foxtrot, which is like 
a quicker fado, and it was more or less that. When I got my start, people 
in Furnazinhas98 still danced marcadinha, which is a waltz where there 
is a slow part where people did movements with their feet ï not 
everybody knew how to dance marcadinha ï and then there was a 
faster part where people would dance around the dancefloor.99 

 
97 Carlos Gonçalves, Interview, 2020, Tavira 
98 Furnazinhas is a rural village in the interior of Castro Marim. 
99 Miguel Pereira, Interview, 2019, Castro Marim 
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As evidenced by the testimonies of the informants for this thesis, as well 

as that which was observed at the dance in Quebradas, the musical repertoire 

for traditional social dances animated by accordion in Algarve´s interior during 

the 20th century (and continuing in some instances, into the 21st century) has 

been eclectic. Not only employing traditional regional rhythms and dance styles 

as well as regional adaptations of 19th century European salon couple dance 

genres, these traditional dance events have also stayed connected to the latest 

urban, international (inter-European and trans-Atlantic) song and couple dance 

genres - "mesomusic" as Argentina musicologist Carlos Vega (1979) would call 

them. Not solely transmitted by oral transmission, the dance melodies employed 

in these dance events have been learned via mediatized transmission utilizing 

radio and recordings, as well as commercially-published sheet music. 

(FORNARO, 1994; ONG, 2002; ZUMTHOR, 1985) 

Whatever the evolving repertoire included, the centrality of the chromatic 

accordion in providing ludic social interaction and entertainment to isolated rural 

communities in the Algarve´s interior was a constant throughout much of the 20th 

century. According to music professor and accordionist João Pereira: 

Older people have a special admiration for the instrument, because the 
chromatic accordion really was the only instrument, here in our region, 
that was an aggregator, it was a big social component in the 
socialization of groups. It was the only instrument, and wherever the 
accordionist was, where there were few resources for people to get 
around [é] there were no automobiles. When an accordionist came, he 
was like a god. He had a very important role, thatôs why for an older 
person, itôs like going back to their youth [é]100 
 

Pereira´s affirmation was evidenced in those in attendance at the dance in 

Quebradas, attended primarily by couples of senior citizens, many who danced, 

others who simply observed (at times bothered by the invasive presence of a two-

meter tall audiovisual apparatus-toting investigator, taking up space in the 

crowded and cramped quarters of the Associação Entre Barragens). According 

to Francisco Augusto Caimoto Amaral, physician and president of the Municipal 

Chamber of Castro Marim, who was in attendance at the dance, he extolls the 

virtues of this style of social dance for the health benefits of his senior citizen 

constituents: simultaneously serving as social interaction, anti-depressant, 

 
100 João Pereira, Interview, 2020, Castro Marim 
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aerobic exercise, etc. (Personal conversation, 2020) Also, João Pereira, who in 

addition to music professor and accordionist is also the president of the parish 

("freguesia")101 council of Odeleite, expressed his concern for the well-being of 

his senior citizen constituents who are increasingly becoming more isolated and 

aged, as younger generations tend to move to the city. (Personal conversation, 

2020) 

Originally, the tradition of accordion performance in the Algarve was 

primarily transmitted orally from one generation to the next within families. 

(CAMPOS INÁCIO, 2016, p.30) A quintessential example of this phenomenon is 

the case of the Pereira family from the rural areas of the border municipality of 

Castro Marim. The accordion tradition in the family begins with Francisco 

Venâncio Pereira (b.1921) in the rural locale of Fonte do Penedo (just a few 

kilometers from the fluvial border between Portugal and Spain along the 

Guadiana River) (Figure 58). Having learned to play by ear, he performed dances 

in the Sotavento algarvio102 and Baixo Alentejo. (CAMPOS INÁCIO, 2016, p.84) 

At times he would play dances with his son, accordionist Miguel Pereira (b.1949), 

also born in Fonte do Penedo, alternating so that neither would tire out during the 

night.103 Miguel´s son, João Pereira (b.1976) complemented the methods of 

playing by ear and self-training - as practiced by his father and grandfather - with 

a formal musical education, eventually studying at the Conservatory in the city of 

Faro.104 

 
101 Freguesia is an administrative sub-division in Portugal 
102 The eastern half of Algarve. 
103 Miguel Pereira, Interview, 2019, Fonte do Penedo 
104 João Pereira, Interview, Interview, Castro Marim 
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Figure 58 - Francisco Venâncio Pereira 

Source: Pereira Family archive 

 Throughout the 20th Century, without losing its original essence, the 

chromatic accordion tradition of the Algarve expanded from its roots as 

accompaniment of regional social dances and popular culture festive traditions to 

include the phenomenon of formally-trained concert soloists interpreting 

advanced classical and international repertoire (as well as repertoire from the 

Algarve) in the context of global competition circuits. This came to be through the 

continuation of the trans-generational accordion lineage of the Algarve through 

the successful and widely-publicized professional careers of influential 

Portuguese accordionists, such as Eugenia Lima (1926-2014) (Figure 59), as 

well as the engaged and committed work of educators who have formed the 

newest generations of accordionists, and organized new public venues to 

showcase them, as this tradition moved into the 21st century. All this has 

contributed to consolidate the chromatic accordion as a cultural symbol of the 

Algarve, an identity projected abroad, but also held by many people from, and 

with roots in, the Algarve. 
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Figure 59 ï Eugenia Lima 

Source: https://images.app.goo.gl/xjHVtdRVzMkpYYn46 

 Due to the Algarvian migratory diaspora, accordionists from the region 

have also enjoyed global mobility in their artistic careers (Canada, United States, 

Argentina, Angola, France, Brazil, etc.), performing wherever migratory 

communities have organized themselves and seek to reconnect and strengthen 

emotional ties of Identity and Memory with their places of origin through cultural 

symbols that represent them ï in this case, the chromatic accordion (and the 

socializing practices centered around it).   

One of the world regions with collectivities of Portuguese emigrants and 

Luso-descendants is the River Plate. Though the Portuguese presence in the 

River Plate region dates from the colonial period, by the late 19th century a new 

wave of Portuguese emigrants began to arrive. (CARREIRAS ET AL., 2007) By 

the first decades of the 20th century, emigrants from the Algarve (eschewing the 

traditional Portuguese migration destination of Brazil) made up the most 

significant segment of Portuguese migrants in Argentina, a primary destination 

for European migration in that period. (BORGES, 2009, p.11)  

Attracted by relatively higher wage levels, and amplified as personal, 

family, and village networks were established in the new country, Algarvian 

https://images.app.goo.gl/xjHVtdRVzMkpYYn46
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emigration to Argentina in the 20th century left a mark on the communities of origin 

back home. Referred to as "terra dos esquecidos" (Land of the Forgotten) in 

reference to the amount of emigrants that eventually did not return to the Algarve, 

Argentina (especially Buenos Aires and Comodoro Rivadavia) is the home of 

Algarvian emigrant collectivities that, nonetheless, have maintained affective ties 

with their local communities of origin. Researcher Marcelo Borges (2009, p.20) 

states, "Migration was firmly rooted in the local ground. More than a national 

phenomenon, the move of tens of thousands of Portuguese migrants to Argentina 

originated in, and achieved full meaning, at the level of the aldeia (village)". 

 José Manuel Aniceto (b.1953), from the village of Bordeira (Santa Bárbara 

de Nexe), who grew up listening to stories of Argentina and Brazil from his uncles 

who had emigrated there as young men in the early 20th century and returned to 

Portugal, illustrates the above-described dynamics in his description of the type 

of diasporic family and community relations that has culturally bound together far-

flung migrant populations, in this case, in the River Plate region: 

I have an aunt in Argentina. I have an aunt and first cousins in 
Argentina, they never returned. They created lives for themselves there, 
far away, they went away for good. However, they remain connected to 
Bordeira to this day. For example, my cousins are involved with an 
association in Buenos Aires, Argentina, a Portuguese association, they 
have a rancho folclórico. Sometimes they bring accordionists [é], many 
accordionists from Portugal [é] These emigrant associations stay 
connected to their village, their home, their families, and from there they 
foment international tours of these artists, Portuguese artists, and from 
Bordeira. From Bordeira they primarily bring accordionists. Bordeira 
has always had good accordionists, and still does.105 
 

 The collective work of Algarvian professional accordionists and educators, 

many with international careers, gave fruit in 2012 with the creation of the group 

Mito Algarvio ï Associação de Acordeonistas do Algarve in Castro Marim. 

Founded by important artists and teachers from the region, Mito Algarvio is 

dedicated to imparting instruction, organizing regular showcases and galas, as 

well as collaborating on an international level ï in representation of Portugal ï in 

the activities of Confédération Internationale des Accordéonistes, part of the 

International Music Council, which is a consultative body of UNESCO.106 

 
105 José Aniceto, Interview, 2020, Santa Bárbara de Nexe 
106 A 2019 video of Pereira teaching students at Mito Algarvio´s space in Altura, Castro Marim 
can be found here: https://youtu.be/gg98A7UkGcM  

https://youtu.be/gg98A7UkGcM
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 Accordionist and educator João Pereira, member of Mito Algarvio, 

describes how his experience teaching students (several of whom go on to 

compete internationally) stems from his background of inter-generational 

transmission within a family structure, so common in the Algarvian accordion 

tradition (Figure 60): 

Music was the bond that united the family. Any family gathering began 
and ended with music. In my family environment, I was born surrounded 
by accordion music, because of my dad, because of my grandpa. [...] 
Music has a social factor [...] music enables you to develop capacities 
that other activities don´t.  [...] Music transmits many things [...] I believe 
it plays a fundamental role on a psychological level (for students).107 
 

 

Figure 60 ï João Pereira giving classes at Mito Algarvio (Altura, Castro Marim, 2019) 

Photo: José A. Curbelo 

Pereira goes on to describe his work as an accordion educator in the 

Algarve, most specifically within the context of the border region with Spain and 

the juxtaposition of Andalusian and Algarvian cultures: 

I have taught an innumerable number of students, even Spanish 
students. Just recently, there is interest (in the accordion) in Andalusia, 
it used to be little known in Spain, they just had the guitar. [...] Here in 
southern Spain there isn´t an accordion culture. Here we live in a region 
of Portugal where the accordion is most popular, but if you cross the 
border there is no vestige of the accordion, only guitar is what was 
played. The difference between Spanish and Portuguese students is 
curious, it is much easier for the Portuguese students because they 
form part of the culture, they have more familiarity with the instrument. 
[...] Its easier for them than the southern Spanish students. (Portuguese 
students) were born into this culture and they (Spanish students), no, 
they were born into a culture different from ours. They have a 
completely different style.108 
 

 
107 João Pereira, Interview, 2020, Castro Marim 
108 Ibid. 


