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ABSTRACT 

 

 

This is the first academic study of the xeremies, the vernacular bagpipe of 

Mallorca. Local literature focuses mainly on the instrument’s repertoire, its 

organology and the older generation of pipers, while a locally-published journal 

gives insights into contemporary practice. My thesis provides a full analysis of the 

instrument using anthropological and ethnographic tools. Targeted first and foremost 

to the local community and then to the international bagpipe scene, my study paints a 

portrait of the instrument, examining it from different points of view and studying its 

role and status in different contexts. Traditionally played by men from rural parts of 

Mallorca, the xeremies entered a period of decline in the twentieth century due to the 

combined factors of modernisation, urbanisation and political dictatorship. The 

practice of the xeremies was sustained at the margins until a revival in the 1970s and 

1980s, when a new generation of young people took up the instrument and initiated a 

movement that led to widespread take up of the bagpipes on the island. 

The approach of my study is empirical, using data gathered during a total of 

13 months’ fieldwork in Mallorca. As a practicing musician in the field, the richness 

of the information people shared with me led me to incorporate in the thesis 

ethnographic stories that support my argument and initiate discussion or analysis. 

Chapter 1 focuses on the organology of the xeremies, reviewing changes made over 

the years, especially changes since the revival of the 1970s and 1980s. Chapter 2 

goes back to the instrument, looking at its standardisation since the revival began. 

Chapter 3 gives the historical background of the instrument, placing it in a wider 

geopolitical context. The revival is explored in Chapter 4. Chapter 5, 6 and 7 look at 

different contexts in which the Mallorcan bagpipes are used: politics, tourism and 

rituals. Finally, the conclusion opens onto new areas of research. 
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Introduction 

 

 

1  An ethnomusicologist in the field 

In 1950, Alan Lomax moved to London to record different traditions of 

Europe for Columbia Records (Pizà 2006:14). After recording music in Ireland and 

Scotland, Columbia Records told him that the series could not be published without a 

record of Spanish folk music (Lomax, in Cohen 2003:180). So, in 1952 he travelled 

to Mallorca to attend the International Congress for Musicology and the Second 

International Folklore Festival, intending to make some initial contacts (Frau 

2006:40). Lomax travelled to a country that was at the time controlled by an 

authoritative regime installed by Franco in 1939 after his victory over the 

Republicans during the three-year civil war. Although he arrived at a moment when 

the regime’s grip had been slightly loosened thanks to treaties signed with the United 

States and other Western European countries (Frau 2006:40), Lomax wrote that he 

felt ‘faint and sick at the sight of this noble people, ground down by poverty and a 

police state’ (Lomax, in Cohen 2003:181). 

At the beginning of his venture, Lomax met Marius Schneider, a refugee from 

the Nazi regime who was now director at the Institute of Musicology in Barcelona. 

The meeting was not a pleasant one: Schneider told Lomax that he would ‘personally 

... see to it that no Spanish musicologist would help [him]’ before suggesting ‘that 

[he] leave Spain’ (Lomax, cited in Cohen 2003:180). Lomax decided he would 

record as much music as possible regardless, and proceeded to spend seven months 

recording in villages around the country. He eventually stopped when the Guardia 

Civil became too much of a hindrance: they watched his every move and 

discouraged local musicians from singing or performing music by appearing 

wherever he was. He left, but ‘Spain, in spite of [his] Nazi professor, was on tape’ 

(Lomax, cited in Cohen 2003:182). Pizà (2006:19) points out that although many 

folklorists transcribed and described music from the Balearic Islands, Lomax was the 

first to record it, thus providing the islands with a precious oral document. 

Musicologist Manuel García Matos, equally disliked by Lomax for his arrogant 
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manners, also provided systematic recordings of Spanish music, including that of the 

Balearic Islands (1960). According to Pizà (2006), these two collections remain the 

most exhaustive recordings of Spanish folk music.  

Despite his disappointment in the local scholars, it is clear that Lomax’s stay 

in Mallorca was fruitful. With the help of Jeannette Bell, a BBC employee 

dispatched to help him with his work, he spent the summer in the Balearic Islands 

recording. The two arrived by boat in Palma on 23 June 1952. Lomax was struck 

how ‘the faint light that illuminates Palma is more brilliant than full daylight in any 

part of northern Europe’ (Lomax, cited in Pizà 2006:18). Lomax’s stay was a happy 

one: he commented on the beauty of Mallorca and the sea, he fell in love with every 

village he visited and wrote that he would have stayed indefinitely if responsibilities 

had not tied him to his homeland (Lomax, cited in Pizà 2006:24).  

One of Lomax’s stops was the village of Consell, just under 20 km northeast 

of Palma, between the mountains and the plain. There, he recorded Sebastià Ordinas, 

a local shepherd who sang and played the local bagpipes – the xeremies – and the 

flute and drum (flabiol i tambor). His recordings, now accessible to all on the 

Association for Cultural Equity’s website, showcased several tunes performed on 

these instruments.1 They were recorded on location, in the middle of a herd of goats 

whose bells accompanied the musicians. Despite Lomax’s lucid insights as a veteran 

ethnomusicologist with years of training and a good comprehension of the local 

language (for which, see his interview with Ordinas2), today’s bagpipers – xeremiers 

– are very critical about his now historical recordings. According to them, Lomax 

recorded a piper who did not present the xeremies’ full potential; they rue the fact 

that he was not more thorough in his ethnographic work, recording a mediocre piper 

rather than some of the island’s best musicians. Despite this, Lomax seems to have 

been guided by locals telling him who to record: ‘It was never hard to find the best 

singers in Spain, because everyone in their neighbourhood knew them and 

understood how and why they were the finest stylists in their particular idiom’ 

(Lomax, cited in Cohen 2003:181). His notebooks may reveal how he met Ordinas, 

but today’s xeremiers still feel his recordings did not reflect xeremies’ music as they 

                                                

1 http://research.culturalequity.org/rc-b2/search-keyword-audio.do, last accessed 10 August 2014. 
2 Ibid. 
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should. Such short recording trips can be useful for general overviews of musical 

cultures, but we might conclude that they are often limited in insights. Longer, more 

in-depth stays surely lead an ethnomusicologist to the most significant musicians of a 

culture, and, when Lomax visited Mallorca, good musicians were active all over 

Mallorca. 

Fifty-nine years later, in October 2011, I stepped off the plane onto Mallorcan 

land. I breathed in the warm, pine-scented air of an island that was to be my home 

for the following year and marvelled, as Lomax had in 1952, at the clarity of the 

light, which seemed to enhance the colours around me. The largest island of the 

Balearic archipelago – 100km east to west by 75km north to south – in 2011 

Mallorca was home to 873,414 of the 1,113,114 Balearic Island inhabitants,3 making 

it by far the most populated centre of the Balearic Islands’ Autonomous Region. 

 

 

Figure 1: Map of Mallorca, Google Maps, August 2015. 

                                                

3http://www.ibestat.cat/ibestat/estadistiques/c29176ea-c2c4-4d65-98c1-23d9c47df46a/768ef54f-c7a1-

4d53-8041-96a8be116e2b/es/Res_00021p.px, last accessed 9 August 2015. 
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 I settled in a shared flat in Palma, the main city of the Balearic Islands with a 

population of 405,318. After living in London it still felt like a quiet, albeit beautiful, 

provincial town. By then, Mallorca was best known to me – and to the rest of the 

world – for its beaches and party atmosphere enjoyed by millions of tourists every 

year. In 2011, 8,925,261 tourists, including 3,308,604 Germans and 1,898,838 

British visited.4 In 2012, this number rose to over nine million. Despite these 

vertiginous numbers, I rarely had any contact with tourists: I was there to study one 

of the most discreet musical instruments of the island, an instrument hidden from the 

tourist’s gaze (after Urry 2002). The xeremies, the local vernacular bagpipes, were 

part of a larger folk music scene that included plucked string groups with lively 

songs, improvised verse forms (gloses) often accompanied by a friction drum 

(ximbomba), and more modern folk music bands. Brass bands and other classical 

music groups were also present, and Palma’s clubs played either Jazz or the latest 

pop music. The bagpipe world that I entered comprised about 400 musicians spread 

all over the island (Es Grall 2011).5 The musicians included young and old, with a 

majority male although female musicians were also present. A few were 

professional, but the majority played bagpipes as a hobby.  

 

2  A performer-researcher in the field 

Although I had little more information than Alan Lomax back in 1952, I 

decided to approach the field differently to him. I arrived in Mallorca not only as a 

researcher but also as a performer, and I planned to stay for a whole year, thus 

allowing time to gain the trust and respect of local musicians. Approaching the field 

as a performer-researcher proved, I believe, a methodology that ensured success.  

Performance in ethnomusicology has taken many forms over the years, from 

the outsider acquiring insider (emic) understanding (Rice 1994) to the ‘native’ 

                                                

4 https://www.caib.es/ibestat/estadistiques/043d7774-cd6c-4363-929a-703aaa0cb9e0/ef88f7cf-8e0b-

44e0-b897-85c2f85775ec/es/I208002_3001.px, last accessed 9 August 2015. 
5 Es Grall is a periodical published since 2009 by the Associació Cultural Es Grall in Mallorca, 

directed by Albert Herranz. A number of articles and interviews that have appeared in Es Grall will be 

cited throughout this thesis. Readers should note that it is an occasional journal, and appears a number 

of times a year or in particular months. 
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ethnomusicologist (Cottrell 2004). In my case, I was a professional musician with an 

international background, but with no previous ties to Mallorca. My past bagpiping 

experiences would facilitate access to local music making. To put my arrival into 

context, let me briefly outline my background. After studying the recorder and ’cello 

for thirteen years at a local music school in France, I successfully auditioned for a 

conservatoire place to study with Jean-Pierre Nicolas, a renowned recorder player at 

Orsay, near Paris. A year later, I joined the musicology course at the Sorbonne. I 

became involved in early music projects, including at the prestigious Centre de 

Musique Baroque de Versailles. At the age of 19 I ordered my first set of Galician 

bagpipes, and from then on my interest in folk music grew rapidly. After completing 

my Prix de Conservatoire and a BA in Musicology, I turned my full attention to 

ethnomusicology and folk music. I purchased a set of bagpipes from Central France. 

Before arriving in Mallorca, I had participated in many multi-cultural projects in 

London, France and Sweden, expanding my musical knowledge and collaborating 

with musicians from India, Turkey, Sweden, Greece and Britain among other places. 

By 2011, I had established myself as a recorder and bagpipe player both in London 

and in Britain’s wider bagpiping community. Throughout my stay in Mallorca, I 

planned to continue my music, and I returned periodically to Paris and to London. 

One significant event was the first International Bagpipe Conference that I organised 

in March 2012, supported by the Institute for Musical Research, the Bagpipe Society, 

SOAS and the British Forum for Ethnomusicology. 

Despite my experience, my initial contact with the field was culturally 

surprising. I was accustomed to Galicia, where musicians and locals were very 

social, always ready to welcome outsiders into their homes and families. I arrived in 

Mallorca for the autumn and winter months, after the summer frenzy had calmed 

down. I was all set to start studying the xeremies, but for the first two months my 

fieldwork seemed to stall. I met a few older players, talked to a few researchers who 

were residing on the island, started learning Catalan and followed a few leads, but 

the core of the field eluded me. I did not know how to meet younger musicians, with 

whom I stood a better chance of becoming friends; I was politely ignored when I 

tried speaking to a couple of musicians after concerts whether I introduced myself as 

a musician or a researcher. I was socially isolated, detached from the musical world I 

sought entry into. My position, however, suddenly shifted dramatically, thanks to 
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one contact, Toni Torrens, a local pharmacist and patron of Mallorca’s musical 

traditions. In 1994, Toni Torrens had organised the first trobada, a bagpipe gathering 

in Sa Pobla that featured a Saturday night concert and a Sunday instrument fair. I 

offered to play at the concert with my folk trio as a way of introducing myself as a 

musician to the community. Toni agreed, and so in November I performed in front of 

a 300-strong audience, a large proportion of which were xeremiers. I was able to say 

a few words in Catalan to show my commitment, explaining in Castilian the reason I 

was in Mallorca. These words, combined with a good performance, established me 

and radically changed my social interactions. The number of people who 

congratulated me on our music and offered help with my research was amazing. The 

next day, I had four or five invitations to different events and many more open doors. 

The next week I began to forge friendships with younger musicians.  

This single event opened doors not once but over and over again as my 

reputation as a musician preceded me. I was using music making as a tool, not only 

to participate and socialise but also to open the dams blocking my interactions with 

people, showing them that I was up to the task and worthy of the knowledge they 

were now willing to impart. My status as a professional musician lent legitimacy to 

my research. I was never asked to prove myself musically. On the contrary, I was 

invited to guest at performances. I interpreted such moments not only as a display of 

trust and friendship and as a satisfying outlet for my personal musical craving, but 

also as a way for groups to show our relationship to audiences. The benefit accrued 

to both parties: I got more exposure as a researcher/musician and they invited an 

outsider to perform with them, capturing the interest of the public through this 

intercultural collaboration. My status as a proficient musician meant that I was 

regularly invited to share feedback after performances or rehearsals, a process that 

made me an insider by including me in the musical conversation. Although I was 

encouraged to play in informal settings such as bagpipe gatherings – not to do so 

would have been disappointing both to the xeremiers and to myself – I was also able 

to navigate access for my camera and notebook, fulfilling my expected role as a 

researcher. Rather than damaging my relationships, the fact that I was a musician but 

chose to concentrate on research meant that I was no threat in the highly competitive 

market. At the same time, I understood the intricacies of the field, and this led to 

interesting conversations as people opened up about the music and their relationships 
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within the music scene. I came to learn most of the local repertoire thanks to the 

regular rehearsals and group lessons I participated in, but few people realised this 

because I ultimately seldom performed, rather, I focused on building my identity as a 

researcher. This, however, did not prevent me from becoming the go-to ‘expert’ for 

local fipple flutes – whistle-like instruments such as the recorder –, a role that I 

gladly embraced as it allowed me to access the field from another point of view, and 

gain an insider knowledge of a slightly different network, a process that initiated new 

conversations.  

As such, the study became more defined in its nature as I developed material 

that would be of interest to the community. My thesis is thus mainly targeted to 

Mallorcans and interested bagpipe scholars and enthusiasts, curious about the world 

of Mallorcan bagpipes. Reciprocity has long been part of anthropology through the 

work of Malinowski (1926) and Mauss (1990) amongst others. The same concept of 

reciprocity reappears in the more recent field of applied ethnomusicology. Emerging 

first in the late 1980s, this became a more established movement in the 2000s with 

the creation of the ICTM study group on applied ethnomusicology in 2007 and the 

publication of several comprehensive volumes (e.g., Harrison, MacKinlay and Pettan 

2010; Pettan and Titon 2015). Titon describes applied ethnomusicology as:  

‘a music-centered intervention in a particular community, whose purpose is to 

benfit that community – for example a social improvement, a musical benefit, 

a cultural good, an economic advantage, or a combination of these and other 

benefits. It is music centered, but above all ... people-centered, for the 

understanding that drives it toward reciprocity is based in the collaborative 

partnerships that arise from ethnomusicological fieldwork’ (Titon 2015:4).  

My research in Mallorca was constantly carried out with the thought that my thesis 

would be read by the xeremiers and that it might shed light on some aspects of their 

world. As often pointed out by them, this was a piece of work that no one had 

undertaken before and my priviledged position as an outsider (see below) ensured 

that the content – at least in their eyes – would not be biased. Thus, I hope that when 

I print and take my thesis to Mallorca, it will be read and archived in an accessible 

library. In summary, then, I have written this thesis with a view to it being of 

‘cultural value’ to the xeremiers. 
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Being accepted as a researcher thanks to my musical credentials did not mean 

I immediately became a musical insider. That process took much longer than I had 

anticipated although, in retrospect, I probably experienced the same stages a young 

bagpipe player would go through before being fully accepted by elders. Before 

becoming a xeremier, I not only had to play adequately and stylistically, I also had to 

understand what my role involved. I arrived in the field as a French student based at 

a London university. As Rice would have it, I was ethnically an outsider but 

musically an insider: I was not Mallorcan but I understood music and learnt their 

music fast (after Rice 1997:110). Yet, rather than being negative, my outside identity 

often played to my advantage. My interest in local culture and my linguistic skills 

made me stand out from the millions of tourists. The low status of outsiders is very 

strong and the Catalan word ‘foraster’, an outsider or foreigner, is generally 

pejorative (Waldren 1996). Inhabitants of neighbouring villages are forasters; for 

certain left-wing Mallorcan independentists, mainland Spaniards are forasters, 

bringing threats to local culture. In certain political circles, foreigners from abroad 

carry less stigma than mainland Spaniards and are more likely to be called 

estranjeros, a more neutral term. I was usually considered an estranjera with a deep 

interest in local culture. Thanks to this, I was more readily accepted than other 

foreign newcomers amongst xeremiers. Increasingly, as time went by, I proved I 

was, as bagpiper Miquel Tugores said, ‘part of the club’. My status as an ethnic 

outsider was beneficial since it guaranteed a sense of neutrality that no xeremier 

could have due to his or her political, musical or geographical allegiances. Once my 

interest in bagpipes was accepted, and I was often asked how I had chosen the 

subject, I was able to move freely among different groups, although I made sure that 

I did not betray anyone’s trust. My intercultural status paradoxically gave me more 

freedom than a cultural insider. I could witness many more events than a local 

xeremier ever would, since loyalty to a certain village or celebration meant that 

musicians might never experience festivities in other villages. This, they felt, was 

important to my study since I could be impartial and give a voice to musicians all 

over the island. 
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3  The researcher as performer 

The researcher’s position can be considered as a performance. For a year I 

fulfilled the role I had chosen, continuously reinforcing my status as a researcher 

through note-taking, recording and photographing. My researcher identity was 

important both to myself and to those I worked with. Anthropologists such as 

Jackson (1989) argue that field notes should not be taken in public, since doing so 

can hinder what should be a fluid process; and, of course, writing in privacy after an 

event can incorporate personal reflections. I found, however, that taking notes in 

public helped establish my researcher identity. Despite the isolation brought by the 

act of writing notes (after Barz 1997:52), the very note-taking allowed me to insert 

myself into the community as a legitimate researcher. People interacted with my 

research performance by asking how many pens I had used up. They gave me 

photocopied articles, introduced me to people they deemed important for my study, 

and organised outings to help my research. I became part of the musicians’ 

experience through my constant questions and note-taking. Communication went 

both ways, establishing an intercultural dialogue as I asked questions about them and 

their musical practices and they responded with curiosity about my researcher 

practices. Unlike Barz, who was asked to put his pen down and learn orally 

(1997:48), my identity was forged by writing notes as people rehearsed, played and 

talked. My research performance was embraced by Mallorcans and they came to 

expect it from me: when I left my camera behind for a rehearsal, I was asked why I 

was not taking photographs. After a few months, some musicians invited me to 

conduct formal interviews with them. The simple act of holding a pen and balancing 

a notebook on my lap both gave me a sense of purpose and asserted my position as a 

researcher. Interculturality was fully in play as I occupied the position of an 

approved outsider witnessing the inside. I observed the musicians´ activities, 

recorded them in my language and through my academic and musical understanding; 

they carried on as usual, allowed me to be among them, and expected me to represent 

them and their actions accurately. Carrying a professional-looking camera or a Zoom 

recorder had the same effect: they became my instruments, forged my identity and 

legitimised my presence in the field. Much like Barz who questioned why he was 

documenting moments that others were capable of recording themselves (1997:60), 

one might question whether an ethnomusicologist’s presence in the field is an 
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intrusion. Like other researchers, I occasionally found myself collecting data 

alongside journalists and other photographers, but my privileged position with the 

xeremiers led to personalised exchanges of information and data. Indeed, musicians 

asked me several times to document a concert officially and to share my photos over 

social media. 

I was given nicknames that reflected I had become an outsider on the inside. 

During a trip to Galicia, a xeremier talked about me to some Galician friends, 

referring to me as ‘nostra etnomusicologa’, our ethnomusicologist. With the 

possessive, the xeremiers both acknowledged the interaction with the outsider 

ethnomusicologist, and the insider who was ‘theirs’. In another Mallorcan bagpiping 

circle I was nicknamed the ‘Archiduquesa’, after the Austrian Archduke Ludwig 

Salvator who lived in Mallorca in the second half of the nineteenth century. The 

Archduke collected information about local traditions and customs and published 

nine encyclopaedic volumes, Die Balearen: in Wort und Bild geschildert (1897). 

This was the first comprehensive detailing of the island’s local customs, and it 

included accounts about the use of the xeremies.  Despite the fact that I am certainly 

not aristocratic, parallels were drawn between the Archduke as a self-made scholar, 

recording in minute detail everything from local architecture to the agricultural cycle 

and its celebrations, and myself, a foreign student interested in local culture and with 

the firm intention of learning all I could about the xeremies. By giving me this 

nickname, the xeremier showed his respect for my work, inscribing it in the short but 

significant canon of publications about the island’s music, informally adding me to 

the lineage of scholars who had studied Mallorcan culture. My presence and 

intercultural status had been approved and legitimised by the people I had come to 

work with. They strengthened my credibility and made me worthy to speak on their 

behalf (after Solís 2004).  

 

4  The researcher as performer as researcher  

Although performance and musical practice were central to my research, 

neither was the object or subject of it, as I wanted to focus on the role of the 

xeremies in Mallorcan society rather than on the music per se. Both performance and 

practice, however, were essential to the research process, thus provoking constants 

shift between my roles as researcher and performer. High-level performance was an 
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extremely useful tool in the field just as the field fed into later performances, 

infiltrating and influencing my music-making. The artistic process inevitably became 

infused with cultural knowledge acquired in the field, both merging and creating an 

intercultural music shaped by my own performer’s voice, adding to my 

‘intermusability’ (Baily 2008:132). Similarly to John Baily, but unlike John Blacking 

and Mantle Hood, I incorporated parts of the musical knowledge acquired in Mallora 

into my personal performance practice. Back from the field, I did not become a 

performer of Mallorcan bagpipes, despite having been accepted as a musician by the 

locals. Although I played a few tunes from their repertoire, I interpreted them 

differently to Mallorcan musicians’ versions. I kept the stylistic ornamentation and 

phrasing but I added personal ornaments and modified some melodic lines to create 

different harmonies. Such procedures would have been frowned upon by my 

Mallorcan teachers. So, while I learned the ‘proper’ way in the field, once back in 

London and in a creative process, I let my inspiration run free, conscious of the rules 

but aware I was not following them. Indeed, over time I have come to view my 

practice as a creative musician as a separate process to that of being a musician in the 

field. Although musical and bagpipe skills were essential to my status in the field and 

central to my identity, distancing myself from the practitioner/researcher roles once 

back ‘home’ meant I could develop an artistic creativity without overly worrying 

about stylistic rules learned in the field. While I respected these rules, I chose to 

adapt the music to serve my personal aesthetics. This process, in a way, can be 

viewed as a fusion of Mallorcan music with my personal intercultural musical 

practice or, as Baily would have it, my ‘intermusability’. It manifests itself in music I 

perform as a musician, contrasting the music I play in the field as a 

practioner/researcher. 

Although performance is a central part of my identity, both as a musician and 

a researcher, the conscious divide I have made enables, in my experience, a wider 

range of creativity that is relatively free from the theoretical concerns of 

ethnomusicology (such as authenticity). This division between performance and 

academic research might seem slightly schizophrenic, but it has proved a way of 

coping with the strict requirements of ethnomusicology and its limitations (Howard 

2007:174), or even with nostalgia for the past, and the constant process of recreation 

an artist goes through as they are influenced by new sounds, demands of the music 
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industry, and their own creative process. This might seem treacherous to an 

ethnomusicologist, but, instead of being incompatible, I regard both worlds as 

complementary. This leads me full circle. Although an integral part of the field, the 

ethnomusicologists’ presence inevitably influences those around him or her, creating 

‘awareness within the community’ (after Shelemay 1997:200). As an intercultural 

performer, he or she interacts in a further dimension, impacting the field through 

musical exchanges and verbal discussions. Perhaps, as an external influence, this 

impact should be regarded as a natural process of human exchange and 

communication, leading to new ideas and collaborations, forging what will become, 

in our globalised world, the future field. 

 

5  The xeremies, the Mallorcan bagpipes 

The xeremies have been little studied in both the academic and international 

bagpipe world. Local literature has a few more in-depth publications about the 

instrument, mainly written by piper and Catalan lecturer Antoni Artigues and 

instrument maker Joan Morey (whose writings will be frequently cited below). The 

xeremies are, though, intriguing bagpipes with a unique morphology. I first came 

across them during the first year of my MA at the Sorbonne (2007–2008) thanks to 

Marie-Barabara Le Gonidec, who advised me for my dissertation on Bulgarian 

bagpipes (my dissertation was supervised by Jerôme Cler). Building on her previous 

collection work, I created a classification of bagpipes including around 80 varieties, 

one of which was the next to unknown xeremies. This is featured on her website: 

www.cornemuses.culture.fr.6 To me at the time, the xeremies looked strange with the 

piper embracing a huge bag from which three drones hung at the front. It bore more 

of a likeness, in my opinion, to an elephant than to the goat from which the bag was 

made. When I arrived in Mallorca in 2011, I knew that the xeremies were always 

played with a flute and small drum, the flabiol and tamborí (the former also found 

with the spelling fobiol). These were played by one musician: flute in one hand and 

drumstick in the other, beating a small drum dangling from a strap held by the flute 

hand. Lomax pointed out after his travels across Europe that these were ‘the 

                                                

6 http://www.cornemuses.culture.fr/index.php?option=com_content&task=view&id=406&Itemid=94, 

last accessed 8 August 2015.  
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commonest instruments’ in Aragon, Catalonia and the Pyrenees (Lomax, cited in 

Cohen 2003:155). The combination of bagpipes, flute and drum was a colla, a word 

that meant ‘group’ but which mainly referred to this musician duet in Mallorca 

(pictured below).  

 

Figure 2: Xeremiers de Sa Calatrava. Colla formed by Pep Toni Rubio (left) and Josep Rotger 

(right), Montuiri, 2012. Photograph: Cassandre Balosso-Bardin. 

 

According to Miquel Llargos, a bagpipe player active throughout the 

twentieth century, the xeremies were played with the flute and drum ‘so that the 

dancers could hear the rhythm’ (Llargo, radio interview, 1970s (precise date 

unknown), Palma).7 The xeremies player is called a xeremier (pl. xeremiers; female: 

xeremiera/xeremieres), and the flabiol and tamborí player a flabioler (pl. flabiolers; 

female: flabiolera/flabioleres). Both flabiol and xeremies players can be called 

xeremier(s) as the instruments are strongly linked to a certain status and role in 

society. In my thesis, I use the term xeremier to talk about musicians who play either 

the xeremies or the flabiol, although the instrument they play is made clear by the 

context. 

                                                

7 Unless otherwise stated, all translations in this thesis are by the author.  
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Figure 3: Illustration of the xeremies with vernacular names of parts (see the text of Chapter 1 

for translations of parts and discussion). Illustration by Joan Morey (1997:18) 
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According to Jean Pierre Van Hees, who has published the most complete 

taxonomy of bagpipes in his book Cornemuses: un infini sonore (2014), the xeremies 

fit the Western European type of bagpipes with a monomelodic double reed pipe and 

single reed drone(s).8 This is in accordance to Baines (1979:103), who classified the 

xeremies as a ‘typical western folk bagpipe’. These, Baines writes, have a ‘wide 

conical chanter, with one or more cylindrical drones, usually held in separate stocks; 

Atlantic or Celtic species (Spain, Brittany and Scotland); also north Italian ... and an 

Italianate form in the Balearic Islands’ (ibid.). Baines describes the Mallorcan 

bagpipes thus: 

The bagpipe of the Balearic islands ... has a chanter like the Spanish, but its 

drones show remote kinship with the Italian bagpipes, as does its name, 

zampona. The bag is a sheepskin with blowpipe and chanter in the forelegs 

while the neck holds a large zampogna-like stock with a bass drone... flanked 

by two small dummy drones, unbored and reedless. This drone assembly 

hangs down in front of the player just as zampogna pipes would do if released 

from the player’s hands (1979:111). 

Rotger, in his article about the origin and evolution of the Mallorcan bagpipes 

(2008:44-49), posits that the Mallorcan bagpipes may indeed be an evolution of the 

Italian zampogna where all four pipes, melodic and drone, are attached to one stock 

at the front of the bag. As he points out, there are some incorrect details in Baines’ 

description. I never heard the Mallorcan bagpipes being called zampona, nor did I 

come across this term in any of the local or historical sources mentioning the 

xeremies. Baines mentions that the xeremies could be found in Minorca, a fact that 

has since been refuted by local players. Indeed, the picture that supports Baines’ 

comment (1979:plate XV) is not consistent as it shows in the background a car with 

the matriculation PM, used for Palma de Mallorca (Alonso and Rotger 2008:44). 

Mallorca is, I have repeatedly been told, the only Balearic island where the bagpipes 

are played, although Ibiza boasts a small double cane wind instrument with single 

reeds, also called xeremies. Baines was, however, correct to state that the Mallorcan 

bagpipes present morphological similarities with the Italian zampogna, although I 

                                                

8 Throughout this dissertation, I will use Van Hees’ terminology in order to refer to the different parts 

of the instrument. The full extent of this technical vocabulary can be found in his 2014 book. 
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have found no direct connection between the instruments. Finally, Baines writes that 

the Catalan bagpipes – already extinct by the time he wrote his book – and the 

Galician gaita were ‘of the same kind’ (1979:111). Josep Rotger disagrees with this, 

but I would tend to concur with Baines. The morphology of the sac de gemecs (and 

the xeremies) and that of the Galician gaita are indeed different. The Catalan and 

Mallorcan bagpipes have drones hanging at the front of the bagpipe, two of which 

have been mute for many decades, whereas the Galician bagpipes have one to three 

drones, the bass drone resting on the piper’s shoulder and up to two treble drones 

resting on the his or her forearm. However, despite this morphological difference, the 

reed system is the same: double reeds for the conical melodic pipe and single reeds 

for the cylindrical drones. The melodic pipes present audible and visible differences 

that have led to the use of different sized reeds and an adapted repertoire, but both 

types of bagpipes have similar organology and can therefore be grouped together, as 

shown in Van Hees’ taxonomy (2014:separate taxonomy chart).  

Lomax places Mallorcan music in a geographical area separated from the rest 

of Spain, based on music rather than the morphology of instruments. He (cited in 

Cohen 2003:155) featured what he called Balearic Island music, where the bagpipes 

and flute and drum were the most common instruments, with ‘the Provinces of the 

North Pyrenees as well as parts of Catalonia and Aragon’, an area where, according 

to him, the music was ‘Old European with Eurasian traces’. This grouping also 

makes sense from an organological point of view. Indeed, the Mallorcan xeremies 

are extremely similar to the Catalan sac de gemecs and the two other bagpipes from 

the Pyrenees reconstituted by French pipe maker Pierre Rouch, the bot de gemecs9 

and the borassa (confirmed to me by Matta, Facebook communication, 8 August 

2015). The Catalan bagpipes started disappearing in the middle of the nineteenth 

century due to high industrialisation in Catalonia (Busquets and Sans 1995:9). By the 

mid-twentieth century, they were completely extinct and one of the last players died 

in 1965 (Busquets and Sans 1995:33). The Catalan bagpipes, now more commonly 

called sac de gemecs (bag of groans), had many different names, including 

                                                

9 See following article for more information: 

http://www.naciodigital.cat/laflama/noticia/3714/recuperen/bot/pallars/cosi/germa/sac/gemecs, last 

accessed 9 August 2015. 
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‘xeremies’ for Mallorca (Busquets and Sans 1995:31). This suggests that the 

Mallorcan bagpipes may simply be a variation of the Catalan instrument.  

 

6  Research frame and questions 

This study aims to establish an anthropological portrait of the Mallorcan 

bagpipes, the xeremies. The repertoire of the xeremies has been collected by various 

musicians, folklorists and enthusiasts (who will be mentioned regularly in the pages 

that follow) so I have chosen to focus not on the music but on the place of the 

xeremies today on the island. Throughout my study I aim to answer a single 

question: what are the xeremies and what is their place in Mallorcan society. I 

therefore address the place of a traditional instrument in an environment of mass-

tourism, asking how it has survived and whether its revival will be sustainable in the 

longer term. I also examine how the instrument has been re-appropriated by people 

through performance and cultural and political statements after suffering from the 

extreme folklorisation imposed by the controlling regime of Franco.  In order to do 

so, I examine the bagpipe revival initiated in the early 1970s, and the different areas 

of island life the bagpipes were or became involved in. Although the xeremies 

benefitted from an unbroken tradition, the number of bagpipers in the 1970s fell 

dangerously low, as no one was actively learning the tradition. This, according to 

Livingston (1999, 2014) and Bithell and Hill (2014), put Mallorcan bagpipe music in 

danger of extinction. Hence, the renewal of activity from the early 1970s onwards 

qualifies as a music revival. The different areas I examine include the mechanisms of 

revival and bagpipe dissemination over the last 40 years, including the instruments’ 

place in tourism, politics, identity and ritual. I look at every element from the same 

starting point: the instrument.  

With the xeremies as the main protagonist of this study, the first two chapters 

introduce it, focusing on the instrument’s organology and manufacture and how it 

changed throughout the twentieth century. I have been influenced by Tim Rice 

(1994) and Kevin Dawe (1996, 2001, 2005, 2013), who both focus on an instrument 

and its place in society. Mediterranean music scholars such as Bithell (1996), Lortat-

Jacob (1998), Plastino (2003b), Dawe (2004) and Cohen (2011) provided me with 

many examples that helped elaborate theoretical thoughts. The dissertation, though, 

is based on ethnographic data collected between October 2011–August 2012, 
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January–Feburary 2013 and September–November 2014, and uses interviews and 

quotes from the individuals who were the engines of the revival as well as from 

people who have since the 1970s continued to feed the machine with their own 

enthusiasm for the instrument. Slobin (1992:21) warns us against looking at ‘star 

cultural performers’ who do not represent the ‘group as a whole’, noting that ‘it is 

easy to blur the lines between single activists and whole traditions, between 

ensembles and institutions’. Although my methodology is qualitative, I feel that the 

relatively small size of the Mallorcan bagpiping scene, numbering less than 500 

individuals in November 2014 (Torrens, informal conversation, Sa Pobla) – allows 

me to concentrate on a small number of individuals who were essential to the growth 

of the revival. In addition, thanks to my position in the field as a performer-

researcher, I was able to navigate between a large number of different groups, and 

thereby I give an overall view of the bagpipe scene which is much broader than what 

even some locals imagine it to be. 

Finding a structure for my dissertation has not been straightforward. I decided 

to centre my study on ethnography because I wanted to tell the stories I had 

collected, believing that the total of these accounts represents the bagpipe scene as it 

is perceived by Mallorcan bagpipers. Earlier accounts about the island’s folk 

traditions have often been organised around the agricultural calendar, as the songs 

and dances performed were directly related to the activity carried out by people: 

fleecing, picking figs, picking grapes, sowing, slaughtering a pig (see, for example, 

Ensenyat 1975:22-52). I initially thought that organising local customs in this way 

would be obsolete, as the agricultural calendar is no longer relevant to the many 

people who are urban citizens with few or no links to the land. However, when I 

returned to Mallorca in January 2013 after four months back in London, I was struck 

at how little had changed. It was 2013 but could equally well have been in 2012 or 

2014, for the celebrations were the same, as were their structures; the musicians, the 

conversations and the music had not changed. Musicians had grown beards and 

children were taller, but I felt as if I had re-entered the field as I had left it. I realised 

that the seasons and the festivities linked to them still determined daily lives and the 

island’s important festivities. I had found my dissertation structure: my study would 

follow my year of primary fieldwork, running from autumn to summer. Each chapter 

thus starts with a story linked to a month or a season in the year. I start in the cold 



!
32 

winter months and go through to the wild summer celebrations, following the 

xeremies and the activities in which they play a part. However, where older manuals 

focus on customs and traditions linked to the land, I focus on the people and the 

seasonal changes in contemporary Mallorca.  

An earlier draft of this thesis gave each chapter a month as a subtitle, but as I 

completed writing up, doing so became cumbersome. I therefore took out references 

to the time of year. However, the chapters still reflect the seasons. Autumn (as 

outlined in this Introduction) was spent acclimatising myself to Mallorca, and 

establishing myself as a performer in the field. I argue that my position not as a 

simple ethnomusicologist but as a performer-researcher gave me additional insights 

and helped build trust with local people who gradually accepted me as an insider. 

Winter was the season for matanzas (slaughtering) (Chapter 1) and instrument 

making (Chapter 2). Chapter 1 focuses on how to make a bagpipe. As I explore 

different parts of the instrument such as the bag, the reeds and the drones, I show 

how these changed over the second half of the twentieth century. Technological 

changes helped the revival to blossom as manufacture became more systematic and 

instruments became more reliable. In Chapter 2, I look at local instrument makers 

throughout the twentieth century and reflect on how a Mallorcan bagpipe was 

assembled by these individuals. I then look at the ground-breaking work of Joan 

Morey, the first Mallorcan bagpipe artisan since the beginning of the twentieth 

century and show how the standardisation of the instrument’s pitch and scale that he 

was involved with has enabled the xeremies to become a musical instrument 

distanced from its previous functional uses as it was gradually integrated into 

different musical formations. Spring, still chilly, involved library research (Chapter 

3), visiting scholars at the university to better understand the revival (Chapter 4) and 

political demonstrations (Chapter 5). In Chapter 3, I go back to medieval times and 

examine the presence of bagpipes in Mallorca throughout the last millennium. 

Although many local musicians and scholars have written about the history of the 

instrument, their accounts tend to be succinct or to be spread across different 

volumes. This chapter therefore aims to provide a comprehensive history of the 

xeremies, summarising all the information that was available to me. Chapter 4 picks 

up from the end of Chapter 3 and looks at the last 45 years, during which the bagpipe 

revival was initiated and grew. The 1990s and early 2000s were a golden age as 
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classes opened in many villages around the island and as the xeremies became 

available to everybody. The development of the xeremies into a reliable and easily 

playable instrument also allowed the creation of fusion groups that showcased the 

instrument in different ways. Spring ends with Chapter 5 as I look at the role of the 

xeremies in a political and cultural environment. In this chapter, I explore what it 

means to play the xeremies at the level of identity and how, regardless of one’s 

political allegiance, the bagpipes tend to be a symbol of belonging and 

‘Mallorcanness’. Summer heralds the arrival of the tourists (Chapter 6), but also of 

the much-awaited street celebrations with their rituals (Chapter 7). In Chapter 6, I 

show the intricate relationship between presentational performances instigated not 

only by tourism but also by Franco’s regime and discuss their effect on the practice 

of the xeremies. Presentational performances did indeed petrify the performance of 

music and dance, but it also allowed performers to maintain their practice at a time 

when local traditions were valued less and less by the island’s population. Today, 

professionals are no longer part of the tourism world because the financial situation 

has deteriorated, but tourist performances remain a useful platform for enthusiasts 

who use it as a way of socialising. Chapter 7 describes two rituals, one in winter and 

one in summer. Through these, I explore the transformative power of the xeremies. 

This last chapter endeavours to capture the full meaning of the xeremies, as I explore 

how its practice in participatory environments reinforces the fabric of society, even 

in today’s urbanised context. Finally, my conclusion begins to ask further questions 

that sit beyond the scope of a single, word-limited, dissertation. 
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Chapter 1 

Sacrifice of the goat  

 

 

A family meal 

December is the month of the matanzas – the killings. Every year, the whole 

extended family gathers to celebrate the slaughter of a pig, fattened over the last 6 

months. After the matador (slaughterer) accomplishes his task, everyone pitches in 

to help get the meat ready. In the evening, the first of the fresh meat will be eaten – 

offal mixed with green peas, red peppers and fried potatoes, known as the frit 

Mallorqui or the frit de matances (Jaume Vich, email, 24 December 2013). 

December is also the best month to start preparing a bagpipe bag: the cold months 

will ensure that no undesired insects infest the skin during the tanning process.  

My fieldwork began in October so I had not yet gained sufficient trust or 

friendship by the winter months to be invited to witness a matanza. The sacrifice of a 

goat was therefore organised for me in June, a few days before I left Mallorca after 

my primary period of fieldwork, one of the last but most beautiful gifts from my 

xeremier friends. I was to witness the beginning of the instrument, when life is taken 

from a goat only to be restored back to the instrument by a musician a few months 

later, thereby initiating a new cycle of life. 

The xeremies are made of four main parts: the blowpipe that allows the piper 

to inflate the bag which, in turn, distributes the air first to the drones fitted with a 

single reed and then to the melodic pipe fitted with a double reed. This chapter looks 

at the bag, the drones, the reeds and the melodic pipes, focusing on different aspects 

of their manufacture and how old techniques and/or materials have been changed by 

recent generations and new technologies. Illustrating Kevin Dawe’s (2015) concept 

of instruments embodied in local webs of culture, I show how the xeremies are 

intricately linked to the land and its people – people who, in turn, helped to fashion 

the instrument we know today. 
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1  The bag 

30 June 2012, Carrer de Valldemossa, km 8.6 

Tomas Salom, Pep Toni Rubio, Toni Carles Costa Bauza and I met at the 

carpark of Palma’s music conservatoire. We set off for a nearby farm. We briefly 

stopped at a petrol station where, a few minutes later, Miquel Tugores drove by with 

Pau Mas, Càndid Trujillo, Sebastiana Bonet from the island’s bagpipe magazine Es 

Grall, and another girl. After a few wrong turns, we stopped on the side of the road, 

utterly lost. The farmer we had come to visit came to our rescue and we followed 

him down a dirt track along a field full of thin, brown goats and their kids. Most had 

one front leg tied to a back leg with a short length of rope, a simple way to stop them 

jumping over the fence. As we reached the farm, Toni, the farmer, explained that he 

was not the landowner but a tenant, working the farm ‘just like in the old days’. At 

times he called himself an agricultor, and at other times a pages (peasant). In his late 

thirties or early forties, Toni’s friendly face was brown and weather-beaten, already 

showing deep lines from working outdoors. His hands were strong, with his 

fingernails cut extremely short. He wore an old T-shirt adorned with a picture of an 

American car, a pair of long shorts and worn-out Mallorcan shoes.  

We walked into the yard. To our left was a row of covered storage shacks. 

There were no doors, just tools set out under a roof. It looked a mess, but Toni knew 

exactly where everything was. There were cows and bulls in two stables. Behind 

these was a field full of big black pigs resting under the shade of a wide tree. As I 

approached them, little goats in the vicinity ran away and hid behind a shed. To our 

right was a house  – a collection of buildings would be a more accurate description. 

There was a small courtyard paved with stones and small buildings on either side that 

looked like a storage place, a hencoop and a coop with turkeys. The main building 

had a big room where a long table occupied the centre of the floor. On either side 

were tables, a freezer, a fridge and many other tools. On the wall above the door I 

spotted two sieves of different sizes. In the courtyard, a small passage between the 

main house and the hencoop led to a garden and another house. I surmised that this 

was where the family lived when they were not working on the farm. In front of the 

house was a small stout wooden table with an earthen bowl placed on top of it. This 

was to be the sacrifice table.  
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Miquel Tugores called for me to come and join the rest of the group. Toni 

was arriving with a one-year-old female goat slung over his shoulders. He was 

holding the bleating animal around his neck, with its legs in his hands. The young 

goat seemed startled. Toni immobilised it on the wooden table by tying its four legs 

together, leaving its head hanging over the edge. After a while the goat calmed down 

and just lay there, waiting. The farmer collected several knives and two white cloths 

from the house. He placed a ceramic bowl under the goat’s head. All went silent. The 

joking stopped. Everyone waited. A few dogs walked by; rattled, the goat started 

bleating again. Its strident voice seared us to the core, especially as we knew what 

was coming. As soon as the dogs wandered away, the agitation settled. Toni started 

talking. He touched the goat, calming it. He rested his hands on its belly and touched 

its neck, gently reassuring it as it relaxed. Its breathing became regular.   

 

 
Figure 4: Binding the feet of the goat, Palma, 2012.  

Photograph: Cassandre Balosso-Bardin. 
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Toni told me he did not wish to be filmed during the killing. I misunderstood 

and thought that he did not want any of the skinning process on film. Later, I realised 

that the only moment he did not want to be recorded was the actual killing. Tomas 

explained that killing this way – unofficially in your courtyard – was frowned upon. 

Only official matadores (slaughterers) had permission to do it. There were about four 

or five official matadores that were available for matanzas. Even during the civil 

war, official matadores were already hired by locals to kill their pigs in the winter. 

More recently, the European Commission established regulations that, in Mallorca, 

required licences for well-established customs such as the traditional way of 

slaughtering animals and even the use of fireworks in the streets for celebrations.10 

Despite the legislations and the long-established presence of official matadores, 

shepherds are still known to slaughter their own animals. I was told by several 

xeremiers that, throughout the twentieth century, shepherds killed and skinned the 

goats themselves, thus providing the essential material for their instruments. Toni 

seems to have kept this tradition, along with a select few. 

The killing was quick and effortless thanks to Toni’s experience and 

humanity. With a quick and precise gesture, he opened a small hole in the goat’s 

neck. The artery was severed and blood rushed out, pouring into the bowl below. As 

the goat bled, it gradually became weaker until it shuddered one last time and rested. 

Its head was limp, hanging over the table. We were all quiet. The bowl full of blood 

was taken away so that the dark red liquid could be made into sausages. The skinning 

of the goat could begin. 

 

Separating the hide 

In order to separate the skin from the flesh, air was blown into the goat 

between the hide and the meat. Toni made a small incision in one hind leg. He 

inserted a plastic tube between the skin and the flesh and once it was well adjusted, 

he connected an air pump to the plastic tube and pumped air into the goat’s carcass. 

The goat slowly ballooned, doubling in size. When the process was completed with 

every leg, the goat was fully inflated and all four legs stuck out in the air.  Before the 

                                                

10 http://ec.europa.eu/food/animal/welfare/slaughter/regulation_1099_2009_en.pdf. 
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air pump, shepherds used a straw or a piece of hollow reed to insert air between the 

hide and the flesh, a lengthy process, as a lot of air was needed to fully inflate the 

goat. 

 

 
Figure 5: Inflating the goat, Palma, 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

The skin was now taut and would be easier to remove. Miquel Tugores and 

Pep Toni Rubio volunteered to hold the bloated goat still as Toni moved to the next 

operation. He went to one of the hind hooves and cut the hide down the leg to the 

goat’s rump, before repeating the process on the other hind hoof. Once the hide was 

cut across the backside, Toni started separating the skin from the flesh. He did so 

with the help of a knife that cut through the nerves whilst pulling on the skin with a 

towel in his hand so as not to slip. Once the hide was removed from the leg it hung 

free. Toni cut off the remaining hoof and threw it into a bucket. By the end of the 

skinning, the bucket was full of unwanted bits that would be fed to the dogs. Toni 

repeated the process on the other hind leg and pulled off part of the skin around the 

goat’s rump in preparation for the next step.  
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Figure 6: Preparing the hide. Left to right: Toni, Miquel Tugores, Pep Toni Rubio,  

Palma, 2012. Photograph: Cassandre Balosso-Bardin. 

 

He then turned to a forklift truck where the fork had been raised to a man’s 

height. He attached a hook to one prong and, from it, hung a metallic bar 

perpendicular to the ground, similar to a hanger. On either side of the bar, he slung 

hooks, inserting these into both hind legs. The goat was now hanging head down 

from the prong, all hooves off and the hind skin detached and ready to be pulled off. 

Toni took a small axe and cut off both horns. When I asked if they were thrown 

away, Toni said they wouldn’t be. Miquel Tugores, who had invited us to witness the 

skinning of the goat, was one of those who collected horns to create demon masks 

for local celebrations. Toni then proceeded to harness gravity as he pulled the skin 

downwards, off the goat, much as one would pull a tight sweater off. Working with a 

towel in one hand, he grabbed the skin in the other hand and worked his way down 

whilst Miquel and Pep Toni Rubio firmly held the bar to prevent it from swivelling.  
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Figure 7: Separating the hide from the goat, Palma, 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

As he was working, Toni talked about the demand for goat hides. The general 

clientele for such products had diminished dramatically in recent times due to social 

change. Xeremiers, however, still regularly asked for goatskins, a fact that Toni 

much appreciated. Indeed, his profession led him to kill about one goat a week. 

While the meat was used, the hide was almost always thrown away. He told us how, 

nowadays, people turned their noses up at goatskin as they imagined that if they did 

not they were contributing to animal cruelty. Even people who had no such negative 

idea avoided buying goatskins to avoid offending friends. In Mallorca, I often 

admired the hides at fairs and markets, surprised by their low price, but I refrained 
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from buying any as I thought it would not be socially acceptable to own one. Toni 

told us how, more often than not, he was reduced to throwing a good hide away, 

when, as a farm worker, he hated anything going to waste.  

Goatskin was the most common type of bag used in Mallorca, but a couple of 

testimonies noted the use of dogskin. Many pipers told the following anecdote, 

which I first heard from Pep Rotger one August afternoon. He started talking about 

the xeremier Sebastià Ordinas ‘Guidons’ who had once been recorded by Alan 

Lomax. One evening, Guidons had to go and play for a dance. When the xeremier 

took his pipes, the bag was broken so, in Pep Rotger’s words: ‘He had a neighbour 

who hung a dog for him and he took the hide to go and play’. Joan Morey wrote a 

similar anecdote, probably about the same piper, although not specifying who he was 

referring to: 

One day, I heard this story being told to a xeremier: ‘We had to play at a 

village celebration, goodness me! The bag was pierced! I grabbed a dog that 

was passing by on the street, I flayed him and there and then made a bag for 

the xeremies’ (Morey 1997:81). 

Although not commonly used, dogskin is not a rare material for a bagpipe. Maltese 

bagpipes, the żaqq, were famously traditionally made out of dogskin (Cassar-

Pullicino 1961:66-67; Partridge, Jeal and Cooke 1977; Borg-Cardona 2005). 

Aesthetically, Maltese bagpipes were different to Mallorcan instruments. The former 

had fur on the outside, the hind hooves were left on the bag and the technique of 

holding the bag was quite different, as were the various pipes attached to it. 

However, the description of the Maltese bag found in Partridge, Jeal and Cooke’s 

1977 article is particularly interesting to me, since it shows how a variety of skins 

were used for the instrument and how Maltese skins were treated in a similar way to 

Mallorcan hides:  

The bag (zaqq) … is traditionally of dogskin, calf, or goat. Another animal 

widely used for making a zaqq was the cat. A zaqq player from Mosta 

remarked in interview: 'I used to kill a dog, big cat or small calf, but mostly a 



!
42 

dog. I had a calf-skin but one of my enemies drilled a hole in it.11 The skin is 

taken from the neck down, turned inside out, and salt is rubbed in. It is then 

hung in the sun to dry for nine to ten days’ Another zaqq player commented 

that ‘cats make good bags because their skin is pliable--in fact cat is the best; 

but female cats cannot be used for this purpose for air will leak out from the 

bag through the nipples!’ Though no existing specimens are made from a cat 

or dog, one of the players whose present bag is a calf skin previously had a 

bag made from a bulldog.  

… Whatever animal is employed, the skin is removed whole (not cut and 

resewn) and the legs are usually tied off separately (in specimen I … 

however, the hind end and back legs are bunched). The bag is always made 

with the hair or fur exposed. The bag may be held under either arm. Of recent 

players four held the bag under the left arm, three under the right (Partridge, 

Jeal and Cooke 1977:117-120). 

Dogskin seemed to be a good option for quality reasons. In the 1980s, Toni Frau 

from s’Olivaret, an experienced Mallorcan bagpipe bag maker, told Joan Morey that 

the best skin was that of a bitch. He explained that dogs ‘sweat through the tongue 

and have the least porous skin of any animal’. Despite the distinct advantages of such 

a skin, Toni Blanc made the following comment: ‘Once I prepared the bag from a 

bitch’s hide but the more I cured it, the more it stank of dog. Do you know what a 

merdacaner is?’ (Morey 1997:81). According to the Diccionari Aguilo (1924), a 

merdacaner is a person who once collected dog excrement from the streets; the 

substance was then used to tan hides. It would seem that the smell of the dead dog 

skin was enough to put bagpipers off from using it more widely, and goatskin was 

the favoured material despite its more porous quality. Anna Borg-Cardona, in an 

article about making a Maltese zaqq bag, quotes Toni Cachia ‘Hammarun’, an 

experienced bagpipe maker who agreed that dog skin had an extremely strong smell 

and that the smell would only get stronger with time. This led Hammarun to use 

calfskin rather than any other hide (Borg-Cardona 2005:24-25). 

                                                

11 According to Yiorgos Perikles Schinas, bagpipe bags were also stabbed in Greece when unhappy 

people wanted to stop the pipers from playing (email, 15 February 2015). 
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Apart from Malta and Mallorca, I have found a few references mentioning 

dogskin used for bagpipes. The first two are by Baines in Bagpipes (1979). He 

quotes Aristophanes II, who wrote about the piper of Thebes in the play The 

Acharnians, first produced in 425 BCE at the Lenaia festival in Athens.12 Line 862 

reads: ‘You pipers who are here from Thebes, with bone pipes blow the posterior of 

a dog’ (cited in Baines 1979:63). Baines’ second reference is after Dobrovolny 

(1958), who described a Moravian bagpipe. The said bag was sewn from the skin of 

a goat or a dog (Baines 1979: 84). Another reference is from Hungary where 

‘dogskin was employed, along with that of sheep or goat. János Manga refers to a 

Hungarian piper, Bene Hajra, who was known as the 'dogpiper', as his bagpipes were 

of dogskin’ (Manga (1969), cited in Patridge, Jeal and Cooke 1977:120). A quick 

search on the extremely comprehensive bagpipe website curated by organologist 

Marie Barbara Le Gonidec reveals that aside from Hungary, dogskin was also 

occasionally used for the Estonian torupill and French boha.13  Dogskin may have 

been used more widely and it may be that extensive fieldwork and research would 

unearth more uses. In Japan, for example, dogskin is commonly used on shamisen 

lutes as it is much stronger than snakeskin and can resist the plectrum striking its 

surface (Johnson 2006:83, Malm 1959:185). Catskin is used on instruments for more 

advanced players as it is less strong and more expensive. Indeed, a catskin large 

enough for a shamisen soundboard is not as easy to find as a dogskin, the latter often 

being big enough for two instruments (after Prescott 2000:182).  

Back in Toni’s farmyard, the skinning of the goat continued. As Toni made 

his way down the animal, Miquel pointed out a hole in the hide: the navel. Such 

holes would be plugged later with wax or wood to create an airtight bag. Anna Borg-

Cardona described the same technique for Maltese bagpipes: orifices were knotted 

tightly with string and any other holes were fitted with a wooden button, held tightly 

in place with string (Borg-Cardona 2005:22-28). On his knees, Toni finally reached 

the head and forelegs. He left the skin hanging over the goat’s head as he tugged it 

                                                

12 http://www.ancient-literature.com/greece_aristophanes_acharnians.html, last accessed 25 August 

2015. 
13http://www.cornemuses.culture.fr/index.php?searchword=chien&okAcc.x=0&okAcc.y=0&option=c

om_search&id=547&ordering=category, last accessed 30 March 2015.  
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down each foreleg and released each from its grip. Just as he had done for the hind 

legs, he removed the tibia, restarting the butchering. The goat was now hanging with 

all of the skin around its neck. He cut the skin open under the chin and removed it 

from the jaw upwards. He then cut out the jaw meat, removed the head from the 

body and threw the skull into the dogs’ bucket. The skin was now fully separated 

from the body, a long thin tube with the hair inside. Toni finished butchering the 

body and split the meat between the men in the yard who had shared the price of the 

goat.  

 

Preparing the skin 

Toni and Miquel made their way towards one of the buildings in the yard. 

Toni had prepared a large, thin, wooden plank on the floor, already partially covered 

with salt. He arranged the new hide on it whilst Miquel rubbed some salt into the 

skin. The salt, Miquel explained, would dry the skin, soaking up the water in it. He 

added that the best season for working the hide was winter when there was less 

chance of insects nesting in the hair and infesting the skin. Insects would create holes 

that would prevent the bag from being airtight. Toni Frau from s’Olivaret also 

mentioned that, in winter, goats formed an extra layer of fat at the base of the hair, 

which meant that the hide would age better (Toni Frau, cited in Morey 1997:81). We 

were skinning the goat in June, though, so Miquel had low hopes of getting a good 

skin, but he had kindly wanted to show me the whole process before I left the island. 

Artigues writes that the skin would be rubbed with oil as well as a good dose of salt 

(Artigues 1982:34). 
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Figure 8: Preparing the skin with salt, Palma, 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

After a few weeks, the skin becomes dry and crackly. Miquel demonstrated 

the next steps in order to make a good bag. He bathed the salted skin in soapy water 

to wash the salt away. Artigues writes that the skin is preferably washed in salty 

water, as this will prolong the tanning process (1982:34). He details a few extra 

steps: older generations treated the bag several times and turned it inside out 

repeatedly in order to break the nerves and render it more supple. One would know 

when the nerves were broken when the skin had turned completely white (Artigues 

1982:34). When deemed ready, the skin will be stretched. Back at the farm, Miquel 

pulled the skin over a long oblong-shaped log, covered with bright blue Gaffa tape. 

The top of the log was fitted with a hook that he hung on the forklift truck; I had 

once been to Miquel’s workshop and seen the same device hanging from the ceiling. 

Miquel took a long and even stick that he lubricated with oil, cutting off the 

extremity of the legs in order to create a wide enough opening to pass the stick 

through both forelegs, creating a cross with the body of the goat. Miquel then sewed 

both leg ends to the stick with string, stretching the skin along it. When the skin 

dried, it would shrink and the stitches would prevent the skin from receding along 

the stick. He worked on the bottom legs and the tail. He attached a metal ring to the 

open end of what would become the bag and sewed the ring to the skin. A big stone 

was hung from the ring. This created sufficient weight to keep the skin stretched as it 
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dried. He finished the whole process by sewing the full circumference of the bottom 

opening to the metal ring, using a triangular stringing technique such as can be seen 

on many drums.  

   

Figure 9: Miquel Tugores preparing the skin (left) and skin stretched over the hanging log 

(right), Palma, 2012. Photographs: Cassandre Balosso-Bardin. 

Once the skin was stretched, Tugores rubbed alum over it; the hide was 

turned inside out with the hair inside. Alum, also used by older generations of 

Mallorcan pipers (Artigues 1982), is a chemical that was already in use for purifying 

water in Roman times. It has remained popular amongst taxidermists and tanners and 

is considered an old-fashioned but trustworthy method for removing moisture and 

preventing a skin from rotting.14 Modern bagpipes and older instruments exhibited in 

museums have the skin turned inside out, with the hair inside. However, when I 

talked with Tomeu Aloy, he explained that his father had always made bagpipes with 

the hair outside. He explained that this prevented loose hair getting stuck in the reeds 

(Aloy, interview September 2014, Sa Pobla). Tomas Salom and Pep Toni Rubio 

                                                

14 http://en.wikipedia.org/wiki/Alum#Taxidermy, last accessed 7 March 2015. 
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confirmed this when I asked them, Tomas adding that it made no difference to the 

sound whether the goatskin was turned inside out or not. However, keeping the hair 

inside helped prevent insects from infesting the hide, creating holes that would 

compromise its performance.   

After a few weeks, the skin is fully dry and fully stretched. Miquel continued 

his demonstration and showed me how all the extremities were tightly knotted off, 

including the belly button, in order to test the air-tightness of the bag. If the tanning 

process has been successfully carried out in good conditions, the bag will be 

completely airtight. If not, holes need to be looked for. If only one or two small holes 

are found, they will be stopped with small wooden plugs. The bottom opening will 

be tightly knotted together from the inside but other extremities will then be opened 

in order to fit the different stocks for the blow-pipe (right fore-leg), the melodic pipe 

(left fore-leg) and the drones (neck). The bagpipe is then ready to be played.  

 

Figure 10: Different stages of the bag. From right to left: Pep Toni Rubio, Toni (behind), fresh 

hide stretched over the log, Pau Mas with the dried hide, Candid Trujillo with the hide readied 

for the air-tightness test and Miquel Tugores with the final bag attached to the pipes,  

Palma, 2012. Photograph: Cassandre Balosso-Bardin. 
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Modernisation of the bag 

Although goat hide has been in use in Mallorca for hundreds of years, the bag was 

slowly modernised during the second half of the twentieth century. Despite its 

common use, goatskin had disadvantages. Not every hide would turn out to be 

airtight, and many were prone to insect infestation. However, goats were common in 

Mallorca and this meant that hides were readily available to shepherd musicians. 

Goran Farkaš, a Croatian piper and heritage specialist, once explained to me how 

goats were rare in Croatia. Hides were therefore tanned specifically to prolong the 

skin’s use to over a decade. In Mallorca, skins seldom lasted more than two or three 

years, a problem that older xeremiers had tried to address by using bags made from 

rubber (Alonso and Rotger 2008). The result, however, was not optimum, as rubber 

did not react well to humidity. Xeremier Joan Sureda added that rubber bags came 

from Can Codina, a shop in Palma that sold plastic and rubber. According to Rotger, 

the shop had closed in the mid 1990s but a few of its moulds used to make bags for 

old xeremiers still existed. Sureda recalled that it was difficult to play the pipes in 

tune as rubber bags were too flexible. Searching for an alternative, John Lambourne 

from the Xeremiers de Sa Garriga created bags made out of neoprene rubber that 

maintained adequate pressure but caused condensation to build up, the latter 

encouraging deterioration in the wooden instrument parts (Sureda, cited in Trujillo 

2014:18). Later, a new material began to be imported that revolutionised bagpipe 

bags; this was Gore-Tex®, a waterproof membrane that lets the moisture out whilst 

remaining airtight. Commonly used for shoes and diving equipment, Gore-Tex® was 

utilised for bagpipe bags in order to create a material that would not deteriorate when 

exposed to high humidity levels. The Scottish company CANMORE®, that 

specialised in bagpipe bags, developed the first ‘fabric-based bag’ with a Gore-Tex® 

membrane, and put it on the market in 1987.15 Since then, other bags have been 

developed such as one featuring a zip to let the humidity out, and, more recently, a 

hybrid bag with an inner synthetic membrane and an outer natural hide in order to re-

create the feel of a skin bag. Other manufacturers such as Bannatyne, Ross, Begg and 

Gannaway also make bagpipe accessories in Scotland and export worldwide.  

                                                

15 http://www.canmorepipebags.com/index.html, last accessed 24 March 2015. 
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In his 2008 article about the history and revival of the bagpipes, Rotger 

described the search for a perfect bag. Many Mallorcan pipers eventually settled for 

Bannatyne bags manufactured in Scotland.16 Rotger favoured a hybrid model with an 

outer layer of tanned cowhide and an inner synthetic membrane – not Gore-Tex® but 

featuring the same qualities (according to my phone conversation with a Bannatyne 

spokesman, 24 March 2015) – with a zip that enabled the musician to open the bag 

and let humidity escape. This was a model Rotger first encountered when he met 

Estonian musicians (personal communication, February 2014). He told me how this 

improvement had ‘saved [his] life’ as a musician. He was able to unzip the bag and 

let it dry during breaks, a useful feature when one is required to play for two days 

straight with only three hours of sleep and two hours of meal breaks a day (interview, 

25 August 2012, Palma). However, not every island player sources their synthetic 

bags from abroad. Joan Marroig ‘Píu’17 from Sóller, for instance, has an agreement 

with a shoe factory in Lloseta, Sa Muntanya. This factory uses a material called 

Sympatex®, an equivelent to Gore-Tex® but patented in Germany, to line hiking 

boots that it manufactures in Mallorca. Marroig gave the company a pattern for a 

bag, and at the time of writing the factory provides him with ready-made synthetic 

bags based on his design (Marroig ‘Píu’, email, 30 March 2015).  

Synthetic fabric bags are now used all over the island but a few xeremiers 

remain critical of their quality. These are mainly the early revivalists and their 

students, who have not yet found a way of replicating the exact tension of a goatskin 

bag. Synthetic bags are more elastic than goat hide and this makes it more difficult to 

control the air inside the bag. A player tires faster, as more pressure is needed than 

with a goatskin bag. Miquel Tugores gave me two solutions to the problem. The first, 

and the best, was to wrap goatskin around the synthetic bag. This way, the 

proprieties of the skin were preserved but one did not have to worry about air-

tightness nor insect infestation as the skin was not in contact with any humidity 

caused by playing. Another, less satisfying, solution was to dress the bag with a very 

                                                

16 http://www.bannatyne.ltd.uk/wp/, last accessed 24 March 2015. 
17 Surnames were rarely used in Mallorca. House names or nicknames in quotation marks were given 

to people according to their place in society or to their family. These names could be passed down to 

younger generation thus passing down information about each other (Waldren 1997:57).  
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tight-fitting decorative textile case (vestit) so that the synthetic material did not 

expand beyond a small range. The cotton fibres would contain the elasticity of the 

synthetic material and render playing less tiring. Indeed, a significant amount of 

pressure is required if one is to keep all the reeds vibrating, especially nowadays 

where the favoured method is to have all three drones functioning perfectly. 

 

2  The drone(s) 

Silent drones given voice 

On 23 May 2012, I visited Tomeu Camps at his home in Son Roca. After a 

long discussion, he introduced me to his collection of bagpipes and flutes. One by 

one, he retrieved instruments from their various locations. Or rather, he found all but 

one, a set of xeremies that he claimed were from 1810 – which would make them the 

oldest surviving instrument I had heard of. In a panic, he searched his whole house 

until he remembered he had lent them to a friend who was supposed to give them 

back the following month. This set was not only unique due to the fact that it was the 

oldest known bagpipe on the island, but it also featured two bored drones. Indeed, all 

the remaining pre-revival xeremies sported just one big drone and two small 

ornamental drones, the latter nothing more than turned pieces of wood inserted into 

the drone stock. The dummy drones were called fiols (Artigues 1982). 

Mute drones were not specific to Mallorca alone. Conversations with bagpipe 

specialists from around Europe reveal that very often drones were not bored or were 

bored but then blocked with wax; the chanter was often used as a solo instrument. 

Guy Cesbron, a French reed maker, recalled that his bagpipe, made in 1968 by 

Georges Charbonnier (1896-1969), featured two drones neither of which was 

pierced. In the instrument museum in Brussels, a bagpipe made in the first half of the 

twentieth century by Charbonnier has two pierced drones. However, the shoulder 

drone is mute as the stock is not pierced and the small drone parallel to the melodic 

pipe is blocked with wax and has never been fitted with a reed (Cesbron, 

conversation 21 March 2015, International Bagpipe Symposium, Leuven). Hubert 

Boone, former curator of the folk collection of the Brussels museum, recalled to me a 

conversation he had in 1971 with Alfred Bonnaud (1883-1980), also known as le 

pêre Bonnaud, who told him that pipers from the Berry and Auvergne had not used 
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drones for decades, especially when they were accompanied by one or several hurdy-

gurdies, as became customary from the end of the nineteenth century. When he 

visited France in the late 1960s and early 1970s, Boone did not see any Berry or 

Auvergne pipers using drones. The drones were either dummies or were blocked 

(Boone, email, 22 March 2015). Indeed, hurdy-gurdies were tuned in D while pipe 

drones were tuned to C. As bagpipes were often coupled with a hurdy-gurdy, the 

wind instrument’s drones became superfluous. The drone was, though, a visual 

feature of the bagpipe and is described in one bagpipe method book as being useful 

for ‘holding the instrument’ (Guillemin (1995), cited in Van Hees 2014:169). Eric 

Montbel mentioned to me that the drone on the cabrettes, the urban Parisian 

bagpipes invented by Auvergne immigrants in 1850, was also mute although this 

bagpipe was used for solo playing (Montbel, conversation, 22 March 2015, 

Brussels). Incidentally, its players developed the bal musette style, originally from 

Paris. In France, drones were given new life around 1972 by a younger generation of 

musicians and instrument makers such as Mich Baudimant, Jean Blanchard, Eric 

Montbel and Bernard Blanc (Boone, email, 22 March 2015). 

Another example of mute drones is in Sweden, where a nineteenth-century 

bagpipe in the Stockholm Musicmuseet collection features two drones emerging 

from the same stock. The larger one is bored but the smaller one is just a decorative 

extension, carved from the same piece of wood as the stock (Boone 1985:209). Olle 

Gällmo, a well-known Swedish piper, wrote on an online forum that, out of the 13 to 

15 existing historical säckpipa, seven had an additional muted drone, thus indicating 

that dummy drones were not rare.18 One further example of dummy drones is to be 

found in Ireland on uillean pipes. Bagpipe maker Andy May pointed out to me that 

uillean pipes would be upgraded gradually over time as the instruments were 

expensive (Facebook conversation, 24 March 2015). A document put together by 

Ronan Browne for the Seán Reid Society Journal lists all the sets made by Richard 

Lewis O’Mealy (1873-1947), a piper and instrument maker. On several of his later 

basic or beginner sets, one can observe small, unadorned dummy tenor drones. 

These, Browne argues, are elaborate plugs, blocking a hole that could be expanded in 

                                                

18 http://olle.gallmo.se/phpBB2/viewtopic.php?t=133&sid=0c09341cfd33198a94ae172560a0b93b, 

last accessed 23 March 2015. 
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order to upgrade the pipes and fit a new regulator (Browne 2009:15). Indeed, May 

confirmed that these unused holes were usually filled with a cork or wooden plug. In 

the Irish case, dummy drones were not blocked for musical reasons. They were 

added for aesthetic and practical reasons, both completing the pipes visually and 

leaving space for potential upgrades.  

In Mallorca, the revivalists theorised that the two small drones had once been 

functional. Pep Rotger argued that the two small drones, although mere props, were 

of different size, despite having been replicated time and time again. This, in his 

opinion, demonstrated that they had once been functional and that they probably 

emitted different notes such as the tonic and dominant like drones found on Galician 

gaitas. Additionally, Artigues (1982) mentioned that Joan Pubil’s bagpipes had fiols 

in two sliding parts, as if they could be tuned despite the fact that they were not 

bored. Finally, Pep Rotger pointed out during a class I attended at the Conservatoire, 

that some braguers (drone stocks) had three holes running their full length, 

communicating with the air reservoir, rather than just the one hole for the main 

drone. In his opinion, this suggested that, at some point, reeds fitted into three 

different drones had communicated with the bag. All these arguments support the 

idea that the drones had probably once been functional but that at some point in time 

they began to be reproduced only for decoration. The bores of smaller drones would 

have been much thinner than the bore of the larger drone. Their manufacture may 

have been abandoned due to the difficulty of boring such a fine tube or, as Joan 

Morey has it, ‘to simplify things for the xeremier … leaving only one in use’ (Joan 

1997:63).   

The conditions for artisans woodturning before modern machinery arrived 

were illustrated by Guy Cesbron. The French maker remembered how Charbonnier 

used to make bagpipes in a pigsty, with a foot-powered wood-turner that required 

much strength and, apparently, a lot of colourful swearing. The resulting instruments, 

although perfectly fitted, were not perfectly finished, and Charbonnier would often 

use putty to fill in small holes. Boone added that the instruments were not works of 

art, but were destined for the commercial market. Regarding the unused drones, 

however, Guy Cesbron was more emphatic about the role of the reeds. Old reeds, he 

said, were extremely hard and required a lot of air. Playing the chanter was already a 

huge effort and one would have been incapable of playing any bagpipe with opened 
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drones. New reeds were much easier to play, thus allowing the revival of the drones 

(Boone and Cesbron, conversation 21 March 2015, Leuven).  

Back in Son Roca, Mallorca, Tomeu Camps’ bagpipes from the early 

nineteenth century were an essential piece of evidence to support the theory that 

drones had once been used. Candid Trujillo, who studied the instrument for his final 

conservatoire dissertation, outlined the brief history of the instrument. Tomeu 

Camps, the direct descendant of the bagpipe’s owner explained the genealogy of the 

instrument: ‘These xeremies come from Son Llabres in Esporles and used to belong 

to my uncle’s father, Josep Camps Castello, who was known as Pep from Son Roca 

and who was born in 1912’ (Camps, cited in Trujillo 2014:3). Artigues and Morey 

gave some additional information: 

Xeremies built at the beginning of the nineteenth century by a wood-turner in 

the carrer Nou in Esporles for an order placed by an ancestor of the xeremiers 

Camps of Son Roca, who, at the time, were in Son Llabres. According to 

Josep Camps, the xeremies had a dense sound. The xeremies have three 

drones ... and because the two small drones did not go well with the sound of 

the xeremies, they were muted (Artigues and Morey 1989:62). 

Summarising these accounts, we can conclude that xeremies were made by artisans 

and handed down across generations in the same family. The drones were muted, as 

their sound, and maybe tuning, did not fit with the overall sound of the bagpipes. 

This and the fine work needed for the fiols probably encouraged pipers and makers to 

abandon their manufacture. The drones were, however, kept as ornaments on the 

instrument, a reminder of their previous function.   

In the 1980s, however, the new generation of urban bagpipers decided to 

change the instrument, restoring it to its full supposed glory. Although I have not 

determined an exact date, I deduce that Joan Morey was the first to open the two 

small drones between 1982 and 1989. Artigues’ 1982 publication only mentions 

mute drones whereas the detailed description of Joan Morey’s instrument-making 

techniques published in 1989 shows very clearly the description of a ‘traditional’ 

bagpipe with only one functioning drone and instruments ‘with three drones’ 

(Artigues and Morey 1989:42-43). Morey himself wrote in 1997 that ‘in the 1980s, 

the xeremiers of San Joan revived the forgotten drones’ (Morey 1997:63). As Morey 

is from San Joan and was the only Mallorcan bagpipe maker at the time, it is not too 
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much to assume that he carried out experiments that led to the three-drone xeremies. 

Rotger, however, writes in his 2008 article from the Anuario da Gaita that the 

opening of the drones was done with the collaboration of Anton Varela in Galicia in 

1994 (Trujillo 2014). The result is that xeremies now sport three functioning drones. 

Some instruments have been further modified. Joan Marroig ‘Píu’, for instance, was 

influenced by Galician gaitas and added small taps to the fiols so that the piper can 

choose to have them open or closed, depending on how much air he or she wants to 

use. I, for example, tend to keep the taps closed as I find the main drone already uses 

enough air. Additionally, the smaller drones demand more time to tune and it can be 

simpler at times to leave them turned off.  

 

The braguer – or how to personalise your bagpipe 

The braguer is the stock that distributes air from the bag into the drones (see 

Appendix 1 for a technical diagram). A thick piece of wood, it is often decorated 

with wooden inlays or metallic ornaments. I asked many people about these during 

fieldwork but so far no one has been able to tell me with any certainty what they 

mean or what they represent. Early bagpipes from the nineteenth and twentieth 

centuries display various designs. The most common decorations found are flower 

and angel shapes. Guidons’ bagpipe, that Pep Rotger bought after he died, is unusual 

as it is decorated with windmills (Rotger, interview, 28 August 2012). 

 

  
Figure 11 : Braguer, early bagpipes, Miquel Tugores collection. From left to right: an angel and 

a flower. Photograph: Cassandre Balosso-Bardin, Sineu, 2012.  
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Figure 12: Braguer. Two initials, ‘JB’, were added to the design. On the other side of the 

braguer, we can also read the number 10 (for 1910?). Tomeu Camps collection, Son Roca, 2012. 

Photograph: Cassandre Balosso-Bardin. 

 

Nowadays, some xeremiers choose to decorate their bagpipes with ornaments 

similar to older decorations although some have become more creative. The 

ornaments are a way to personalise instruments, to visually mark identity. Joan 

Sureda, for example, decorated his braguer with the sun and the moon. Others chose 

traditional elements revised in a modern way. Others, still, ornament their braguers 

with more personal symbols. One piper chose to put a snake with demonic horns 

reminiscent of Mallorcan demons. Pep Forteza, from a lineage of converted Jews, 

adorned his braguer with the Star of David. His xeremies also feature six-branch 

stars around the opening at the bottom of each drone. When I asked him about the 

decorations, he told me he was going to order a new set of bagpipes on which he 

would inscribe the name of his wife, his son and himself in Hebrew.19 His xeremies’ 

decorations can be seen as a way of publicly showing both his allegiance to Mallorca 

(through the instrument) and to his lineage (through personalised ornaments). 

                                                

19 Despite not practicing and saying that his Jewish identity did not really ‘matter’, Pep comes from a 

long lineage of converted Jews. At school, he would sometimes be called ‘chueta’, the nickname for 

converted Jews. Whilst this was pejorative when he was younger, nowadays his close friends use it as 

friendly provocation. Today, his son is no different to any other child at school. This is however a 

recent development: his father was the first to marry a non-Jewish woman and he was the second. 

Previous to that, his entire lineage – which he can trace back to the fifteenth century – married into the 

faith. His reponse to his friends’ amicable name-calling is: ‘Maybe I am, but at least I know where I 

come from.’ 
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Figure 13: Joan Sureda's braguer, Ses Salines, 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

    

Figure 14: Pep Forteza’s braguer (left) and braguer with a serpent’s head (right), Ses Salines, 

2012. Photographs: Cassandre Balosso-Bardin. 

 

 
Figure 15: Braguer. Traditional ornaments in a modern style, Ses Salines, 2012.  

Photograph: Cassandre Balosso-Bardin 
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Braguers are not the only part of the bagpipe that is personalised. Indeed, 

xeremies’ bags are always covered in a protective and decorative textile case. 

Patterns range from colourful and traditional Mallorcan diamond shapes or stripes to 

modern materials with imaginative designs. One piper, for instance, has a black case 

ornamented with medieval manuscript prints. Bagpipe cases can be very personal, 

adapted to a piper’s individual taste. In most cases, the cover is made by a woman. 

Antonia, Guiem Serrano’s wife, was always on the lookout for beautiful material that 

she could use for traditional costumes or bagpipe cases. Pipe maker Joan Marroig 

used bagpipe cases sewn by his wife, thus expanding his business to include his 

family. In a year of fieldwork, I cannot recall any piper who claimed to have sewn 

the bag himself. This activity seems to have stayed in the realm of women. 

Additionally, I never noticed matching cases, even in organised bandas. On certain 

occasions, xeremiers added ornaments to their bagpipe such as ribbons, pins or other 

decorative elements that related to their band, to the current event or to their personal 

identity and/or beliefs. Old xeremies often boasted red pompoms on a piece of string. 

They were very decorative but also functional as they connected the stock to the 

drones, thus preventing the latter from falling to the ground and breaking if they 

came loose. Some old bagpipes also featured a kind of chain mail around the bell of 

the large drone that might have been both a protective and decorative element. What 

emerges is that xeremies are personal instruments, catered to the likes of each 

individual who can freely choose the aesthetic elements. 

 

 

Figure 16: Bell of drone decorated with chain mail, Miquel Tugores collection, Sineu, 2012. 

Photograph: Cassandre Balosso-Bardin. 
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Holding the bagpipes 

The cumbersome drones, hanging from the front of the bag, mean that 

playing the xeremies can become an uncomfortable experience if one has not found 

an appropriate way of holding the instrument. Most comparable bagpipes have the 

larger drone(s) supported by their shoulders, thus avoiding any added tension in the 

arms and hands. Very few versions have drones that are not supported by the 

shoulder. The Italian zampogna, however, has a similar morphology to the xeremies: 

a large stock protruding from the neck of the bag into which four pipes are fitted. 

Two of these pipes, however, are melodic pipes and therefore are held by the player, 

thus reducing considerably the weight of the drones. Additionally, the mass of very 

large zampognas can be supported by a sling fitted around the piper’s neck and 

shoulders, thus relieving the player from a considerable amount of weight. Another 

bagpipe with a hanging drone is the Bulgarian gaida. The drone, however, is small 

and light and does not create any imbalance in the instrument. In a final example, the 

Estonian torupill players have addressed the weight of their drones by attaching them 

to a piece of string that musicians pass around their arm or their neck, avoiding any 

uncomfortable weight.  

Ideally, according to Rotger, Salom, and many revivalists and their students, 

the xeremies should be embraced with both arms hugging the bag. This evens out the 

weight of the drones. It was how, Rotger taught me, the older generation held the 

instrument. When I played the xeremies, Mallorcans players would shift the bag and 

my arms to accommodate the instrument better. As the weight evened out, shifting 

onto my arms, my fingers could relax and I could play more easily. Although Rotger 

stressed that this was the correct way of holding the instruments, enabling the player 

to hold this position for a long time, the reality is that people find different ways to 

accommodate the uncomfortable counterweight of the drones. As many pipers are 

not taught the position as I was, they pick up different habits. Guiem Serrano, for 

instance, kept the bag tucked under one arm, leaving his other arm free. Whilst this 

position is common for bagpipes such as the gaita, it means with the xeremies that 

Serrano’s left arm supported the entire weight of the drones whilst also regulating the 

air pressure in the bag. A few young pipers in the northeast of the island have found 

an easy solution, and tuck the heavy drones under their right arm, thus avoiding 

tension building up in their arms as they play. This position was strongly frowned 
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upon by many xeremiers I worked with, and younger xeremiers knew this as some 

would sheepishly grin or ask us to look away as they heaved the drones under their 

arm. Catalan bagpipe makers, such as Francesc Sans, have tried addressing the issue 

by creating a new model that tends to be called the cornamusa escenario 

(performance bagpipe), with the melodic pipe attached to the neck of the bag, like a 

gaita, and the three drones all resting on the free arm, as shown in the photograph.20 

 

 
Figure 17: Stage bagpipe by Sans. Photograph: Sans Luthier.21 

 

3  The reeds 

Double reeds 

The reeds are crucial to all bagpipes. The xeremies uses two kinds of reeds: a 

single idioglot reed for the drone(s) and a double reed for the melodic pipe. This 

layout is typical of most Western European bagpipes, as can be seen in Jean Pierre 

Van Hees’ taxonomy (2014).22 Mallorcan-type double reeds are common throughout 

                                                

20 http://www.sansluthier.net/es/productos-es/cornamusa-escenario.html, last accessed 31 March 2015. 
21 http://www.sansluthier.net/es/productos-es/cornamusa-escenario-bubinga.html, last accessed 31 

March 2015. 
22 Eastern European bagpipes and certain Western exceptions use a single idioglot reed for the 

melodic pipe(s) and for the drones. This is mainly due to the manufacture of the melodic pipe. 

Western bagpipes tend to use conical pipes (double reeds) whereas Eastern-type bagpipes use 

cylindrical melodic pipes (single reeds). More information can be found in Van Hees’ book as well as 

Cassandre


Cassandre

Cassandre
Copyrighted image
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Europe, and comprehensive descriptions of their manufacture can be found in many 

manuals. La palleta maldita, by the Galician pipe maker Sito Carracedo, is one of the 

most respected books by Spanish pipers and makers as it extensively describes reed 

manufacturing and their tuning. Marie-Barbara Le Gonidec’s website also accurately 

describes the reed making process. And, Morey, in one of his earlier volumes 

published together with Artigues, goes into considerable detail about making 

Mallorcan reeds (Artigues & Morey 1989:47-48,52; see also Artigues 1982:42-44).   

 

  

Figure 18: Double reeds for xeremies. Reeds for old xeremies, Tomeu Aloy, (left), Sa Pobla, 2014  

and reeds manufactured by Pep Manel (right), Santa Maria, 2012.  

Photographs: Cassandre Balosso-Bardin. 

 

Both single and double reeds are made from local cane. Double reeds are made 

from thicker cane than single reeds. According to Artigues, the best period to cut 

reeds is ‘during January’s full moon’ although not everyone seems to apply this rule 

(Artigues 1982:42). In 1989, Morey wrote that ‘to make a double reed one needs to 

work with a reed cut in the waning moon of February, with a good grain and dried in 

good conditions (protected from inclement weather).’ He added that one could also 

make reeds ‘from boxwood or other materials’ (Artigues & Morey 1989:47). Double 

reed making is a long and arduous process. Even today, each reed has to be 

handmade hence their relatively high price – I have bought good gaita reeds for €15 

apiece. Reed prices range between €8 and €20, depending on the reed-maker. Cane 

                                                

on the following website: 

http://www.cornemuses.culture.fr/index.php?option=com_content&task=view&id=185&Itemid=98, 

last accessed 1 January 2014. 
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reeds tend to last less than plastic reeds, as they absorb humidity. The sound quality, 

however, differs, and most pipers will say they prefer a cane reed for their melodic 

pipe as they find its sound warmer and brighter. A piper often carries several reeds at 

a time in order to be prepared for variables such as temperature, dampness or the 

length of time he or she must play. To illustrate, Rotger told me in an interview on 

25 August 2014:  

I have spent fortunes on reeds. Seivane [one of the main Galician bagpipe 

manufacturers] used to make amazing drone reeds. One day he changed them, 

and his new ones are useless here [due to the climate differences]. I make my 

own drone reeds but they get damp. In Pollença, I had to change the double 

reeds six or seven times [during one celebration].  

According to Artigues, only three old xeremiers used to make reeds, and even such 

experienced men would only manufacture one or two good reeds out of ten or twenty 

attempted (1982:42). Pep Rotger added that Toni Blanc was the only maker in the 

1970s. He worked with wood and made goat collars and such things, but he also 

made bagpipe bags and reliable single and double reeds. He knew he was not a good 

musician, but people from all over the island knew he was the person to go to if they 

needed new bags or new reeds (Rotger, interview 25 August 2012, Palma). As 

Galicians already had a much higher production of bagpipes in the 1980s, Artigues 

wrote that many xeremiers used gaita reeds that they would then adapt for their own 

instruments (Artigues 1982:42). This still happens today, and I have seen many 

instruments that use Galician reeds. Despite the similar morphology of both, 

Mallorcan and Galician reeds are not the same due to the bore difference of the 

melodic pipe. Whereas single drone reeds are pretty much interchangeable for any 

bagpipe drone in the area due to the cylindrical nature of the drones, double reeds 

present some differences to accommodate the variation of each chanter. Mallorcan 

reeds are typically wider and slightly shorter than Galician reeds due to the 

combination of a wider bore and a broader reed base. Mallorcan instruments fitted 

with Mallorcan reeds tend to be louder and brighter than instruments that use 

Galician reeds.  
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Threading 

The threading process in Mallorca is slightly different to that in other places. 

Threading the reed is one of the last steps of reed making: the base of the reed is 

wrapped tightly with thread; this extra layer ensures that the reed can be firmly 

located into the chanter, avoiding any leaks. The threading can be adjusted at any 

time to change the tuning: the further in the reed, the higher the pitch and vice versa. 

In old xeremies, reeds were fitted with wax. On 8 January 2012, Miquel Tugores 

showed me the process. He wound some thread around the metallic base of the reed. 

Once a good layer of thread created a solid base, he turned the thread on a big lump 

of beeswax. He quickly passed a flame over the base to burn off any flighty piece of 

thread and to even out the wax. He then inserted the reed into the top of the chanter 

where it fit snugly. Although nowadays this is the extent of reed fitting, earlier 

Mallorcan pipers added an extra layer of wax to keep the reed firmly inserted into the 

pipe: Miquel thus scraped a few shavings off the lump of bee’s wax and kneaded it 

around the base of the reed. He used a lighter to melt it slightly so that it would even 

out and stay in place. The reed was then solidly embedded into the wax and could 

not come loose and fall out, nor would there be any air leakage between the chanter 

and the base of the reed. If a reed needed changing or serious tuning, the wax had to 

be melted to shift or retrieve the reed. 

 

 
Figure 19: Miquel Tugores’ tools to thread and fit the reed into the chanter.  

From left to right: knife, ?, lighter, orange wax, brown wax, wool. Sineu, 2012.  

Photograph: Cassandre Balosso-Bardin. 
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Single reeds for the drone were and still are much easier to make than double 

reeds. Although many pipers prefer plastic drone reeds – often imported from 

Scotland – for stability, cane reeds remain widely in use. Artigues (1982:42) 

explained that reeds with a diameter of 4 mm or 5 mm were required for the brumes, 

the drone reeds. Reeds can vary in length and longer reeds create a lower sound. In 

order to make a drone reed, one uses a piece of cane cut just under a knot so that one 

of the ends is airtight. Some Galicians add a layer of wax at the base of the reed to 

make sure no air can escape. A knife is used to cut a small dent in the reed, about one 

or two centimetres from the open base. The knife is then carefully inserted into the 

dent to cut down the reed, following the path of the fibres. One must be careful not to 

cut quickly so as to allow the fibres to separate naturally, the knife aiding this 

separation rather than forcing it. Once the cut is complete, the tongue of the reed 

should be clean with no fibres blocking the passage of air. The tongue is then gently 

filed with a sharp blade in order to lighten it and help it vibrate. Sometimes a human 

hair can be inserted in the opening to avoid the reed sticking to the cane. Once the 

reed is in working order, its open base is sharpened to fit into the drone.23 During my 

fieldwork, no wax was used to fit a drone reed into a drone. Although plastic reeds 

were favoured for their stability and longevity, my personal experience is that cane 

reeds can be just as reliable: my drone reeds have not been changed since 2005 and I 

have been using the same double reed for my melodic pipe since 2010.  

                                                

23 This description follows my personal experience of drone reed making. I was taught by recorder 

maker Philippe Bolton who became a strong bagpipe enthusiast around 2000 and became interested in 

its manufacture. I also filmed the process of idioglot reed-making for Bulgarian bagpipes by Petko 

Stefanov during my MA fieldwork. Stefanov used a different system with a cane tongue tied to a 

plastic base by an elastic band. The band could be shifted up and down which tuned it immediately: 

the longer the reed, the lower the note. 
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Figure 20: Diego Piñeiro demonstrating how to make a single cane reed, Palma, 2014.  

Photograph: Cassandre Balosso-Bardin. 

 

Reed manufacture 

If local reed manufacture was already limited in the 1980s, it is certainly 

highly restricted nowadays. During my fieldwork, Pep Manel from Santa María was 

the only local reed maker in Mallorca. A trained stonemason who turned to nursing 

after a bad accident, he also played the xeremies. In the late 1990s, Pep needed a new 

reed for his instrument and realised no one in Mallorca could make them. At the 

time, he said, one had to call or send a letter to Galicia to obtain anything. He 

reflected that this kind of dependency was ridiculous and decided to learn how to 

make reeds. In interview on 14 April 2012, he told me he heard about a Galician who 

was on holiday in Mallorca and who could make a reed in a bar in front of you. Pep 

went to find him and met Francisco Kas, also called Xisco Kas. Xisco did indeed 

have with him a small case full of tools, and they agreed to meet at his hotel one 

afternoon where the Galician showed the Mallorcan how to make reeds. After talking 

to other people in Mallorca, Xisco was invited again to give a week-long reed-

making course. In 2002, ten participants each gave €100 to pay for Xisco and his 

wife to come to Mallorca. Mornings were for sightseeing but afternoons and 

evenings were dedicated to the art of making reeds as Xisco shared his skill. Manel 

told me that out of the ten participants, one of which was xeremies’ maker Joan Píu, 

he was the only one who had continued making reeds. Later, in an informal 
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conversation, Manel confided that he was tired of people valuing more what came 

from fuera (outside) than what was produced locally. He lamented the fact that some 

xeremiers outsourced their reeds, using modified Galician reeds. He worked in 

collabration with several bagpipe makers in Mallorca, but resented the fact that some 

musicians did not use local manufacturers for their instruments, a topic that I shall 

develop later. 

 

!

Figure 21: Pep Manel's reed-making workshop, Santa Maria, 2012.  

Photograph: Cassandre Balosso-Bardin. 
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4  The melodic pipe 

A wooden story 

Many different types of woods are used for making bagpipes. The 

information for the following section comes primarily from two sources, Joan 

Marroig’s comprehensive website and Joan Morey’s unpublished book written in 

1997. According to Marroig, the best wood has the following qualities: 

The wood used to build a bagpipe should have a few specific characteristics: 

it should allow a smooth finish, that is not porous, that does not swell with 

humidity, that allows good polishing, and that transmits sound well ... 

traditional Mallorquin culture says that for the wood to be good quality ... the 

tree must be cut during February’s waning crescent if it is deciduous or 

during February’s new moon if it is an evergreen.24 

Morey gives a more comprehensive list of the different kinds of wood used to make 

different parts of a xeremies. He deplores the fact that many old fruit trees are 

disappearing as they are replaced with younger trees changed every decade to 

produce the maximum amount of wood, thus limiting the raw materials available, 

and forcing makers to import wood from tropical forests: 

In order to create and to maintain good instruments, and to manage the wood 

adequately, one must have specific knowledge (much of it learned from 

traditional culture) about the entire process that goes from how to plant the 

tree, how to take care of it until it is old and healthy, how to cut it down at the 

appropriate moment, how to make logs to dry it, until one gets to the point of 

working the wood in order to obtain the best instrument (Morey 1997:309-

310).  

A good, workable piece of wood, according to him, comes from a tree that is at least 

50 years old, is completely dry, and has been weathered for a minimum of 20 years 

in adequate temperature and humidity conditions.  

The main woods favoured by bagpipe makers for the grall are locally found. 

Ginjoler (zyziphus vulgaris) is one of the most sought-after woods due to its hard and 

                                                

24 http://www.tourism-mallorca.com/joanpiu/07fustes/00fustes.htm, last accessed 31 March 2015. 
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dense nature. Boxwood (buxus balearica), albeit much appreciated and used for 

Galicia and Asturian bagpipes, is hardly used in Mallorca, probably due to the fact 

that most of the old trees were cut down for fuel at the beginning of the twentieth 

century (Morey 1997:311, Marroig 2015).25 Almond trees (prunus amigdalus, 

prunus dulcis) were and still are widely used for both xeremies and flabiols. Marroig 

points out, however, that almond wood is not the easiest to work as it is grainy and 

often breaks in the turning process, although its light weight makes it desirable for 

drones. Olive wood (olea europea) is sometimes used for gralls despite its grainy 

nature and uneven density. Other woods are less often used such as apricot wood 

(prunus armeniaca) that produce gralls and flabiols of lesser quality; the service tree 

(sorbus domesticus) gives a sweeter tone than almond, but Morey thinks it has been 

used less due to the difficulty of piercing it; cherry wood (prunus avium) is porous 

and light and used more commonly for drones. Many other local varieties have been 

used but their different qualities make them less desirable for building a good 

melodic pipe. Morey lists quite a few other types of wood such as the orange tree 

(citrus cinensis) and azerole (crataegus azarolus) that can be used for different parts 

of the bagpipe.  

Exotic woods are also commonly used. In his early bagpipe inventory, Morey 

observed that four of the 17 instruments were made out of granadillo (Caesalpinia 

granadillo), a hard, black wood from Central America. More recently, xeremies have 

also been made out of bubinga (guibourtia sp.) from Africa, cocobolo (Dalbergia 

retusa) and ebony (pithecellobium ebenopsis) from India or Sri Lanka. Despite these 

woods’ brittle nature due to their high density, they are appreciated as hard woods 

that do not suffer from humidity. Many of these woods, however, are often only used 

for the melodic pipe in order to avoid heavy drones (Morey 1997:321, Marroig 

2015).26 This leads to many xeremies being made out of different kinds of woods, a 

fact which does not seem to bother xeremiers.  

 

                                                

25 Ibid. 
26 http://www.tourism-mallorca.com/joanpiu/07fustes/00fustes.htm, last accessed 31 March 2015. 
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Playing the grall 

The double reeds described above are fitted into the grall, the melodic pipe or 

chanter, readying the instrument for making music. Instrument maker Joan Morey 

describes the grall as ‘the most important part of the xeremies’ (Es Grall, 2010). 

Indeed, when older xeremiers refer to the instrument, it mainly means the melodic 

pipe. If we remember that good instruments were hard to come across over the 

course of the last century, due to a lack of artisans making new instruments, the main 

part of the bagpipe was the chanter. The drones and the blowpipe were much easier 

to come by and could be assembled from different pieces of lesser quality wood. The 

chanter, however, was responsible for carrying the tune and it was essential that it 

should have the necessary qualities to ensure the xeremies was a good instrument. 

Pre-revival xeremiers considered a good instrument – and by this one should 

understand a good grall – one that had a clear and powerful sound for every single 

note, that would play the desired scale, that had a stable tonic, that was made out of a 

dark wood such as granadillo, ginjoler or almond tree, and, finally, that was old, 

having been passed on from earlier generations (Morey 1997:283). Morey suggests 

two reasons for the last requirement: if an instrument was old it was probably built 

from good material, and if it had been passed down from one generation to another 

then the instrument probably filled the required sound and tuning criteria. Conical 

melodic pipes come in all shapes and sizes. On old instruments, most emitted a scale 

that was close to the minor and none offered a tempered scale. Finally, the double 

reeds used were larger than the ones seen today. 
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Figure 22: Modern grall (left) and old grall (right). The numbers refer to the semitones between 

the holes. The grall to the right is a general sketch of an old grall. Each would have its specific 

caracteristics. Illustration by Joan Morey (1997:42). 

 

In this illustration, one can observe the difference between an old grall and a 

new grall developed by Morey. In the former, the finger holes are evenly distributed 

and become bigger towards the bottom of the chanter. The scale created by this 

distribution of holes is neither major nor minor and would change widely from one 

instrument to another. The modern grall does not follow this model, as the holes 

have been modified to create a major tempered scale. One can also observe holes at 

the base of both melodic pipes. In both cases, these respiralls (vents) are necessary to 

tune the first note of the chanter – they define the tuning length of the pipe. Finally, 

many old chanters present the particularity of two holes at the bottom of the melodic 
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pipe, where one would place the little finger. One of these would be blocked 

according to which hand the piper preferred to use on the top and at the bottom of the 

chanter. This is a common detail in older bagpipes. Indeed, the oldest known 

Mallorcan xeremies has two bottom holes (Trujillo 2014), a feature also present on 

an early Galician bagpipe supposedly from the late eighteenth century (Marco Foxo, 

conversation, 20 March 2015, Leuven). The two alternative holes seem to be an early 

invention as they are also represented in what can be assumed to be accurate 

fifteenth- and sixteenth-century Flemish iconography (Boone 2013:16, 27). 

 

 

Figure 23: Old grall with two holes for the seventh finger. One is plugged with wax. Miquel 

Tugores collection, Sineu, 2012. Photograph: Cassandre Balosso-Bardin. 

 

The position of the hands 

The position of the hands, albeit seemingly standardised today with the left at 

the top and the right at the bottom of the melodic pipe, was not always consistent. 

Morey observed that some xeremiers swapped hands and played with the right hand 

on top (1997:75-76). Pere Martorell told me that when he first saw older pipers 

playing, he thought everyone played however they chose. Andreu David from Santa 

Maria and Joan Pubil from Ses Salines used to play with the right hand on top. More 

recent xeremiers also use personal techniques: Tomeu de Son Roca has no left index 

finger due to an accident so he uses his three remaining fingers and the thumb for the 

top of the grall while Pep Rotger uses fours fingers of the left hand on the top and 

only three right hand fingers on the bottom (Martorell, interview, 20 June 2012, 

Muro). The habit of using whichever hand is most comfortable seems to have been 

widespread across Europe.  
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Switching hands could also be stratagic. Eric Montbel recalled how old pipers 

in France changed hands when they knew someone was watching them and trying to 

learn. This was a way of confusing the onlooker who would then have a harder time 

learning the piper’s techniques: ‘They were very jealous of their secrets’, Montbel 

told me (informal conversation, 21 March 2015, Leuven). Great Highland pipers 

discussing this issue on the Bob Dunsire Forum seem to agree that whether the left 

hand is on top or at the bottom makes no difference, and even if one is left handed 

whichever position is used seems to be more out of habit or personal comfort than 

anything else. Forum user Jay Close remembered that Scottish piper Duncan 

Johnstone would let his students position their hands on the practice chanter and 

teach them following their natural preference (forum entry, 30 April 2008).27 Others 

recalled stricter teachers who would remind them that the left hand went on top until 

it became natural. Nowadays, both positions seem to be accepted and bag 

manufacturers in Scotland such as Canmore seem to have taken this onboard as they 

have developed models that accommodate drones on the right shoulder as well as on 

the left. James Beaton, librarian and bagpipe instructor at the National Piping Centre, 

wrote to me how he went along with whichever hand his students felt more 

comfortable with. If, however, they chose to have the right hand on the top, Beaton 

would eventually encourage the player to switch the bag to the right arm instead of 

the left. Beaton also pointed out that nowadays, several pipers with Hebridean 

antecedents play with the bag under the right arm, the right hand on top and the left 

hand at the bottom. Historically, he adds, there did not seem to be a preference for a 

specific hand position as several eighteenth-century paintings show pipers with the 

bag under their right arm. Some pipers who joined the army, however, such as Pipe 

Major Donald MacLean and Alexander MacDonald, Queen’s piper from 1945 to 

1966, were told to switch the bag to the left arm as maintaining their playing position 

would have looked untidy (Beaton, email, 26 March 2015). Changing the bag’s 

position did not seem to be acceptable in Mallorca. Whilst the most logical course of 

action for pipers playing with the right hand on top would be to tuck the bag under 

the right arm, thus mirroring the position of right-handed xeremiers, old xeremiers 

                                                

27 http://forums.bobdunsire.com/forums/archive/index.php/t-115141.html, last accessed 24 March 

2015. 
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considered that holding the bag under the left arm, thus supporting it with the right 

arm, was the only correct position (Morey 1997:76). 

 

Concluding remarks 

Dawe writes that, ‘We should not just concern ourselves with how people 

make, exchange and consume the material world, but also how material forms are 

central to the socialisation of human beings into culture ... Ideologies, aspirations and 

tastes change, and they configure on and as musical instruments in intriguing ways’ 

(Dawe 2013:22). In this chapter I have explored the different materials used in the 

manufacture of xeremies, their evolution and changes over time, the ideologies 

behind the changes and their reception in the community. Each different part of the 

instrument, from reed to wood, from drones to bag, has changed over time, 

embracing available skills and materials both locally and internationally. However, 

although some elements are outsourced or produced with non-local materials, 

Mallorcan bagpipes still remain embedded in the local culture. The instrument is not 

only anchored in history through performance testimonies but also through the 

manufacturing skills used, skills that were recaptured by the revivalists as they 

created a link between the past and the future. Today’s xeremies are representative of 

the contemporary and historical worlds both tangibly and intangibly. Whilst 

manufacturers may strive to reproduce an instrument faithful to the old xeremies, 

they also change every single aspect of it, adapting it to their needs as musician, 

embracing modern technologies and know-how. The bags are today usually synthetic 

but retain their initial goatskin shape; exotic woods present the same qualities as 

favoured local woods used in earlier instruments; the manufacture of the wooden 

parts is sometimes outsourced but the models produced are patented by local 

musicians; the scale has changed but the tonic and the overall timbre have been 

proudly kept; reed skills learned from Galicia have been adapted for Mallorcan 

instruments; braguers are still adorned although today’s decorations are subject to 

personal taste.  

And so the list goes on. The result is an instrument that, in its finished form, 

embodies the multitude of social connections that were formed precisely in order to 

create it. Musicians spent hours developing their ideas, working in close 

collaboration with instrument makers to make precise modifications while 
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continuously endeavouring to retain the specific timbre of early instruments. Makers 

branched out to Scottish, Galician, Asturian and even German companies and 

artisans in order to help them create an instrument that would be practical yet 

culturally identifiable to Mallorcans. Modernisation was embraced with the cultural 

past in mind every step of the way. Intangible social connections also created a link 

to the pre-revival period. The importance of the social network of individuals 

involved in the manufacturing process cannot be over-stressed, as instrument makers 

rely on skilled individuals – such as farmers, reed makers, seamstresses, musicians, 

blacksmiths – to create a finished product. This illustrates the intricate links between 

the object and the people involved in its construction, links that create a social 

texture indispensible to the instrument’s creation long before it becomes available on 

the market for performance (after Woodward 2007:172, cited in Dawe 2013:13). 
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Chapter 2 

The standardisation of the xeremies :  

from a patchwork to a unification 

 

 

Mallorcan DIY 

The garage of Joan Morey is not what one would expect of a typical primary 

school teacher. Instead of the family car, racks of DIY tools and boxes of forgotten 

household items stored for eternity, Morey kitted his garage out with a wood turner, 

racks of tools for instrument making and hand drawn pictures of different parts of the 

xeremies. The shelves are lined with all sorts of wind instruments, from the lightest 

cane flute to the most intricately decorated grall, from plastic recorders to hybrid 

versions of traditional instruments. Since the late 1970s, or perhaps the early 1980s, 

Morey has been researching instrument making, publishing his findings in two books 

along with repertoire and testimonies collected by Antoni Artigues, the first new-

generation revivalist. One of Morey’s main areas of research was the tuning of the 

xeremies. Indeed, in order to make new instruments, he had to make choices that led 

him to develop a new grall featuring a new scale. In his latest book, an as yet (in 

2015) unpublished volume called Xeremiers a Mallorca: tres passades de xeremies 

that he wrote in 1997, Morey describes at length the process of tuning the xeremies 

and the flabiol and writes out comprehensively and comparatively the tuning of old 

instruments. Nowadays, instruments use a pseudo-tempered scale, one of the 

outcomes of the gradual standardisation of the melodic pipe. Although Morey’s 

study will benefit many if published in full, I shall only use fragments here to 

illustrate the development of the bagpipes throughout the twentieth century. Through 

these, I seek to establish the manufacturing scene in Mallorca, from the beginning of 

the revival until the end of my primary fieldwork in 2012, before looking into detail 

at how exactly the bagpipes were standardised. 
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Figure 24: Joan Morey's workshop, San Joan, 2012. Photograph: 

Cassandre Balosso-Bardin. 

 

1  From a patchworks to a prototype: bagpipe manufacture in Mallorca 

Early bagpipe patchworks 

Procuring a set of xeremies before the 1980s was no easy task. When the 

xeremies sparked Morey’s interest in the late 1970s, he expected to find a local 

workshop. Instead, he realised that there had been no bagpipe manufacture in 

Mallorca since at least the beginning of the twentieth century (Morey, interview, 

August 2012; Rotger, interview, 25 August 2012). The last documented bagpipe 

maker in Mallorca, according to Pep Rotger, was Pere Filo, who was active between 

1888 and 1910 (Rotger, interview, 20 March 2012). The scarcity of makers was 

remarked on by 86-year-old flabioler Guillem Tix from Muro in an interview in 

1979: 
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Artigues: Is this flabiol from Muro? 

Guillem Tix: I don’t remember who I bought it from. But there are people 

who make them in Muro. El Marier would come by a year or two ago with 

two or three flabiols of his own confection, and they were good. If I were 30, 

I would have bought one. There used to be lots of them ... I saw a person play 

at La Calatrava for Saint Cristopher’s day with a flabiol that did not have a 

planxa (block). They used to make these in Buger and sell them for 2 reals. 

But that was 50 or 60 years ago, I think. They used to make them in Buger 

but now they are all dead and everything ... eeeeh! (Artigues 2000:31). 

The xeremies that had been passed down were often an amalgamation of elements 

with different origins, thus creating hybrid bagpipes. Rotger remembered Arnau 

Canyelles from Bendinat had a box full of different pieces of xeremies that one could 

pick and choose from. It was important to acquire a good grall (melodic pipe) as it 

was understandably the most essential part of the bagpipes (as discussed in Chapter 

1). The gralls in circulation were often the best parts of bad instruments that had 

been abandoned. One of the only ways to possess a good instrument was to buy the 

xeremies of a recently deceased musician from his grieving widow before anyone 

else could do so (Rotger, interview, 25 August 2012, Palma; Aloy, interview, 12 

September 2014, Sa Pobla). If one was ingenious there were other ways around the 

lack of makers. Miquel Tugores, for instance, managed to exchange a functioning 

grall from a xeremier in Caimari for a box of high quality contraband cigars: ‘To be 

a xeremier used to be a whole philosophy of life’ (Tugores, Es Grall, October 

2010:31).  

However, despite the lack of professional instrument-making artisans, 

testimonies show that there were still a significant number of people with skills that 

enabled the manufacture of the xeremies to survive through the century. Indeed, the 

creation of a xeremies was not one single person’s job but the concerted effort of 

many individuals with different skills. Morey underlines that the finished product 

could not be attributed to one single person (1997:339), and over the course of my 

fieldwork, I gathered the names of a few of the people who were directly involved in 

the process of making instruments for a colla. 

Although there were no instrument workshops, a few new gralls continued to 

be made by people with wood-turning skills. Tomeu Aloy recalled how his father 



!
77 

would design melodic chanters and ask a shoe-maker, Sebastià Grau from Sencelles, 

to turn them (Tomeu Aloy, interview, 12 September 2014, Sa Pobla). Some even 

carved the gralls and flabiols themselves with personal knives (Morey 1997:343). 

According to Rotger (interview, 25 August 2012, Palma), Toni ‘Tesa’ from Santa 

Eugenia used to make flabiols and had many innovative ideas, but more often than 

not his instruments would fall apart quickly. Rotger remembered that even when he 

was 80 and suffering from Parkinson’s disease, Tesa still made flabiols. Pere 

‘Bastard’, who was remembered as a fantastic xeremier until his death in the late 

1950s or early 1960s, used to make very good instruments, some of which were used 

until the 1990s. Toni de sa Torre made flabiols and drums but another more salient 

character was Toni Blanc, who was described as an instrument maker by Rotger:  

Toni Blanc from Campanet was a shepherd his whole life. He was a very 

impressive person who married twice. He told me he once went out with a 

nun who made him a decoration that he attached to his xeremies. He would 

go to celebrations but would only play two songs because he knew he was a 

very bad musician. But he was a good instrument maker. He worked wood 

and did a bit of everything such as wooden goat collars. He dedicated his 

time to this because he was retired. He made pipe bags, and decent single and 

double reeds. Of course, when people stopped being shepherds, it was 

difficult to find skins for bags so many people went to him. They killed goats 

and kept the hide for him. If your bag broke then you could go to him and get 

one. He also made some decent reeds. He learned everything by himself and 

taught me a lot (Rotger, interview, 25 August 2012, Palma).  

Many shepherds were familiar with the techniques for making bagpipe bags. Antoni 

Frau from Sóller showed Morey the process of skinning a wild goat in 1996 (Morey 

1997:80-83). Joan Marroig told me that a lot of the skins used to come from the 

mountains from a domain in Mosa, near Lluc. The man who provided them would 

hunt wild goats and catch them alive with the help of dogs, a tradition from the 

northwestern mountainous area between Lluc and Pollença (Marroig, email, 31 

March 2015). Tugores, who is now the main provider of natural bags, learned how to 

prepare the skin from a man in Campanet who did not know how to play but knew 

how to make a good bag. Tugores explained how reliant they were on the expertise 

of other people: 
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Today, if you want a xeremies, there is no problem. You telephone and they 

will make you one in no time. Before, this wasn’t the case, and if you wanted 

a xeremies, you had to pester the chaparral warden or a shepherd for them to 

kill a goat for you, but they first had to go and catch it in the mountains ... 

You should have seen how they lived. There was an old man who used the 

goatskins as flasks and he would go to the villages to sell olive oil, and when 

the flasks had been carrying oil for 10 years, that was when they would 

become the best bagpipe bags (Tugores, Es Grall, October 2010:30).  

Tugores is today known as a good drum maker as well as for his goatskin bags. He 

learned drum making from the father of the Aloy brothers, old Miquel ‘Llargo’, and 

from Rotger (Es Grall, October 2010:32). Many shepherds made their own reeds. 

Xeremiers Llargo and Moreiet manufactured some for their own personal use. After 

gathering all the necessary pieces, xeremiers would often assemble an instrument 

themselves, adjusting it to their liking. Local blacksmiths added the final touches 

such as metal decorations on the breguer or grall, following the requirements of the 

piper. As I showed in Chapter 1, this is still the case today as people choose to adorn 

their bagpipes according to personal taste. 

The construction of a set of xeremies was not the work of one person. The 

final instrument was – and still is to some extent – the product of various skills 

provided by different people. The ecology of bagpipe making was embedded in local 

materials and local culture: shepherds could easily make reeds and goatskin bags due 

to the availability of the necessary materials in their environment (after Dawe 2015). 

Rural workers were knowledgeable about the quality of local woods, how and when 

to harvest them, and which trees would give a good instrument. Shoe and furniture 

makers could reproduce chanters and other wooden parts thanks to their woodturning 

skills. Xeremiers had the skill to assemble the pieces and transform them into 

workable instruments (Morey 1997:342). Following from this, it is understandable 

that bagpipes were not called after one maker. They were referred to by their owner’s 

name (for example: Pubil’s xeremies) or by the name of the places where they were 

stored and where generations of shepherds played them as they came to work for the 

landlord (Toni ‘Xisples’, interview, 23 April 2012, Santa Maria).  
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An inevitable process 

The multitude of people involved in the construction of one single instrument 

as well as the individuality of each piper meant that each set of xeremies was unique. 

David Carril Castiñeira remembered how the situation in Galicia was similar no less 

than 30 years ago. Although there were specific bagpipe makers all over the region, 

instruments were made according to the maker’s personal taste, leading to a 

multitude of pitches, fingerings and aesthetics (Carril Castiñeira, personal 

communication, 5 April 2015, London). The standardisation of Galician gaitas led to 

a unification of pitch and scales, so nowadays one can travel from northern to 

southern Galicia and share tunes with every player. The unification of instruments 

did not escape Mallorca. Joan Morey was vital to the revival of bagpipe making, 

leading to the standardisation of the xeremies from the mid 1970s onwards (Morey, 

interview 28 June 2012, San Joan). He started making new instruments in the early 

1980s. He bought a bagpipe from Miquel Llargo in Sencelles and copied it in his 

garage, first drawing it and then making the pieces, adjusting them to create a 

satisfying model (Morey, Es Grall, September 2012:7-8). He also studied closely the 

tuning of old melodic pipes and measured the scales that younger xeremiers now 

consider to be ‘out of tune’. He modified the gralls to enable pipers to play both a 

major or minor scale, altering the pure fourths and fifths. Older xeremiers were not 

happy with the new bagpipes and would make comments such as, ‘this does not have 

any music’ (Morey, Es Grall, September 2012:8). Artigues, the first new generation 

xeremier refused for a long time to play the standardised grall as he said it ‘did not 

sound the same’ (Artigues, informal conversation, August 2012). Morey himself 

criticises the impact of standardisation: ‘Now everyone wants the xeremies to be 

tuned with a tuner … this means that we have lost songs from a hundred years ago – 

they are no longer the same’ (interview, 28 June 2012, San Joan). Morey details the 

exact differences between bagpipes from the early twentieth century and modern 

models in his unpublished book and in his collaborative book on xeremies 

construction and repertoire (Artigues and Morey 1989).  

However, standardising the instrument was inevitable. Susana Moreno writes 

in an article about the revival of the gaita-de-foles, the Portuguese bagpipe from 

Miranda do Douro, that standardisation was not a local phenomenon but one that 

spread throughout the Iberian Peninsula and beyond (Moreno 2008:2). The bagpipe 
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craze of the 1990s led people to want to play together, thus further encouraging 

standardisation. Unlike Galicians and Mallorcans, the Portuguese revivalists chose to 

standardise their instruments in a way that was as faithful as possible to the scale of 

older instruments. Moreno writes that ‘it was suggested to maintain the “original 

Mirandesa” timbre, just as much in the “untempered” melodic pipe that has been 

standardised and produces a “mixed scale” as in the other “tempered” melodic pipes 

(that follow the major and minor)’ (2008:19). Revivalists developed a standardised 

instrument that not only reproduced the timbre of old instruments but also their scale. 

However, Portuguese musicians also developed a second melodic pipe that had the 

same timbre as old instruments but that used a tempered scale, in order to ‘enable the 

gaiteros to … play repertoires which aren’t exclusively “traditional” from the Tras-

montes but also from other Portuguese regions as well as Galicia, Castilia, Ireland or 

Scotland’ (Moreno 2008:19). The reproduction of the original scale was a conscious 

decision by the actors of the revival. In Mallorca, as I detail below, Morey, Rubio 

and Rotger decided to focus on a tempered scale, while aiming to conserve the old 

timbre.  

 

On the hunt for the perfect bagpipe maker 

Joan Morey was the first new local bagpipe maker since the beginning of the 

twentieth century, initiating a movement of interest in instrument making and 

becoming essential to what became a hugely successful revival movement. He was, 

according to Tugores, ‘the first element in the chain of events that set this world into 

motion. He was “the gimbal”’ (Tugores, Es Grall, September 2012:10). Following 

his lead, most early revivalists became involved in instrument making. Pep Rotger 

and Pep Toni Rubio, who first started playing in the late 1970s, quickly showed an 

interest in instrument making and became central in the creation of a new prototype. 

Rubio and Rotger, however, had different ambitions to Morey. While Morey was 

interested in researching old instruments and how to reproduce new instruments that 

were reliable and that played a clearly defined scale, Rotger and Rubio became more 

interested in developing an instrument that could cater for their artistic needs. 

Morey’s work was a huge step forward in manufacture, providing the scene with 

much needed good quality xeremies, but the new generation of musicians soon 

wanted a different instrument. At this point, Morey expressed his reluctance to create 
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ever-more modern instruments, feeling that such instruments had already been 

invented in other parts of Spain: ‘There came a time when I had researched 

extensively and I came to think “why evolve more if it has already been invented?”’ 

(interview, August 2012, San Joan). Rubio’s and Rotger’s progressive ideas led them 

to branch out and work with different bagpipe makers on the mainland, where 

bagpipes were being manufactured on a larger scale. Rubio explained to me their 

choice to work with mainland bagpipe makers:  

We were looking for professionals. People here were making good 

instruments but if I had a problem or wanted something to be modified, they 

would not understand. It was easier to work with professionals who had the 

technical knowledge and would know what I meant (interview, November 

2011, Mallorca).  

Because of the Mallorcan makers’ part-time dedication to the manufacture of the 

instrument, both Rotger and Rubio felt they lacked the technical skills and the 

professional curiosity and patience that they were looking for. Rubio explained that 

their requirements were small but numerous: ‘“I want the instrument to sound like 

this” or “could you move this hole by a millimetre so that it fits around the finger 

more easily?”’ Such small modifications were easier to ask of artisans who dedicated 

their entire time to the instrument and who therefore had the time and technical skills 

to translate the musician’s demands into the physics of the instrument.  

Over the years Rubio and Rotger worked with several different makers. 

Initially, though, they had been personally involved in instrument making. Rotger 

described their first trials: 

People started making instruments of very bad quality … They weren’t even 

beautiful aesthetically. They were pathetic. Then we started to try out some 

ideas; Pep Toni and Miquel Tugores were the first. We would take the 

instruments apart to make bagpipes. The results were not very good. The 

melodic pipe made by a mattress maker in Sencelles had to be changed. I 

used one from Arnau Canyelles, a shepherd from Bendinat. He had boxes full 

of instrument parts so you could choose the parts you needed. This was the 

first instrument I could play. Then I got another one. It was made out of 

rosewood by a professional wood turner but he wasn’t a musician. I used this 

second one for quite a while, and a long time after that I used an instrument 
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made by Pep Toni Rubio. It sounded quite good but the wood was not of 

good quality so it only lasted two weeks. After that, Pep Toni and I started to 

get our act together (interview, 20 March 2012, Palma). 

After many unsuccessful efforts to create a better instrument, Rotger and Rubio 

began to contact other makers. They started to work with the Galician bagpipe maker 

Anton Varela around 1994, after seeing several of his instruments. Varela 

collaborated with an engineer friend who made a technical drawing of a set of old 

xeremies (see Appendix 3). Varela and the Mallorcans worked together for several 

years, refining a prototype. One of Varela’s suggestions was to open the muted 

drones. He gave Rotger three different options: both small drones at an octave above 

the main drone; one an octave above and the other a fifth above that; and finally, the 

option they went for, one drone at the octave above and the other at the intermediate 

fifth (Varela, interview, January 2013, Ferrol). Anton Varela would make the pieces 

and send them to Mallorca where Rubio would assemble the bagpipes and sell them 

on. Their working relationship stopped after a batch of ten bagpipes arrived on which 

the wood had split (Rubio, interview, November 2011, Mallorca). After 

unsuccessfully resolving this issue, the Mallorcans started working with Xavier 

Aixala, a collaboration that also ended, but this time because although ‘it was going 

well, he was not taking it seriously and was too artisanal. Standardisation needs to be 

done in a certain way but he would always change reeds’ (Rotger, interview, 20 

March 2012, Palma).  

The xeremiers then started working with an instrument factory in the 

mountains of Asturias – Les Xanes. Originally an arms factory built in 1794,28 Rubio 

explained how, after it had been closed down, a few skilled workers had transformed 

it into an instrument factory, recycling machines that could work with extremely 

high precision. ‘It was going very well for our research. They had people from the 

university studying sound and air locks … They had an extremely fast turnover. You 

would ask for something and have it in a week’ (Rubio, interview, November 2011, 

Mallorca). The factory finally closed down in 2005, according to a report in 

                                                

28 http://el.tesorodeoviedo.es/index.php?title=Fábrica_de_Armas_de_Trubia, last accessed 22 August 

2015. 
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20minutos.es on 19 June 2011 after a short period of flourishing activity.29 Rubio 

attributes this to right wing politicians shutting down an activity that was not 

profitable. The high-tech machinery was put up for sale and, according to Rubio, 

Asturian bagpipe maker Xesus Solis purchased some machines (interview, 

November 2011; see also 20minutos.es, 19 June 2011). As a result, Solis’ workload 

increased despite the otherwise crippling effect of the financial crisis in Spain. 

Rotger and Rubio started working with him until they finally managed to obtain 

instruments that they were satisfied with. Rubio only regretted that the waiting time 

for an instrument was several months whereas the Asturian factory’s turnover was so 

quick as to be almost immediate.  

The patented prototype that Rubio and Rotger designed was morphologically 

very close to old instruments. It had a tempered scale but reproduced closely the 

timbre of earlier bagpipes. Early xeremies were thick and wide and produced a loud 

and rich sound. Rotger often criticised other makers by saying that they were making 

Galician gaitas, not xeremies. This was due to the fact that melodic pipes had thinner 

bores, closer to gaitas. Unsurprisingly, some Mallorcan makers had gone to Galicia 

to hone their manufacturing skills and this may have influenced their own 

instruments. The patent on the new xeremies led to criticism that was still voiced 

during my fieldwork. Indeed, every bagpipe made on this model by professional 

instrument makers from mainland Spain had to be purchased by locals through 

Rotger or Rubio. They would receive the separate parts and assemble the instrument 

using a bag of their design.  

One of the consequences of this arrangement was the anonymisation of 

artisans. Young xeremiers would tell me that their instrument had been made by the 

‘Pepets’ (Rubio and Rotger). When I asked them who had turned the pieces, they 

were often incapable of answering. I was surprised at the lack of curiosity towards 

the origins of their instrument, something that I had not encountered in any other 

bagpipe culture. It felt to me as if the artisan had been rendered invisible, an 

anonymous hand that carved the pieces but could not claim any credit for its work. 

This shocked one Mallorcan piper, who incidentally was also involved in the 

manufacturing world. One day he stopped at a workshop in Spain and met the 

                                                

29 http://www.20minutos.es/noticia/1087094/0/, last accessed 23 August 2015. 
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instrument maker Rotger and Rubio were working with. He told me how he had 

asked if he could see the artisan’s handiwork, and having done so, he decided to buy 

a grall. The maker replied that he could not sell him anything as every purchase had 

to go via either Rotger or Rubio because of their patent. The next day, the artisan told 

him that he had phoned Mallorca and that the two had agreed to the sale. The visiting 

piper rejected the offer and left without purchasing anything. He was not happy 

about the monopoly created by the patent as, in his opinion, the artisan was the true 

maker. Other xeremiers, however, pointed out that the new instrument would not 

have been developed to the standard it reached without the relentless criticism and 

collaborative work of Rotger and Rubio.  

The invisibility of the people involved in the manufacture of the final 

instrument echoes the pre-revival production system. There were as many parties 

involved in the construction of the modern patented instrument as there were for 

earlier xeremies. The wooden pieces, including drones, melodic pipes and blow 

pipes, were produced by skilled artisans on the mainland, following a design 

elaborated over the years by Rotger and Rubio. As seen in chapter 1, the synthetic 

bag was manufactured by a Scottish company after a model elaborated by the two. 

An additional goatskin bag was often added for more pressure equality; a local 

farmer provided the skin and Tugores prepared the hide to make an adequate bag. 

The reeds were from Galicia: double reeds were from Brea and single drone reeds 

from Seivane (Rotger, Facebook conversation, 6 April 2015). Finally, the separate 

parts were assembled and adjusted by Rubio or Rotger. Early instruments were 

named after their owner. Today, these new instruments are named after the patent 

holders. Although this is unusual in many piping cultures – where artisans tend to be 

prominent figures – in the Mallorcan case there is an understandable logic behind the 

anonymity of the maker, as the latter is not singular but plural: a patchwork of 

anonymous skilled artisans, orchestrated by the xeremiers Rotger and Rubio. 

 

Who are the Mallorcan bagpipe makers? 

The elaboration of a patented instrument by Rotger and Rubio has not taken 

over the entire bagpiping scene. Several other local indiviuals have been able to start 

up their own workshops. Over the years, four men became the main bagpipe makers, 

providing the growing scene with instruments to satisfied clients. Mallorca also 
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counts one reed maker, the stonemason-come-nurse Pep Manel, a flabiol maker in 

schoolteacher Guiem Horrach and a tambor maker in Miquel Tugores, who is a 

retired electrician. Although several other instrument makers also make flabiols, 

Horrach is largely considered the main maker in Mallorca, probably due to the fact 

that he has specialised in its manufacture.  

Morey, whom I have extensively quoted here, was the first to set up a 

xeremies and flabiol workshop in Mallorca in the early 1980s, providing young 

xeremiers with a source of new instruments and technical expertise. A primary 

school teacher by profession, his passion for research enticed him to discover as 

much as possible about the instruments and their manufacture. Morey created his 

workshop to make up for the lack of anything equivalent in Mallorca. He told me 

that if there had already been a workshop, he would probably not have embarked on 

the adventure, as he never had the intention of becoming a professional bagpipe or 

flabiol maker. (Morey, interview, 28 June 2012, San Joan). Over the years, he 

tirelessly researched, publishing much of his knowledge in 1989 in his Colla de 

Xeremies with Antoni Artigues. Joan Morey produced many instruments over the 

years: over a thousand flabiols and a few hundred xeremies. In 2012, his output had 

become minimal as he was no longer passionate about the making process because 

he felt he had more or less covered the entire subject. He told me he felt that he had 

‘discovered everything there was to discover’ (Morey, interview, 28 June 2012, San 

Joan). He also felt that innovations would only lead to instruments that already 

existed: ‘If you make changes, you’ll eventually get an oboe, and oboes have been 

around for a while. Why waste your time researching that?’ (Morey, interview, 26 

June 2012, San Joan). Morey still had the reputation of being an excellent artisan. 

His instruments were prized, especially his flabiols and cane recorders, one of which 

I proudly own. All other artisans acknowledged Morey’s importance to the xeremies 

movement, stressing that without his work the Mallorcan traditional music scene 

may have well and truly died out. Flabiol maker Guiem Horrach even suggested that 

a statue of him should be erected in a village square in recognition of his massive 

contributions to the musical world (Es Grall, September 2012:9).  
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Figure 25: Joan Morey playing one of his xeremies, San Joan, 2012. 

Photograph: Cassandre Balosso-Bardin. 

 

Chronologically, Tomeu Massat was the second xeremies maker to set up a 

workshop. His job as a civil servant at the town hall of Santa Eugenia meant that his 

afternoons were free. He enjoyed passing the time creatively and manually, either 

painting, sculpting or making furniture. He turned to making instruments in the early 

1990s (Es Grall, March 2010:10). Based in Binissalem, Massat began by making 

bagpipes for himself, copying old xeremies he had in his possession. Around 1995, 

he visited a workshop in Galicia where he realised that the Galicians were ‘much 

more ahead of the game’ than Mallorcans (Es Grall, September 2012:10). Massat 

gradually built up his business by selling his earlier models as he manufactured new 

instruments, favouring local woods such as ginjoler, almond tree and cherry wood.  

In his interview with Es Grall, he explained that he built bagpipes and flabiols as 

well as different kinds of drums. He also manufactured ‘a melodic pipe model that 



!
87 

goes up the chromatic scale to a high G’ (Es Grall, March 2010:11). There has been 

some criticism of his modified pipes, questioning whether they are more Galician 

than Mallorcan. Indeed, due to their morphology, traditional xeremies cannot go 

higher than an octave and are not fully chromatic. Massat buys reeds for his 

instruments and also enrolls his wife’s help to sew synthetic bags together after 

buying Sympatex material from the same shoe factory as Marroig. His wife also 

makes the protective and decorative fabric cases that go over the bag (Es Grall 

March 2010:12). 

I was recommended Joan Marroig ‘Píu’’s instruments by several musicians. I 

went to visit his workshop in 2010, two years before the start of my fieldwork. 

Marroig, an active member of the Xeremiers de Sóller, is a mechanic for the historic 

train of Sóller. In an interview for Es Grall in 2010, he explained that his technical 

knowledge of machinery and access to appropriate tools led him to try making 

instruments. He learned his trade from Morey’s 1989 book as well as from the 

Internet and the occasional course, and started making instruments in earnest around 

1998. He prefers working with hard woods such as granadillo, ginjoler and boxwood 

for the grall, and other fruit or exotic woods for the rest of the instrument. He uses 

reeds made by Pep Manel from Santa Maria and his son, Tomeu Marroig ‘Píu’, an 

excellent musician, tries out and gives feedback on every instrument that emerges 

from his workshop (Es Grall, July 2010:10). Joan obtained the official title of 

‘master artisan’, dispatched by the trade and industry council after a jury came to his 

workshop to evaluate his work. Although a few criticise his instruments for being too 

close to Galician bagpipes in sound – the melodic pipes are slightly thinner and 

quieter compared to older models – his instruments are popular all over the island, 

and he has a good reputation.  
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Figure 26: Joan Marroig 'Píu' trying my new set of xeremies in his workshop, Sóller, 2011. 

Photograph: Cassandre Balosso-Bardin. 

 

 

Figure 27: Diego Piñeiro turning a piece of xeremies in his workshop, Palma, 2012.  

Photograph: Cassandre Balosso-Bardin. 
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Diego Piñeiro, a gaitero and school teacher from Galicia, moved to Palma 

after a short Mallorcan holiday in 2002. He changed his life around and started 

working for a woodworking factory. Soon after learning the new trade, he decided to 

make his own bagpipes. He set up a workshop at home and initiated what was to 

become a good business. Not only did he make xeremies, he also catered for the 

active Galician community in Mallorca. Piñeiro considered his instrument-making 

slightly differently to the rest of the makers. Unhindered by notions of authenticity, 

he decided to make the most beautiful instruments possible. He took tips from the 

most eminent bagpipe makers in Galicia such as Anton Corral. In an interview for Es 

Grall in January 2012, Diego reported how he gave ‘a lot of importance to the lines 

and to the decorations … they are very elaborate’, and how he applied his know-how 

directly to Mallorcan pipes. He added that he thought he was ‘the only one to adorn 

the joints with metal, silver or brass’, unlike the Mallorcans who generally used steel, 

a material which he did not think was sufficiently ‘noble for a musical instrument’ 

(Es Grall 7/2012:17).  Young musicians would ask Piñeiro to repair or improve their 

instruments. Both revivalists and amateur pipers went to him because they trusted the 

quality of his work. He was held in very high esteem by all the bagpipers I knew. All 

complimented his good and thorough work. According to Piñeiro, his training as a 

carpenter helped to raise the quality of his output. He had access to good quality 

wood and knew how to cut it and keep it in the best condition (interview, 29 

December 2011, Palma). Piñeiro’s reputation may have been facilitated by the fact 

that he was not a native Mallorcan but someone from outside who was therefore not 

implicated in the short and long term histories of local musicians. Unfortunately, the 

economic crisis did not spare even such a good artisan. As orders dwindled he found 

himself relying more and more on his income as a carpenter, and eventually decided 

to emigrate to Bremen, Germany, where he planned to work in a clarinet factory. 

Piñeiro told me he was prepared to start by sweeping sawdust, but I later learned by 

email that he had found a good position in that same factory, making clarinet parts, a 

skill he had started to develop a couple of years before leaving Mallorca. 

Mallorcan bagpipe makers were all individuals moonlighting from other 

professions. This not only left them enough free time to dedicate themselves to the 

research and construction of instruments but also enabled them to financially support 

themselves. Often, their professions involved mechanical skills and access to 
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machinery. The local manufacturers invariably started out by playing themselves, 

and then chose to learn more about instrument making. They all gradually inserted 

themselves into the island’s market, thus fuelling the bagpipe revival in their 

individual way. This echoes Deirdre Morgan’s remarks about mouth harp makers in 

Norway (Morgan 2015). Retired people with metal working skills acquired through 

their former professions were more predisposed to take up the instrument making 

activity than others. Indeed, they possessed the time, finances and skills that allowed 

them to concentrate on fine handiwork. Morgan points out the tight collaboration 

between manufacturers and musicians, the latter often encouraging the former to be 

more precise in their handiwork. This was also very visible to me in Mallorca, 

especially when one takes into consideration Rotger and Rubio’s extensive work 

with numerous artisans in order to create an ideal instrument. Other makers seem to 

have relied on their own experience as musicians, learning with time, practice and 

their previously acquired technical skills. 

After this overview of Mallorca’s bagpipe-making scene, I now turn to 

explore in more detail the extensive work carried out by Joan Morey in the 1980s. 

His was an essential task that became the bedrock of the revival, allowing further 

research and manufacturing to grow in its aftermath. I look at different issues relating 

to the standardisation of the xeremies that I encoutered during my fieldwork. I first 

explore the pitch of bagpipes, and how a common tonic and scale was chosen by 

Morey, before continuing with the issue of tuning. I argue that, contrary to common 

perception, old xeremiers had an inherent understanding of their instrument’s tuning 

that was apparent through both the preparation of the instrument (as they tuned and 

played preludes) and their comments on modern instruments.   

 

2  Scales ‘n’ Tonic 

Choosing the pitch 

Modern bagpipes are played in C#, also referred to as ‘do brillante’ (bright 

C). The tonic of the modern instrument was determined by revivalist and pipe maker 

Joan Morey who, after measuring the tuning of all the early twentieth century 

bagpipes still in use in the 1970s, found that they were either in C, C# or D. Most, 

however, were pitched to C#. Mallorcan pipers explained the tonic by suggesting that 
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the xeremies were probably copied from instruments in A415 (Morey 1997:298). 

Local organs, pipers told me, would have established the tuning, as these were used 

to set and tune pitch. Mallorca was indeed home to many organs, including treasured 

specimens made by Jorge Bosch, a Mallorcan organ maker whose fine work led him 

to work for the royal court in eighteenth-century Madrid (Grenzing 1993:119).30 

Bagpipes may have been tuned to local organs in towns and villages, but Bruce 

Haynes comments that, historically, pitches used on different instruments did not 

necessarily match: ‘A pitch could operate … without reference to other musical 

practices or groups … In most European countries by the end of the eighteenth 

century, church organs seem seldom to have been at the same pitch as other 

instruments’ (Haynes 2002:lv). Indeed, there is no evidence to support the idea that 

xeremies and flabiols played with organs. On the contrary, accounts seem to point to 

their self-sufficiency as a duo. Additionally, even when the colla played in church 

for rituals, they would not play with the organ.  

As Nicolas Meeus remarks, pitch is not a modern concern and has been much 

debated in past centuries (Meeus 2002:49). Although pitch could vary from one 

geographical area to another, early organs show that from the sixteenth century 

onwards, there were a few fixed standards. By the eighteenth century, German 

organs were based around two pitchings: the Chorton (a’=467, equivalent to today’s 

Bb) and the Kammerton (a’=416, equivalent to today’s G#) (Smit 2006:414). Concert 

pitch (a’=440) was only established as the main reference for organs in 1934 by the 

International Society of Organbuilders (ISO) although it had been in use for a long 

time in Italy (Tutto Punto) and, from 1834, at the Paris conservatoire. According to 

this, Mallorcan bagpipes can be either considered to be in C if we follow the Chorton 

pitch (a’=467) or in D if we follow the Kammerton pitch (a’=416). Interestingly, 

Haynes points out that before industrialisation and standardisation arrived in the 

nineteenth century, ‘all the instruments were “in C” but their pitching could be 

different’ (Haynes 2002:xxxvi).  Discrepancies in pitch were commonplace in the 

eighteenth century. Although Lully’s influence with his music and new instruments 

lowered the overall pitch, certain local traditional instruments did not change as they 

sounded better at a higher pitch (Haynes 2002:xxxv). Indeed, much earlier, although 

                                                

30 http://www.grenzing.com/pdf/Jordi_Bosch_ISO.pdf, last accessed 15 March 2015. 
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Praetorius acknowledged that lower pitches sounded beautiful for all instruments, he 

wrote that instruments such as cornettes, shawms and descant fiddles sounded fresher 

when they were pitched higher (1618:14, cited in Haynes 2002:xxxviii). In light of 

this, it comes as no surprise that bagpipes were tuned at a higher pitch than other 

instruments. The fact that some xeremiers referred to their bagpipes as being in do 

brillante relates both to the fact that the instrument is considered to be in C and that 

the higher pitch gives an additional brilliance to the timbre. Mallorcan xeremies are 

not the only instruments to be tuned at such an unconventional (according to modern 

standards) pitch. Galician piper David Carril Castiñeiro, for example, pointed out to 

me that local bagpipe makers in his Galician region used to make all bagpipes in C# 

but that pitching varied from maker to maker before a general standardisation in the 

1990s (personal communication, 5 April 2015, London). Similarly, uillean pipe 

maker Robert O’Mealy preferred to manufacture pipes in C# rather than D (Browne 

2009:3).31  

Personally, I think it unlikely that the xeremies were tuned to local organs. 

Indeed, there is no evidence that the xeremies played with the keyboard instrument. 

It is more likely that their pitch was based on other reed instruments played during 

the nineteenth century in Catalonia and Mallorca. As few bagpipes were made by 

professional makers, the models that were considered good may have been copied 

over the years, thus preserving a similar tuning (Morey 1997:128). Additionally, old 

xeremies appear to be tuned to themselves: Morey remembered how each bagpipe 

once sounded different, not only stylistically but also in its tuning (Morey 1997:41). 

Tomeu Camps remembered that one could ‘go to a fiesta and listen and you would 

know where [the xeremies] came from because every xeremies had a particular 

sound’ (interview, 23 May 2012, Son Roca). Despite the variation, all the tonics 

seemed to have a consistent pitch and the tonic of the flabiols was identical to that of 

the xeremies. The fact that both instruments then performed with different scales, 

such as can be heard on the Xeremiers Aloy recording from 2011, did not seem to be 

an issue as long as the tonic, the fourth, the fifth and the octave were in unison.  

Old recordings emphasised the fact that the musicians played in different 

scale systems. The oldest recordings I encountered were found hidden in Barcelona’s 

                                                

31 http://www.seanreidsociety.org/SRSJ3/3.06/O'Mealy%20Pipes.pdf, last accessed 2 April 2015. 
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Museum of Music archive. Dating to the 1940s, these featured the ‘Bestard’32 

xeremiers renowned for their musical skills. Xavier Carbonell, who directed me to 

these recordings, was of the opinion that they were quite fine and that the quality of 

playing in Mallorca had rapidly declined since they were made (Carbonell, 

interview, 3 July 2012, Palma). Indeed, one can hear that the flabiol and the 

xeremies, although not in perfect unison, are perfectly tuned at the important first, 

fourth and fifth degrees. In most cases, the instruments of the colla would be 

carefully selected to be in tune with one another. A flabiol would go well with one 

bagpipe but not necessarily with another. Such pairs were valuable especially in the 

early stages of the revival, before new instruments were made. Morey referenced a 

few of these paired instruments in his account on making instruments (1989:62).  

Pitch did not, I reason, become an issue until xeremies were incorporated into 

bands with other instruments. Indeed, I have found no historical evidence that 

Mallorcan bagpipes were in the past played with organs or with any other instrument 

with a fixed pitch. The fact that the bagpipe’s tonic was C# rather than C therefore 

only become problematic in the late twentieth century, when pipers started to play 

with other instruments. Whilst most pipers still play bagpipes in C# – probably 

because of the traditional connotations and because this compliments the 

instrument’s timbre – they work around the problem by purchasing melodic pipes in 

D or in C (based on a’=440) that can easily fit into the appropriate stock, thus 

avoiding the purchase of a whole new instrument. 

 

Modification of the bagpipe’s scale 

The scale of pre-revival instruments has now been completely erased by the 

standardisation of the instrument. When old xeremiers heard new bagpipes, they 

were initially invariably put off. Morey recalled how an old xeremier tried one of his 

new instruments and commented, ‘They don’t sound like ours, they don’t sound the 

same’. Joan recalled how, ‘They said that we had ruined the old instruments’ 

(Morey, interview, 28 June 2012, San Joan). Referring to today’s xeremies, 80 year-

old Tomeu Aloy told me, ‘I don’t like how they sound’ (interview, 12 September 

                                                

32 Pere and Bartomeu Bestard were a renowned colla from the first half of the twentieth century. 
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2014, Sa Pobla). This sort of reaction is not surprising when we compare the huge 

difference between the contemporary major tempered scale (matching what is widely 

used in Western Europe) and the scale used before standardisation. Morey’s study, 

carried out with a dozen melodic pipes from different areas of the island all played in 

the same conditions and with the same reed, showed striking results. The tonic, set at 

C#, was constant. The other stable notes were the pure fourth (F#) and the pure fifth 

(G#), as well as the higher octave. On all the melodic pipes measured, these were 

fixed and in tune with each other. The higher octave was adjusted by tweaking the 

double vent at the bottom of the pipe – done by adding wax to the holes or by filing 

them slightly. The other degrees of the scale, however, fluctuated. The third tended 

to be lower by up to a quartertone, as did the second (Morey 1997:290). Mallorcan 

composer and musicologist Xavier Carbonell pointed out that the third, lower than a 

major third but higher than a minor third could be considered to be neutral 

(interview, 18 June 2012, Palma).33 

The standardisation of the xeremies led to the use of a major scale played 

with open fingering: the fingers are lifted one after another and the highest note, the 

octave to the tonic, is played with all holes open. One can wonder, however, why the 

major scale was chosen as a reference rather than the minor scale. Indeed, as Morey 

pointed out, old xeremies tended to have a neutral third. There seem to be a few 

discrepancies in the transcription of melodies that have crept in over the years. 

Although transcriptions are overwhelmingly written in C major, a few early 

twentieth-century prelude transcriptions by Massot are in C minor (Massot, in Morey 

1997:45,138), as is a transcription of the Aloy colla made by Joan Morey in 1974. 

Interestingly, Antoni Artigues transcribes the same performance as major (Morey 

1997:286-287). This prompts questions about earlier transcriptions and the 

objectivity of the transcriber. The discrepancies, along with Morey’s observation that 

each grall seems to have had a slightly different scale (1997:41) leads me to wonder 

whether the major transcriptions may have been one way to standardise the variety of 

scales played on instruments. Further investigation may reveal a link between the 

                                                

33 The neutral third, although rare nowadays, has been kept in Portuguese bagpipes. It may be that the 

increasing amount of Galician bagpipes making their way to Portugal are compromising this striking 

feature, but in 2005, I heard it in all Portuguese bagpipes I encountered. 
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tuning of early bagpipes and the singing repertoire of the Mallorcan tonades, 

labouring songs known for their distinct scales (for which, see Ayats, Sureda and 

Vincens 2006).  

 

 

Figure 28: Top to bottom: scale of an old melodic pipe according to transcriptions (after Morey 

1997), average scale played on an old melodic pipe (after Morey 1997), and scale chosen for new 

melodic pipes. Transcription: Cassandre Balosso-Bardin. 

 

However, as I searched for more information, I realised that transcriptions in 

C major may have been justified. When the Aloy brothers were boys – in the first 

half of the twentieth century – their father would play a tune over and over again and 

ask his sons to whistle it. Once the father decided the boys knew a tune well enough, 

they would pick up their instruments and be expected to play it. Between 1996 and 

1998, two of the surviving Aloy brothers were recorded as a colla with Mateu on the 

xeremies and Tomeu on the flabiol. Along with the instrumental tracks, the album 

featured several whistling tracks, where Mateu performed the tunes he was taught by 

his father before playing them on the pipes. Despite playing an instrument with a 

very low third, all his whistling melodies were in the major tuning, sounding 

perfectly in tune to a modern ear used to tempered scales. Additionally, the flabiol 

also performed the melody using the major scale. Due to the nature of the instrument, 

the tuning of the flabiol could be to an extent controlled by a skilled player. In 1924, 

folklorist Samper wrote about flabioler Toni Rotger that ‘with his breath he adjusts 

the sound with great musical instinct. He is an artist’ (Huguet 2007:179). While the 

tonic remained in unison, the thirds clashed as xeremies and flabiol played both a 
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minor and a major third at the same time. Despite the discrepancies between 

whistling and playing, and between flabiol and xeremies, flabioler Tomey Aloy was 

adamant that the modern xeremies, with its more tempered scale, did not sound 

‘right’ (interview, 12 September 2014, Sa Pobla). Furthermore, the instrumental 

performance did not seem to change a piper’s perception of the melody as his 

whistling did not change over the years, and did not adapt to his bagpipe’s tuning. It 

would seem, then, that although some instruments may have presented minor 

temperaments due to their manufacture and/or the reeds they were fitted with, the 

Aloys clearly thought of the tunes in major. This discrepancy may well have 

influenced the transcriptions of musicologists and folklorists.  

Another theory for tuning that emerged during my fieldwork was that closed 

fingering may have once been used. A late eighteenth-century Galician bagpipe, 

played by Marco Foxo at the town hall of Leuven on 20 March 2015, was 

distinctively in the minor, and it used closed fingerings. This, Marco told me, was 

common to all old Galician gaitas and, he insisted, even today some bagpipes are 

still played with closed fingerings although one can play both major and minor 

scales. Morey evokes the possibility that closed fingerings had been in use in 

Mallorca. Josep Camps, born in 1912, was remembered to have once said that ‘there 

was a time when to play a note on the grall, they would close the other [holes]’ 

(Camps in Morey 1997:41). Xeremier Pere Martorell brought this issue to my 

attention during an interview. He told me that if one used closed fingerings on an old 

gralls, the scale would sound ‘in tune’. The experiment needed to be carried out with 

the same reed and temperature conditions on different melodic pipes, but Martorell 

was convinced that this was an important albeit forgotten aspect of the early 

Mallorcan bagpipes (Martorell, interview, 20 June 2012). 
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3  A prelude for tuning  

‘Ses xeremies per estar ben trempades, ha de ser con sa sobrasada/Only with local 

sausages can the bagpipes to be well adjusted’ (Tomeu Aloy ‘Llargo’, interview, 12 

September 2014, Sa Pobla). 

 

 Tuning a bagpipe 

The quote above puns on trempar, a term that means both to adjust the pipes 

and to dunk something. When I met Tomeu Camps for an interview on 23 May 2012, 

he told me that ‘ses xeremies no se afinan, se trempan’ (xeremies are not tuned, they 

are trempades). A quick etymology search of the word trempar shows how it 

descends from thirteenth-century Latin, modero temperor (to be put in order) 

(Gardner 1840:181). The website Diccionari.cat specifies that moderar temperar is 

‘the idea of balancing and energising the human body  [that] was then applied to 

other materials such as metals, glass … to give it the correct consistency, the right 

disposition’.34 When applied to music, trempar is said to mean temprar, which in 

turn means templar and afinar.35 Afinar simply means ‘to tune’, but the word 

templar is more interesting. The website wordreference.com gives 10 definitions. 

Although one is to tune a musical instrument, most are related to the exchange of 

energy in materials. The first definition is the following:  

Templar tr. To take the cold out of something, to warm it up slightly. 36   

This could be directly applied to bagpipes and their reeds. From personal experience 

as a piper, an instrument needs to be played for a few minutes before the reed 

reaches stability. As warm air is transferred from the lungs to the bag, slowly making 

its way to the chanter, the reed moves and shifts, and slowly rises in pitch. Close 

observation will reveal that after playing the first tune, a piper will often adjust his or 

her drones to the changing pitch of the melodic pipes as the reeds will have adjusted 

to the slight difference in temperature and humidity. In order to adjust the reeds and 

                                                

34 http://www.diccionari.cat/lexicx.jsp?GECART=0136816, last accessed 15 March 2015. 
35 http://www.diccionarios.com/detalle.php?palabra=temprar&dicc_79=on, last accessed 15 March 

2015. 
36 http://www.wordreference.com/definicion/templar, last accessed  15 March 2015. 
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to test the tuning of the drones, pipers around the world open a performance with a 

prelude.  

In the Renaissance and Baroque periods of Western art music, preludes 

functioned as moments when musicians could test the tuning or mode of their 

instruments and make necessary adjustments. Jean Denis’ prelude title in his treaty 

about spinet and keyboard tuning describes this process exactly: Prélude pour sonder 

si l’accord est bon partout (Denis 1650:16, in Weckerlin 1885:90). Hotteterre, in his 

treaty L’Art de Préluder (Op. 7, 1719), listed rules; in Préludes de Caprice, preludes 

were improvised, and enabled a musician to test the mode (1719:1). In exactly the 

same way, albeit with less rules, the short introductions played by xeremiers before a 

piece helped the piper listen to the harmonies produced by their instrument and gave 

them time to tune if needed. Artigues writes the following:  

The xeremies play the introduction or the prelude to give them time to put the 

bag in place … Sometimes the piper improvises with the prelude, mostly 

through [ornamentation], playing continuously with the tonic and the 

dominant … in order to check the tuning of the melodic pipe with the drone, 

especially before starting the first tunes (2000:47).  

According to Morey, the function for what he calls the introduction (entros) has 

several aspects. It helps measure the effectiveness of the reed; it allows the piper to 

test all the instrument’s fingerings and check if the melodic pipe is playing the scale 

he wants; it helps check if the xeremies are ready to play. Confirming Bartomeu 

Camps’ notion of trempar, Morey writes: ‘The double reed and the single drone reed 

must reach the ideal temperature and level of humidity to play well; and sometimes 

this state is only reached after having played a good while’. He adds: ‘It is not the 

same in summer as in winter, on a dry day or a wet day’ (Morey 1997:52). Reed 

maker Pep Manel recalled that xeremier Andreu David from Santa Maria would 

acknowledge these differences by commenting on the bagpipe’s sound: ‘today it is 

good’ he would say, or ‘something is missing’ (Manel, interview, 23 April 2012, 

Santa Maria).  

Preludes are common in all bagpipe cultures and often feature particular 

melodic turns. Bulgarians, for example, use short descending melodic introductions 

that start on the upper fifth and makes its way down the scale to the tonic, stopping 

briefly on the major third and the major second. During a field trip to Galicia in 
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2005, I witnessed several pipers spending time playing improvised preludes that 

started on the upper octave, running down to the fifth and finally down to the tonic 

with a series of triplets, stopping constantly to tune with a second bagpipe, as the 

Galician repertoire is currently played with two instruments. Mallorcan preludes, 

much like in Galicia, have an improvised nature. Early revivalists all agree that 

preludes were personalised improvisations, and that one could tell who was playing 

from the distance.  

In the early twentieth century, folklorist Noguera remarked that preludes also 

gave the opportunity for a piper to show off his musical ability:  

The bagpipe never starts a dance or a piece without first improvising a 

characteristic short prelude. Bagpipe preludes are sometimes of exquisite 

taste during which one can judge the skill and musical talent of the piper 

(Noguera 1908(2005):59).  

Francesc Huguet, in his extensive study of Mallorcan repertoire (2007), quotes 

Massot i Planes, and the huge collection of Mallorcan songs collected in the early 

twentieth century, the Cançoner musical de Mallorca (1984:163). 

The first thing that a xeremier does before starting a piece is to improvise a 

prelude that serves as an introduction for what is to be played. These 

improvisations are often noteworthy for their elegance and skillful execution, 

for their united sobriety and a specific richness in melodic turns, and mostly 

for the good sense of aesthetics that Mallorcan peasants are naturally gifted 

with. It is extremely curious to see the thousand variations that they do 

always on the same theme … Between the moment they start this sort of 

prelude and [the moment] that they start the specific piece, they stretch the 

improvisation for longer or not, taking a kind of silhouette and adorning it 

with ornamentation and variations.  

All the improvisations they play are quasi-instinctive for those who practice 

this instrument. They play everything by ear, as they have no musical 

knowledge. Sometimes they improvise in minor, other times in major, but 

they never cut out this improvised introduction.  
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The silhouette theme they choose is usually the same every time. In their 

opinion, the merit is the way of developing it or embellishing it (Huguet 

2007:29). 

Massot transcribed some preludes in 1910. Joan Morey adds that some old xeremiers 

were veritable improvisation masters and could sometimes improvise up to half an 

hour (Morey 1997:168; Artigues and Morey 1989:65). Their improvisations were 

indeed demonstrations of skill and inventiveness, as the reeds would have reached 

stability after a few minutes. More recently, Artigues transcribed eight examples of 

bagpipe preludes (2000:63), adding to the six transcriptions collected by Massot and 

Noguera earlier. Artigues’ transcriptions show more or less complex variations with 

an overall descending pattern, all different from one another, although he does not 

identify who played them.  

 
Figure 29: Bagpipe prelude transcribed by Noguera (1893 (2005):59). 

Scanned by Huguet (2007:28). 
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Figure 30: Bagpipe prelude transcribed by Massot in 1910 (1984:163).  

Scanned by Huguet (2007 :28). 

 

Although I heard many contemporary xeremiers lament the loss of 

individuality in Mallorcan music, by the end of my fieldwork I could recognise the 

style of some players just by hearing their introduction. One was Pere Frontera Luna 

who always played very virtuosic introductions, influenced by typical Asturian 

ornamentation. The influence was understandably stylistically controversial. Despite 

the apparent lack of written rules for preludes, I learned some elements of the 

appropriate form during bagpipe classes at the Escola de Música i Danses with 

Tomás Salom. He advised me not to start on the higher octave, as Galicians tend to 

do, but to open the prelude with the fifth, preceded by a short upbeat on the fourth (in 

this case F# - G#) whilst simultaneously letting go of the drones that had to this point 

been blocked by my index finger. When I managed to play this, Tomas showed his 

approval, saying it now sounded ‘right’. The eight preludes transcribed by Artigues 

do all start on the dominant or lead up to the dominant via the subdominant 

(2000:63), and this allows Artigues to briefly outline the main rules of a prelude: the 

bagpipes start, play around the scale, lengthening the tonic and the dominant to 

check the tuning with the drones and, after ending on the tonic, the flabiol and drum 

then start the tune and the xeremies join in (2000:47). Morey’s description of the 

prelude further supports my observation: ‘the opening towards the dominant, 

introduced by the subdominant, can be observed in nearly all bagpipe introductions’ 

(1997:51).  
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Figure 31: Eight preludes transcribed by Antoni Artigues (2000:63).  

Scanned by Huguet (2007:29).  
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Playing ‘in tune’ 

Prelude transcriptions and the testimonies of early folklorists, revivalists and 

older generation xeremiers, demonstrate that bagpipes were tuned and that musicians 

took time to adjust their instruments before playing melodies. Although no two 

bagpipes would play together due to individual differences in pitch and scale, the 

instruments were in tune with themselves and preludes were the moments where 

musicians tested out their instruments. This, though, was not always recognised by 

younger, less experienced xeremiers. On 14 April 2014, I went to Son Servera to 

watch Pep Manel give a reed-making workshop organised by Toni Genovart for his 

students. As I arrived, a young colla started to play a tune. My classical training had 

me cringing, as the instruments seemed to be playing in different keys. Unlike 

students in Palma, these young musicians had just picked up their instruments and 

started to play despite having in their hands instruments that could be tuned to each 

other rather than play at nearly half a tone’s difference. One musician next to me 

criticised the poor quality of the performance to which I replied that they were out of 

tune more than anything else. The musician replied: ‘Once, with my group – we play 

strings – we all took our instruments to a gig and played with no preparation. We 

were all out of tune but then someone said, “Never mind, we’re playing like peasants 

(hacemos de pagés)!” And we stayed like that all the way.’ This anecdote illustrates 

how older rural musicians were sometimes perceived: regardless of the extent of 

their knowledge, some modern instrumentalists harboured the belief that they were 

not able to tune, or perhaps they were too ignorant musically to tune properly.  

Admittedly, early revival bagpipes may have been particularly difficult to 

play. Not only were no two melodic pipes the same, the reeds also added an 

additional variable to the sound. The same bagpipe played with two different reeds 

might give a different scale and different pitches. Added to this, the large bag made it 

difficult to control any of the sound coming out of the melodic pipe. Once a bagpipe 

was in tune with itself, it was a big achievement. Illustrating this, Tomeu Camps 

remarked that in the early days, two bagpipes ‘… couldn’t play together, it would 

have sounded like a cat fight’ (interview, 23 May 2012, Son Roca). Stories of bad 

tuning may have stemmed from village dances where, due to the size of a square, 

two colles  would be hired to play, so that dancers were never too far from the source 

of sound (Salom, interview, August 2012, Palma). One can imagine the discord 
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between the two colles  would have been quite striking, both rhythmically and 

melodically. 

However, contrary to the belief that old xeremiers played out of tune, their 

bagpipes were actually very much in tune with themselves, as is also demonstrated 

by Morey’s study of old melodic pipes. Morey recalled an anecdote when an old 

xeremier came to him and told him that his bagpipes had been out of tune for the last 

70 years: ‘When he was a child he tried to adjust the imperfection and received a slap 

from his xeremier father’ (Morey 1997:282). Morey realised that there was a 

discrepancy between the sub-tonic (the seventh) and the tonic. Although the 

musician had not been able to repair the problem, he had been aware of it his entire 

life. This shows that a melodic pipe’s particular scale would have been strongly 

embedded in a musicians´ ears, and was not considered to be ‘out of tune’ as modern 

day musicians, influenced by the globalised tempered scale, claim. Rather, and as 

illustrated above, pipers tuned their bagpipes to a local reference and had an in-built 

knowledge of the scale they sought to play, a feeling that any musician familiar with 

their instrument will recognise. 

 

Concluding remarks 

This chapter has demonstrated how the role of an instrument maker is vital to 

any revival movement. Joan Morey’s research into the manufacture and 

standardisation of the xeremies formed an essential and necessary part of the revival 

bedrock. The work of Josep Rotger and Pep Toni Rubio to establish a prototype 

stemmed from their initial curiosity about how to construct Mallorca’s traditional 

instruments. My account highlights the anonymity of old instruments and how they 

were the end products coming from a chain of individuals. Similarly, and contrary to 

my initial expectations, modern bagpipes were discovered to incorporate a 

patchwork of skills and materials from different parts of Europe. Whereas earlier 

bagpipes were assembled from locally sourced parts, contemporary bagpipes are the 

product of modern exchanges across a large region. The anonymity of the artisan led 

earlier instruments to be named after their owners or location, where contemporary 

xeremies are named after the person who developed the design, a matter which, in 

some cases, does not coincide with the artisan who made the instrument or its parts, 

thus maintaining an anonymity of sorts. Even when the maker is prominent, the 
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multiple sources used for the final instrument tend to be forgotten. Finally, I hope 

that I have shed light on the standardisation of pitch and scale that has occurred. 

Morey took the decision to make bagpipes in C# after his research showed that the 

majority of instruments followed this tonic, or were tuned within a semitone on 

either side. He modified the tuning in order to embrace a more tempered major scale, 

but his endeavours were met with resistance from older xeremiers. My conclusion is 

that older musicians were aware of the temperament of their instruments and 

embraced these as an integral part of their performance. Thus, old xeremies were ‘in 

tune’ with themselves, although this is contrary to popular opinion. This ‘in tune’ 

nature, however, clashed with modern temperament and hindered the artistic 

endeavours of revivalists. We can therefore appreciate why a compromise had to be 

sought, which, in turn, enabled the bagpipe revival to reach a new level as xeremies 

became more flexible and more accessible.  
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Chapter 3 

Memories and Parchments:  

Mallorca from medieval times to the nineteenth century 

 

 

A priest’s library 

One chilly morning, I walked briskly to Palma’s central train station and sat 

on the surprisingly hard seats of Mallorca’s modern train. After a 40-minute ride to 

Inca I took a minibus to Campanet, a small village at the top of a hill in the island’s 

centre. I got off the minibus when it reached the village and walked up to the church 

that dominated the square. A few houses downhill was the rectory, my final 

destination. I was greeted with a smile and a strong handshake by Joan Parets, 

Campanet’s priest and one of the most important figures for Mallorcan musical 

culture. Born in 1940, he had opened the Centre de Recerca i Documentació 

Històric-Musical (Centre for historical musical research and documentation) in 1967 

(Dbalears.cat 2009). Over the years, Joan Parets pieced together the most 

comprehensive collection of books and documentation about Mallorcan culture. 

Manuscripts, recordings, studies, newspaper clippings and even old scores; Parets 

has spent a lifetime collecting and classifying. Materials on architecture, music, 

dance, popular culture and literature were all crammed onto narrow shelves in a 

large, cold, forbidding stone room where a single wooden table and a power socket 

were my only companions for the next few hours, as I huddled under my coat and 

blew on my fingertips to keep warm; as in most traditional Mallorcan dwellings, 

heating had never been installed.  

Joan Paret’s contribution to Mallorcan culture extends further than this 

fantastic library. Thanks to his collection and dedication to history and culture, 

Parets, with the collaboration of Ramon Rosselló, published four volumes in 2003 

and 2004 about the history of music in Mallorca from the middle ages until the 

twentieth century, compiled solely using extracts from official documents, church 

records and newspaper clippings. These four tomes contain some of the most 

valuable information for Mallorcan popular music and are a hugely useful tool, 
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helping researchers browse information without having to consult the original 

sources scattered all over Mallorca and mainland Spain. Thanks to these tomes and 

to the extensive local bibliography mostly housed in Paret’s library, I began to 

compile a short history of the xeremies. Although there is no single book that 

documents its history over the centuries, a few texts do introduce elements of its path 

in time. The main source, after Paret’s and Rosselló’s compilations, is De joglars e 

ministrils, written by Josep Rotger and Joan-Ignasi Alonso (2007). This book traces 

the history of the ministrils in Mallorca, adding a few historical references to what 

Paret has archived. Pep Rotger introduces elements of a more recent bagpipe history 

that, although slightly hidden within the publication, are important for today’s 

xeremiers. Here, I have chosen to ignore the Costumari Català (Amades 1952), a 

large encyclopedic work about Catalan customs written by the Catalan ethnologist 

Joan Amades. My decision to do so was taken after a conversation with Mallorcan 

historian and musicologist Xavier Carbonell, who confirmed my concerns about the 

academic value of the volume. Carbonell told me that although the information about 

Catalonia and Valencia was accurate, the text’s discussion of Mallorcan tradition was 

often second or third hand and therefore could not be relied on. This was not the 

case, however, with the encyclopedia Die Balearen (Salvator 1897). This chapter 

begins with the Middle Ages and gives an account through to the twentieth century. I 

include elements of Mallorca’s general history when these are deemed relevant to the 

xeremies history. I compile a comprehensive timeline in order to paint a historical 

portrait of the bagpipes in Mallorca. 

 

1  Medieval Mallorca 

From antiquity to the reconquista (First century, BCE, to 1229) 

Sitting at the crossroads of many shipping routes, Mallorca was never an 

isolated island. In the first century BCE, the Sicilian historian Diodorus wrote that 

the Carthiginians recruited mercenaries in Mallorca to fight campaigns in Sicily. 

Mallorca was then called Gymnasiae (from gymnos, ‘naked’) by the Greeks, as the 

island inhabitants were said to wear no clothes in summer. Islanders and the Romans, 

however, called the island Balearides (from ballo, ‘to launch’), due to their famed 

skills with the sling (Diodorus, cited in Waldren 1996:5), skills already mentioned in 

the verses of Alexandra attributed to Lycophron in the third century BCE (Mair 
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1921:v633). After being occupied by the Phoenicians, the Romans took control, 

developing urban centres such as Palma and Pollentia (Pomponius Mela, in Romer 

1998:102). After having been raided by Vandals in 426 CE, in 483 CE the Balearics 

became a province under the governance of Sicilia. In the sixth century they suffered 

Byzantine invasions and became a second Mauritanian province. Muslims started 

arriving in 707, and by 903 Mallorca became part of the Omeya caliphate.  It became 

known as Al-Mayurqa. Abi Bakr al-Zuhri, an Andalu geographer in the twelfth 

century (fl. 1130-50) gave an account of island life at the time, mentioning that the 

inhabitants did not know olive trees and that there were many unguarded sheep 

because of the lack of wolves. To this day, many villages retain Arabic names such 

as Binisalem and Binibeca (Waldren 1996:5-7).  

King James I of Aragon conquered Mallorca and then Ibiza between 1229 

and 1233 as part of the reconquista. Catalan cities and nobility supported the 

excursion when the Aragon aristocracy failed to offer reliable help (Wieruszowski 

1944:12). Indeed, it was in the Catalan mercantile and economic interests to control 

the island ports. King James took the island over and destroyed what was left of the 

Muslim era (Waldren 1996:7). The erection of Palma’s cathedral began on the site of 

the mosque in 1230. The only remaining vestige of the Muslim era is considered to 

be the baths. Their design greatly resembles Jewish baths, which is not surprising 

given that a strong Jewish community was present on the Island. The land was 

distributed to participants of the conquest, with the largest portion going to the king. 

Mallorca was colonised mainly by Catalans but also by Occitans, Italians, Aragons 

and other people from Navarre, France, Castile and Flanders. The previous Muslim 

and Saracen population did not flee in great numbers, but were enslaved to work the 

land. Many became free men, choosing to stay on Mallorca, working as artisans and 

sometimes cooperating with Christians (Lourie 1970:625). Their presence was only 

grudgingly accepted by the Church: the Pope spoke against their cohabitation in 

1240, rebuking the king in a letter that stated only Christians should be allowed to 

inhabit the islands, fearing that free Saracens would be a threat to the Christian 

population (Lourie 1970:628). However, the Pope’s opinion did not make any great 

difference, as extra numbers of people were needed to work the land and make it 

profitable for its new landowners. 
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Development of music and language in the realm of Mallorca (1119-1360) 

Peter I, the father of James I, was a great lover of the arts and attracted many 

performers to his court. He was nominated ‘protector de la jogleria’ (protector of the 

players) by the troubadour Guiraut de Calanso (Rotger and Alonso 2007:45). 

Bagpipes seem to have been present in Catalunya from at least the twelfth century. 

The first possible reference to the instrument comes in a document from Barcelona 

called Liber Antiquitatum (1119), in which one reads the name Bernat Bufalodre 

(bufa: blow; odre: bag) (Artigues 2000:23). During James I’s reign, many 

troubadours visited Catalonia from Provence. This is not surprising as James I was 

brought up in Carcassonne and spoke Catalan as his first language. Through this 

connection, Catalan became the main language spoken in the kingdom. However, 

Latin was kept as the official language, for the king had to give equal weight to the 

demands of both Aragon and Catalan nobility. Both languages were therefore used in 

official documents; Catalan, though, was spoken not only in the Balearic Islands but 

also in Catalonia and Valencia, regions ruled by the king. Although Catalan was 

spoken by the ruling class in further dominions such as Sicily, Malta, Gozo and 

Sardinia, it did not supercede native languages as it had done in Mallorca, Valencia 

and parts of Murcia (Wieruszowski 1944:14).  

James I, like his father King Peter I, was a lover of the arts and the presence 

of musicians in his court left a lasting mark as Catalan composers started to emerge. 

By the end of the King’s reign, Catalan had spread to poetry and was used in 

literature, notably to compose the first military chronicle in the language: Llibre dels 

feyts del rey En Jaume (Book of the deeds of King James I) (Wieruszowski 

1944:18). In his will, James I created the Kingdom of Mallorca encompassing 

Mallorca, Ibiza, Formentera and Menorca (which was still under the rule of a 

Muslim lord), but also the regions of Roussillon, Cerdanya, Villespire and Conflent 

on the mainland. The capital was Perpignan in Roussillon. On James I’s death in 

1279, his son James II became king. Music remained a central part of the court, as it 

was declared that juglares had a ‘positive mission towards good government, for 

they calm the king’s excitement’ (López -Chavarri 1929:48, cited in Rotger and 

Alonso 2007:48). The independence of the kingdom was, however, short-lived and it 

once again became part of Aragon when James III of Mallorca, son and successor of 

James II, was killed by Pedro IV of Aragon during the battle of Llucmajor in 



!
110 

Mallorca on 25 October 1349 (Abulafia 1995:865). James III’s daughter, Isabel, 

proclaimed herself queen of Mallorca until her death in 1404. Despite the instability 

of the kingdom, music was still present at court. In 1343, the year James III went to 

Roussillon when Pedro IV of Aragon annexed Mallorca, the archives of Mallorca’s 

crown mention ‘Joan de Mascum, bagpipe player of the king who was of Mallorca’ 

(Artigues 2000:23). He was joined by other joglars of James III’s court on visits to 

Pedro’s court in 1336, 1339 and 1340. The arts seemed to flourish with the change of 

king, as the court welcomed visiting bagpipe players from the Viscount of Cardona 

in 1346, from Tortosa in 1353, as well as from Flanders, Navarre, Germany, 

England, Sicilia and so on (Artigues 2000:23-24). Joan Mascho – as he was also 

called – entered the service of the Count of Luna as a ministril in 1350, and was later 

employed permanently by Pedro IV from 1360 (Descalzó 1985:105).  

 

First iconography of the bagpipes in La Seu, Palma’s Cathedral  

The first recorded iconography of bagpipes in Mallorca dates from the 

fourteenth century and is to be found on the southern portal of the cathedral (Portal 

del Mirador) and on the main altarpiece (retaule major). Both artistic works are 

attributed to a local stone mason, Joan Morey (?-1394) (Carbonell 2012:168). As 

Morey was local, Carbonell thinks it probable that he modelled the carvings on 

instruments present in Mallorca at the time. Indeed, all the instruments represented in 

the cathedral were part of the Aragon court’s music and differ from other European 

musical representations of instruments of the time, thus reinforcing the local 

attributions of the reliefs. Carbonell underlines the fact that even when foreign 

artisans such as Joan de Valencines from Picardy were hired, the cultural unity of the 

musical instruments was kept, which probably meant that sculptures were copied 

from a set design. Carbonell quotes Anslem Turmeda’s Disputa de l’ase (The dispute 

of the donkey 1417), a play mentioning the instruments represented in the cathedral, 

demonstrating that these instruments were in use at the time (2012:175). Turmeda, a 

Mallorcan Christian born in 1336 who converted to Islam after having lived many 

years in Tunis, wrote the play towards the end of his life. The only existing copy of 

the document is a French translation by Guillaume Lasne under the same title, 

published in 1544 in Lyon (Llinarès 1984:8). I translated the following extract into 

English from the French translation originally published in 1562:  
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The other reason through which it is clearly shown that we are of greater 

dignity than you is through the great pleasures and copious delights that we 

have in our heights (hauts), our big and spacious palaces and houses; 

beautiful dances, several types of ladies, to laugh, sing, play the organs, lutes, 

harps, guitars, viols, violines, psalterions, rebecs, bagpipes, oboes, cornets, 

trumpets, bugles, drums, flutes, flaiols, larigots and many other types of 

instruments for weddings, feasts, meals and festivities (Buisson 1606:44). 

The cathedral’s altarpiece dates to between 1384 and 1390 (Llompart 1995:57-58 

and Manote 1998:60-61, cited in Carbonell 2012:168). Looking towards the altar and 

the central nave are soft (bas) instruments, fit for intimate music in small rooms. 

Facing towards the episcopal nave and the entrance to the Trinity chapel are loud 

(haut) instruments, powerful and fit for big spaces – or outdoor music. Carbonell 

suggests that the low instruments represent a sophisticated and delicate musical 

world, ‘courtly and artistic, tender and feminine, appropriate for the service of a 

celestial queen’ (2012:171). The high instruments, on the other hand, represent ‘a 

soundscape that includes announcements, the sounds of war, royal enthusiasm and 

encouraging martial engagement, environments that are not always musical but that 

have the functional profiles of masculinity and virility or associated with power and 

authority’ (Carbonell, 2012:171).  

Both instances of the bagpipes in the main altarpiece are found in the loud 

section. Musicians as angels are set in between the roofs of the arches of the 

altarpiece. The first bagpipe depicted is alone. It is a mouthblown bagpipe with a 

single chanter and no drone. The melodic pipe is wide and has a conical ending, 

although it is not clear if the pipe itself is conical or not. The second representation 

of a bagpipe is at the corner of the altarpiece. It is represented with another musician 

playing pipe and tabor. The proximity of both angels, represented together, seems 

significant, especially when we think about the formation of the colla in Mallorca 

and in many other countries such as Italy with zampogna and piffano, Brittany with 

biniou and bombarde, Greece with tsambouna and drum, and Malta with żaqq and 

tanbur (Pace, personal communication, November 2014). The bagpipe on the 

altarpiece, however, bears little resemblance to the modern xeremies. It is a mouth-

blown bagpipe with a conical melodic pipe and no drone. The bag, mouthpiece and 

melodic pipe are all joined by a round ball that may be part of the bag or a special 
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stock. Although many Mallorcan musicians entertain the idea that the contemporary 

xeremies date from the medieval time, this seems unlikely. However, although the 

bagpipes do not have the modern day morphology, there are reasonable signs that 

lead us to believe that the duet formation composed of a flabiol and tamborí player 

and a bagpiper may have already been in use.  

The third and final representation of the bagpipe in the cathedral is at the 

southern entrance, facing the sea. This iconography is also attributed to Morey and is 

thought to have been created between 1389 and 1394 (Carbonell 2012:171-173). 

Between 1396 and 1401, it is probable that the entrance portal was finished by the 

Picard sculptor Joan de Valencines, who documented Morey’s last year as 1393-

1394. The bagpipes are situated on the outer eastern rim of the portal, and are the 

second instrument up. An angel plays a mouth blown instrument with no drones, 

featuring the same morphology as the bagpipes of the main altarpiece (Carbonell 

2012:171-173). It is also striking that the piper is placed next to a probable flute and 

drum player, as noted by Carbonell (2012:177). The depiction of what is assumed to 

be tamborí and flabiol have been lost over time, but the position of the arms suggests 

that this angel may have been playing these instruments, thus feeding into the idea 

that bagpipes were already been closely associated with the flute and drum, aside 

from both being in the same loud (haut) category.  
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Figure 32: Southern portal of La Seu Cathedral (top) with the flabiol and drum musicians (left 

and top blue circle) and bagpipe musician (right and bottom blue circle), Palma, 2012.  

Photographs: Cassandre Balosso-Bardin. 
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Early written evidence (1336-1433) 

Aside from iconographic evidence, written testimonies establish that bagpipes were 

in use in Mallorca in the fourteenth century. One player active in Mallorca was 

Bernat Alegre who was living in Palma and working for the court. In 1390, the book 

of accounts of the royal procurer records that Bernat March, tabaler (drummer), 

Bernat Alegre, cornamusa (bagpiper) along with Arnau Salet, xeremilla (shawm 

player), Guillem Ramon and Johan Secras, tromptés (trumpeters) and Pere Badia 

were paid by the governor of Mallorca, Franchesch Çagarriga, to announce in the 

usual places of the Ciutat de Mallorca (Palma de Mallorca) the peace that had been 

established between the King and the commune of Geneva. They were paid in total 

10 solidos (Arxiu de Regne de Mallorca RP 3.816 f.43, cited in Rosselló, 2003:139). 

Bernat Alegre, or a musician of the same name (perhaps an older relative), was 

already paying tax as an instrument player in 1336. In an undated document of the 

Arxiu Diocesa de Mallorca (ADM, MSL num 391 f.45) thought to date from that 

year, several musicians living in Palma were quoted, including Pere des Orts who 

played the bagpipes and lived at the Gall and Bernat Alegre who played an 

unspecified instrument and lived at the butchery of Avall (Rosselló 2004a:10). The 

name Bernat Alegre appears later in the century, and it is possible that he is the next 

of kin of the first, as the dates – 1336 for the first document and 1412 for the last – 

make it highly unlikely that a single person was working through this whole period, 

unless one undated document can be shown to be from a later decade. On 14 April 

1404, the royal procurer of Mallorca paid one pound to Berenguer Morague, the 

court’s trumpeter, giving the names of Berenguer Huguet and Guillemó Huguet for 

trumpets, and Bernat Alegre as tabaler (drummer), as those who played to announce 

the government’s repeal of the prohibition of selling victuals to the clergy after the 

bishop absolved the governor who had been arrested for doing so (Rosselló  

2004c:18).  

Written sources from beyond Mallorca confirm that the bagpipes were highly 

regarded at court. In 1354, Pedro IV of Aragon ordered a set of small bagpipes for 

his four-year-old son, Joan, who had shown interest in the instrument from the age of 

two. Domingo Mulet from Barcelona was required to make a dress for the instrument 

out of green velvet, adorned with royal symbols and gold and silver thread (Arxiu de 

la Corona de Aragon Crown, cited in Alonso and Rotger 2007:71). Twenty-three 
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years later, Joan I wrote a letter on 2 July 1377 to the Marquis of Villena that 

mentioned the success of his minstrels’ shawm and bagpipe (xirimies e les 

cornamuses) performances in the town he was visiting at the time (Gomez Muntané 

1979, in Alonso and Rotger 2007:71). A few days later, on 15 July 1377, Joan I 

wrote another letter expressing his concern about the reeds of his minstrels’ 

instruments (Alonso and Rotger 2007:88). Although these documents do not confirm 

that Joan I played, he was certainly very interested in the instruments and their good 

maintenance.  

One of the last written references about bagpipes in Mallorca prior to the 

eighteenth century dates from 1433. The goods of Andreu Catany, a barber who 

lived next to Santa Eulalia church in Palma, were listed. He had in his possession 

two wooden bagpipes: ‘Item, two wooden cornamusas (bagpipes) from Tortosa’ 

(Arxiu Real de Mallorca not. Antoní Contestí C-73 f.15v, cited in Rosselló 

2003:145). From 1433 onwards, there are no known references in Mallorca to 

cornamusas but many to xeremies (or to instruments with related spellings). The 

name ‘xeremies’ was already in use with its modern spelling by the time of an 

official document written in 1412, when it was recorded that the royal procurer paid 

a pound to various musicians including three trumpeters, a bombard and shawm 

player (bombarda, xeremies) and Guillem Alegre, a drummer (tabaler). The 

document announced that the infant don Ferrando de Castella, son of the Peter of 

Aragon, was to be crowned King of Aragon, and that all should celebrate and feast 

(Arxiu del Regne de Mallorca RP 3.508 f.76, cited in Rosselló 2004c:18). Although 

Mallorcan sources do not record the presence of bagpipes explicitly, a few official 

Catalan documents show continuity in the practice of the instrument. On 25 June 

1623, a chapel master bought all the instruments necessary for the wind and 

percussion formation called cobla de menestrels: a tenor, a contralto and a small 

saquebut as well as a set of flutes, cornamusa and tamborino and flauta (Pié i 

Faidella 1984:12, cited in Alonso and Rotger 2007:111). Written sources are scarce, 

and this leads me to wonder whether bagpipes had been replaced by other 

instruments in official settings, thus becoming invisible in written documents. 

Busquets i Peret and Sans i Bonet suggest that bagpipes disappeared from the royal 

court due to the union of Ferdinand II of Aragon and Isabella of Castille, a union that 
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formed the first steps towards the kingdom of Spain and the centralisation of power 

(Busquets i Peret and Sans i Bonet 1995:31). 

 

2  The arrival of the modern xeremies in the eighteenth century 

What is in a word?  

Although ‘xeremies’ is the modern term for Mallorcan bagpipes, it was not 

commonly used for the instrument before the nineteenth century. ‘Xeremies’ 

previously referred to double reed shawms played in an ensemble often with drums 

or other wind instruments. On 15 November 1607, a procession composed of ‘all the 

sounds, trumpets, drums, shawms (xeremies) and long horns’ entered the cathedral 

with the magistrates (Ceremonial book of La Seu cathedral, cited in Rosselló 

2004a:22). Alonso and Rotger devote a whole section of their book to the origin of 

the name. They claim it derives from an old French word, chalemie, which in turn 

derives from the Latin calamellus or calamus, a term for cane or a cane flute 

(2007:103). In medieval Mallorca, as we have seen, bagpipes were referred to as 

cornamusa. Indeed, in Joan I’s 1377 letters, he used both cornamusa and xalamies 

[xeremies] which clearly indicates that they were different instruments, albeit both 

using the same type of reeds (Alonso and Rotger 2007:88). In 1611, the modern 

version of the word chirimia appears in Covarrubias’s Tesoro, but to describe ‘a 

mouthblown instrument, like a straight trumpet, without any bends, made of certain 

strong woods but which can be carved without having snags, as nearly all the holes 

they have are occupied by the fingers of both hands’ (Covarrubias, cited in Alonso 

and Rotger 2007:103). The same account mentions that cornamusa is the instrument 

used by Roman and Napolitan peasants, confirming that the Italians and French used 

this name for what the author knew to be a bagpipe (Andrés 2001:123 in Alonso and 

Rotger 2007:105).  

Another reference from the eighteenth century describes a ceremony carried 

out in 1727 to erect the first stone of the new Chapel del Roser in Felanitx. This 

names only three instruments. The first stone, before being laid on the ground, was 

first carried through town to the sound of ‘xeremies, flabiol i tamborinos’ (Xamena 

Fiol 1975:116, cited in Rosselló 2004c:28). Today, ‘xeremies’ would mean bagpipes, 

but speaking with Joan Parets, co-author of the publications where this reference is 
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given, he mentioned that here ‘xeremies’ probably indicated tarrotas, a type of 

shawm still used in Catalonia today. The interesting point here is that we have 

‘xeremies’ given in plural, along with flabiol and tamborinos, the instruments 

traditionally played with Mallorcan bagpipes. Unfortunately, the reference does not 

detail the number of musicians, and we have no way of knowing if ‘xeremies’ 

referred to one musician – in which case the inference would be that they are 

bagpipes – or to at least two musicians, in which case the plural for shawms would 

be justified.  

A reference from 1704 collected by Rosselló and Parets (2003:21) gives 

further evidence that ‘xeremia’ referred to a type of shawm. The administrator of 

Lluc wrote on 31 August 1704: ‘I paid ??? for two bassoons and a xeremia … one 

key for the xeremia, a small pad and other: three lliures and two sous’ (Arxiu de 

Lluc, Ps. 83 f.355). A bagpipe, even in those times, would not have had the use of a 

key and padding. Confusion arises, however, in 1780, when a score entitled 

Xeremias suggests the sound of bagpipes. The archives of Sant Felip Neri in Palma, 

catalogued by Xavier Carbonell (1997), preserve the oldest known transcription of a 

tune that may have been played on the bagpipes, pictured below. From 1780, it is 

entitled [A piece] best for Christmas and Easter celebrations as it is music of the 

times (Huguet 2007:25;203). It is in 4/4 and references a procession repertoire with 

the same pitch range as the earlier transcription but with a simple bass line formed of 

an octave drone giving simple rhythms from beginning to end – imitative of a 

bagpipe drone. About 30 years later in 1810 another melody transcribed for keyboard 

appears. It is in a 3/8 meter, covers a range of an octave plus a lower semitone, and 

includes a pedal on every first beat of every bar, clearly referencing a drone (Huguet 

2007:24).  
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Figure 33: 1780 piece from the Archives of Sant Felip Neri, Palma. 'para fiestas de Navidad y 

Corpues Christi sale mejor por ser musica del tiempo’. Scanned by Huguet (2007:25). 
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A reference from 1810 in Rosselló and Parets confirms that bagpipes were in 

use in Mallorca at the time. The citation mentions that the Estandard, King Jaume I’s 

banner annually paraded in celebration of his arrival in 1229, was carried through 

town to the sound of ‘caxas, musica, chrimias y gayta’ (Rosselló and Parets 2003:20-

21). Although this confirms the use of bagpipes through the word gayta, the use of 

‘xeremies’ and its variants remained ambiguous until Joan Cortada clearly described 

the instrument in 1845. Also, I note that ‘xeremia/xeremies’ is used in Ibiza to 

describe a small single reed cane instrument, with a body that can be single or double 

pipes with 4 to 5 finger holes. This was played solo by men and occasionally by 

female shepherds, according to Bonet Roig, Cohen and Frau.37 This reinforces the 

etymology of ‘xeremies’ in relation to reed instruments with the plural referring a set 

of pipes with reeds. 

 

The betlem of Mallorca  

Just as words changed over time, so did the morphology of bagpipes. 

Mallorcan medieval iconography shows bagpipes with a chanter and a shoulder 

drone, much like the modern gaita in Galicia. At some point, however, the 

instrument became what we now know as a set of xeremies with the hanging drones 

at the front of the bag. The oldest examples of the modern morphology seem to be 

found in betlems, nativity scenes that were – and still are – displayed in churches 

around the island at Christmas time. The oldest nativity scene that survives is at the 

Church of Anuncio in the Hospital General of Palma. Legend has it that this huge 

nativity scene arrived in Palma around 1536 on a boat from Napoli, which docked in 

Palma with some urgency due to a violent storm. The grateful captain decided to 

give seven of the statues he was transporting on the ship to the church (Mulet and 

Bennasar 2012:130). This nativity scene is now exhibited all year round at the 

church. Above the cave in which the nativity is set, one can see, as pictured, a flock 

of sheep, two dogs and three shepherds.  

 

                                                

37 http://www.umbc.edu/MA/index/number9/cohen/coh_4b.htm, last accessed 27 July 2015 
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Figure 34: Betlem de la Sang, Palma, 2013. Photograph: Cassandre Balosso-Bardin. 

 

Figure 35: Detail of the betlem de la Sang (bagpipe player), Palma, 2013.  

Photograph: Casandre Balosso-Bardin. 

 

On the left, a shepherd has a drum and an empty hand raised to his mouth 

where a flabiol probably once rested. On the right, another shepherd plays a bagpipe. 

The instrument has two cylindrical pipes emerging from a single stock, a blowpipe 
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and an elegantly shaped bag similar to the medieval aesthetic that is copied in 

modern gaitas. The bag is painted with a criss-cross pattern that probably represents 

a textile case. The hands of the shepherd only seem to rest on one of the pipes, which 

seems suggestive of the other being a drone. The central figure, a shepherd carrying a 

wooden casket, the two musician shepherds, the sheep and the two collared dogs are 

said to date from between 1530-1540. Professor Berliner, who dated these 

representations, did not ascertain whether they were of Mallorcan or Italian origin 

(Llompart 1982:397, cited in Mulet and Bennasar 2012:130). A footnote in Mulet 

and Bennasar’s text indicates that Gabriel Alomar, in his book about fifteenth-

century Gothic architecture published in 1970, included the bagpiper shepherd with 

South Italian effigies, probably, the authors suggest, due to its close resemblance to 

other musician angels found in nativity scenes (2012:166). This could be relevant to 

our account, since the representation of the bagpipe resembles Italian zampogna 

more than any bagpipes found in other Mallorcan depictions. In any case, the 

bagpipe of the betlem in the Church of Anuncio provides the first representation of a 

bagpipe with a stock sporting multiple pipes in Mallorcan iconography.  

The betlems provide precious information about local life, not least through 

their representation of tools used by characters. In this case, they provide what could 

be the oldest representation of the xeremies as a bagpipe in its modern form. In 

January 2013, I visited the monastery of the Puríssima Concepsió in Palma to see the 

oldest known representations of the xeremies in Mallorca. Historian Gabriel 

Llompart, in Llabres Mulet and Pascual Bennassar’s book about the betlems of the 

Caputxines (1996), described two figurines that he thought might date from the 

seventeenth century, one of which was a heavily mutilated bagpipe player. He based 

his deduction on the techniques and material used to make the two statuettes, and 

considers that they may well predate the inauguration of the first betlem of the 

Caputxines in 1710 (Llompart, cited in Mulet and Bennasar 1996:19). The piper in 

question is dressed in the Spanish fashion of the sixteenth century, and is positioned 

along with three other peasant damsels; according to Letizia Arbeteta Mira, they 

could therefore date from 1650 and be part of the then popular mobile betlem (in 

Mulet and Bennasar 1996:37). Despite the bad state of the bagpipe held by the 

figurine prior to its restoration in 2009 (pictured here after its restoration), it shows 

undeniable characteristics of the modern xeremies. Indeed, although all the pipes had 
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broken off along with the hands, the bag showed two holes in exactly the right 

position for modern xeremies: a large break at the front of the bag, marking the 

position of the stock for the three drones and a smaller break to the side of the bag in 

the correct position for the melodic pipe. In light of these elements, this 36.5 cm 

statuette is most likely the oldest representation of a bagpipe similar to modern 

xeremies. As we can see in the picture below (left), the restoration team has now 

replaced the hands of the musician and the pipes of the instrument in a style similar 

to later representations, making sense of the absent parts.  

       

Figure 36: Two betlem statuettes. Left, a restored piper from the Caputxines betlem (XVII 

century?) and right, an early xeremier from the Verges Rosses workshop (XVIII century), 

Mallorca. Photographs: Cassandre Balosso-Bardin, Palma (left) and Lluc (right), 2013 

 

The next representations of bagpipe players date from the 1700s, and are 

figurines that show beyond doubt the characteristics of the instrument played today: 

a thick stock with three drones hanging from the front of the bag, a cylindrical 

chanter played alongside the bag (the position being for comfort), a blowpipe and a 

bag of slightly larger proportions than those from elsewhere that resembles the body 

of a goat. From the 1750s until the early nineteenth century, the workshop of the 

Verges Rosses was renowned for its ceramic betlem figurines (pictured above). In a 
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conversation, composer and musicologist Xavier Carbonell explained to me that the 

Verges Rosses were a local workshop that used life models. This, in his opinion, 

means that instruments on their statuettes are representative of the instruments used 

at the time in Mallorca. This is supported by other iconographic and written 

documents that I have encountered. 

 

Paintings and writings (1800-1860) 

The oldest unequivocal reference to the bagpipes in Mallorca is given by 

Grasset de Saint Sauveur, a French diplomat who travelled through the island from 

1801 to 1805. Mallorca was already being explored by travellers who wrote 

memoirs. They would have recorded their experiences and published them upon their 

return home. In this instance, Grasset de Saint Sauveur described a fair near Palma 

that he went to one day in August (1805:298):  

On 20 August there is an animal fair in a vast plain about two leagues away 

from Palma, near a Bernardin abbey. A great number of people go; all the 

carriages are in use, even carts that are rented out at a high price. The plain is 

covered with small shops. Over there, amidst the bleating herds, groups of 

young people sit on the grass, in the shade of an olive tree, having picnics. 

Over here, others dedicate themselves to dancing to the sound of a rustic 

musette. A foreigner appears and is immediately invited to partake in the feast 

or the dance: there is great joy when he accepts.  

Grasset de Saint Sauveur uses the term musette generically. The musette is a 

common French term for bagpipes, especially at the turn of the nineteenth century. It 

was a common instrument in French rural areas as well as at court (where it was 

known as the musette de cour). Grasset de Saint Sauveur mentions how the bagpipe 

is rustic, probably of simple construction compared to bagpipes he would have 

encountered in other contexts. In this excerpt, the bagpipes seem to be for the general 

enjoyment of people, a simple entertainment at a fair. We do not know who played 

the instrument but it seems to have been part of the general festivities.  

A few years later the Catalan artist Salvador Mayol (1775-1834) painted a 

dance scene where finely dressed women are seen dancing to the sound of a colla. 

Mayol resided in Mallorca during the Napoleonic invasion of Barcelona between 



!
124 

1808 and 1813, and several paintings stand as witness to his stay. In this example, he 

provides us with the oldest known painting of the xeremies with their present 

morphology. The two well-dressed musicians can be seen accompanying the dancing 

from a corner of the room:  

 

Figure 37: Escena de Ball (detail) by Salvador Mayol, ca. 1810, Museu de Lluc, 2012. 

Photograph: Cassandre Balosso-Bardin.  

 

There is an interesting reference to bagpipes in the cathedral’s ceremonial 

book written between 1800 and 1810, describing the Estandard (banner) being 

carried on 31 December of one year, as noted above. The importance of this is that it 

indicates the clergy used two different terms for different instruments: the chirimías 
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most probably shawms and the gayta undoubtedly bagpipes. Also, it indicates that 

bagpipes were not only used for rural dances (as described in travellers’ accounts) 

but were also used for official and religious ceremonies. The first written reference 

where there is no doubt about the nature of the instrument dates from 1843. A local 

newspaper, El Genio de la Libertad, enumerates the salary of two gaiteros, and 

thanks young people who accompanied the gaitas (bagpipes). Unlike the ambiguous 

term xeremies, gaita or gayta always refers to bagpipes. Indeed, Galicia already had 

a strong bagpipe culture and its instrument was known all over the peninsula using 

this term. ‘Gaita’ was already commonly used in the fourteenth century, as the 

Poema de Alfonso XI, chronicling the King’s youth and probably composed by 

Rodrígo Yáñez around 1350, shows: La gaita que es sutil / con que todos placer han 

(cited in Valverde and Santos 1986:50). 

One cannot write about Mallorca’s musical history and not mention George 

Sand, who stayed on the island with Frederic Chopin in the winter of 1838. Having 

grown up in the Central French region of Berry, where bagpipes were abundant, one 

would expect her to write about this instrument in her memoirs. But, despite many 

musical descriptions, she does not mention the xeremies. Her view on the population 

and their music, however, is interesting if not amusing. In the following extract, Sand 

describes the Mallorcan rural population she met as depressing: 

There is nothing in the world quite as sad and poor as this peasant who knows 

only how to pray, sing and work and who never thinks … his song is the 

expression of this dreary melancholy that oppresses him without him 

knowing, and that strikes us with its poetry without revealing itself to him. If 

it wasn’t for vanity that occasionally awakens him from his torpor and pushes 

him to dance, his festive days would be dedicated to sleeping (1869:15). 

Sand seems to have mainly heard songs performed by women: ‘In the farm next 

door, I was hearing the wailings of a small child and I was also hearing the mother 

who, to lull him to sleep, was singing a pretty local tune, very monotone, very sad, 

very Arabic’ (1869:44).  In Valldemossa, ‘[a]ll day the village is full of women, the 

most talkative in the world, that we see on their doorsteps, occupying themselves by 

mending the nets of their husbands’ shoes, singing at the top of their voices’ 

(1869:143). In her book, Sand only described instrumental music three times: the 

weekly call for mass on Sundays by the cornet (1869:147), the infernal racket 
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witnessed in the cloister she was staying at during carnival and the musical 

accessories taken to work by the peasants. Carnival, Mardi Gras, proved a shocking 

experience for Sand, strong enough for her to record the event in detail. It gathered 

villagers, ‘rich farmers and petits bourgeois’, who celebrated with a ‘bal rustique’: 

The strange sound that accompanied their steps was that of castanets that 

several kids, hidden behind dirty and hideous masks, played together, without 

the short and measured rhythm found in Spain but with a continuous roll 

similar to the rolling drum in the fields. This noise, that accompanies their 

dances, is so dry and harsh, that courage is needed to bear it for a quarter of 

an hour. When they are marching festively, they stop suddenly to sing in 

unison a coplita in a musical phrase that starts again all the time and seems 

endless; then the castanets take up their roll again, that lasts three or four 

minutes … [The voices] are veiled in their brightest moment and languishing 

in their greatest animation (1869:121-122).  

The orchestra for Mardi Gras apparently did not feature bagpipes: ‘The orchestra, 

composed of a big and a small guitar, a sort of high violin and three or four pairs of 

castanets, started to play the indigenous jotas and fandangos that resemble those of 

Spain, but with more original rhythms and an even bolder turn’ (1869:123). A few 

pages later, she describes the traditional attire of men going to the fields. She writes 

how, ‘Nearly always, on their way to the fields or coming back home, one of them 

walks in the lead, playing guitar or flute,38 the others following silently, keeping the 

pace and lowering their heads with a look full of innocence and stupidity’ (Sand 

1869:126). 

Whilst Sand does not mention bagpipes, Joan Cortada does. Cortada was a 

Catalan writer from the Romantic Movement who was also involved in the first 

political movements for regionalism and nationalism that would be later referred to 

as Catalanism. In the summer of 1845, he travelled to Mallorca. Several of his notes 

write about the Mallorcan bagpipes, giving an early mention of them as xeremies, or 

                                                

38 ‘Flute’ in French can be a transverse or block flute (like a recorder). Sands does not mention 
which kind of flute is played, nor is this discussed anywhere else in her memoirs. She is 
probably, however, referring to the flabiol as no other type of flute is mentioned by other 
authors in this type of context. 
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‘chirimías’ as he spells the term. He was not particularly impressed by them but 

gives valuable information about their performance: 

25 July 1845, Festa de San Jaume 

Leaning against the trunk of one of the almond trees were three farmers with 

their guitars as well as a fourth who was the singer. Even if the musical 

instrument of these dances is always this gaita, here called chirimías, maybe 

due to its plaintive tone, the first dance this afternoon had to be animated by 

the guitars … Then, four or more couples danced, accompanying themselves 

with the castanets and with the music of the chirimías and the tamboril, 

whose players were standing in the middle of the square (Cortada, cited in 

Rosselló 2004c:51). 

On another day, Cortada described the sound of the bagpipes and drums: 

15 August 1845, Alaró 

Music that truly drills the ears … two chirimías and two tamboriles were 

playing, but in different tones and with different beats, in a way that [made] 

this noise unbearable (Cortada, cited in Rosselló 2004c:51). 

In 1849, another traveller’s book appeared: Manual del Viajero en Palma de 

Mallorca by Ramon Medel, an actor from Madrid who had come to play at the 

theatre in Palma. He stayed from 1847-1850 and wrote a detailed account of his 

activities, both public and private (Fabian 2011).39 He describes Mallorcan festivities 

and mentions one in Sant Bernat in la Real where ‘the meals and afternoon picnics 

were animated with a multitude of dances to the sound of the guitars and the gaitas’ 

(cited in Rosselló 2004a:115). Although the absence of the bagpipes in George 

Sand’s writing is striking, the instruments do appear in other memoirs, so their 

absence may relate to the fact that her visit was during winter; other authors mention 

the xeremies in the context of summer fairs. Sand witnessed a carnival procession 

but this may indeed have been devoid of bagpipes. It seems that the xeremies were 

played in public only on certain occasions, filled a function and marked the out-of-

the-ordinary aspect of the festivity or event. 

                                                

39 http://fabian.balearweb.net/post/105689, last accessed 29 February 2016. 
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Travellers were not the only people writing about local customs. Chronicle 

writers also increasingly commented on island festivities. On 14 March 1859, a 

correspondent from Sóller wrote in El Mallorquín about the celebration of Victoria 

and mentioned that he was embarrassed to talk about the evening festivities because 

for three days in a row ‘they offered us … a dance with gaita gallega (Galician 

bagpipes)! … this was good in olden times, but not now when the village has good 

music at its disposition’ (cited in Rosselló 2004a:128 and Rosselló 2004b:68). This 

angry correspondent rebelled against the use of bagpipes during festivities. He felt 

they were no longer relevant to the culture of the time, since Sóller had a ‘great 

civilisation’ developed thanks to financial affluence created through the town’s many 

trading links with France and Latin America. Enclosed by mountains and separated 

from the rest of the island, Sóller had its own prosperous economic system, leading 

to the foundation of its own bank and to the funding of a train line that linked Palma 

to Sóller at the beginning of the twentieth century (detailed at 

www.trendesoller.com). The rural bagpipes were therefore seen as an archaic 

instrument, relevant in the past but irrelevant to the rising prosperity of the town in 

the time when the journalist visited (Rosselló 2004b:68).  

This was not the only published protest against the use of bagpipes in 

Mallorca. In the same newspaper, El Mallorquín, an account of the celebrations of 

Saint Cristopher in Biniali on 18 July 1860 described dancing that went on all night 

until dawn: 

And everything to the beat of the adored chirimías, if you can call beat the 

monotony of the high-pitched, whining, sad and prolonged sound of the 

wailing instrument, so close although less soft, less flexible in its tones, to the 

antigua gaita gallega (old Galician bagpipe). Additionally, the tamboril and a 

sort of flauta also contribute, accompanying simultaneously these 

unharmonic discords, breaking the eardrums of the patient used to a better 

orchestra (cited in Rosselló 2004b:71).  

It would be difficult to paint a less flattering portrait. On 1 August 1860, however, a 

correspondent described the bagpipes in a much better light and associates them with 

a serene and idyllic lifestyle, as he commented on the festivities of Biniali dedicated 

to the patron saint: 
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Maybe it seems strange, but it is obvious that the sound of the chirimías, 

pífano and tamboril, that for many will be unpleasant and monotonous, is to 

us preferable to many concerts that are carried out elsewhere, for they inspire 

a purer and more tranquil pleasure; and the lively races with men and horses, 

the festive dances and the amusements that are lauded in tranquil peace and 

liberty by our young locals are more satisfying to us than other corridas, 

other dances and other amusements and divertissements which are usual in 

other places (cited in Rosselló 2004b:73).  

This last correspondent added a new dimension to the local bagpipes. They may not 

have been appreciated by all but they belonged to the land, making them unique and 

different to other places where pastimes and festivities would have been the same as 

anywhere else. The sound of these instruments seemed to relate to the identity of the 

Mallorcans and to their cultural uniqueness, a notion embedded in the then 

contemporary Romantic movement (Smith 2014), and in the accounts of Goethe, 

Rilke, Wordsworth, Child, and so many other writers of the time. Indeed, the 

bagpipes were not disliked by all. This next writer I will cite from El Mallorquín 

wrote a pleasant description of the San Joan festivities witnessed on 24 August 1860: 

In the evening … the dance starts in the dedicated space which had been very 

well decorated with myrtle … Gentle and beautiful couples danced gracefully 

to the happy sound of the Galician gaita and to the tum tum of the tamboril; 

the dance stopped for intervals and the music, from a magnificent catafalque, 

amused our ears, admirably executing extracts from the choicest pieces (cited 

in Rosselló 2004b:74).  

As these extracts show, local Mallorcan xeremies were not the only bagpipes in use; 

the Galician gaita was also seemingly played all over the island. It is interesting how 

every time the gaita are mentioned, they are called Galician (gaita gallega) and are 

not just given the generic term, gaita. This might well mean the writers were aware 

of the differences between Mallorcan and Galician instruments and were choosing to 

distinguish them by their place of origin. The accounts do not tell us, however, what 

repertoire was played on the gaita nor who played them, whether local players with 

Galician instruments or Galician emigrants playing for local festivities.  
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3  The first revival (1871-1900s) 

European folk music study had started in the late eighteenth century, mainly 

concentrating on the collection of folksongs, a concern evident in the German 

cultural philosopher Johann Gottfried Herder (1744-1803) and his ‘Stimmen der 

Völker in Liedern’ in his Volkslieder (1778–9). Movements in Britain and North 

America increased in importance in the nineteenth century as a result of 

dissatisfaction with urban life and industrial society (Livingston 1999:74). 

Authenticity, but also an increasing concern about the abandonment of rural life, 

were factors of the revival (Boyes 1993:1). In Spain, interest for local folklore 

revived during the Napoleonic wars at the beginning of the nineteenth century was a 

reaction against external invasion (Alonso González 2014:257). The revival was in 

line with much of the rest of Europe, in that it was a resistance movement against 

increasing urbanisation and decreases in the sense of community. Spain’s 

industrialisation had begun at the end of the eighteenth century, but it was a slow 

transformation that left the country’s economy lagging behind that of other European 

countries (see Harrison 1978; Prados de la Escosura, cited in Shubert 1990:11; 

Tortella Casares 2000:1).  

As rural musical customs declined, they caught the attention of musicologists, 

composers and other intellectuals as part of Romantic and nationalist movements. 

However, despite the renewed interest for popular music, only a few articles 

scattered across Spanish territories were published during the first half of the 

nineteenth century. It wasn’t until 1871 that Antonio Machado y Núñez and his son, 

Antonio Machado y Alvarez, founded the Sociedad Antropológica Sevillana (Seville 

Anthropological Society) (Duran Bordoy 2006:93). Inspired by the creation of the 

Folklore Society in London in 1878, in 1881 they published the founding text for the 

Spanish organisation El Folk-Lore Español, a ‘society for the collection and study of 

popular knowledge and traditions’ (Fundación Machado 2014). The first Spanish 

musicologists emerged in the mid-century and spent their time and energy proving 

that Spanish music had kept its particularities over the centuries despite the many 

invasions of territory (Llano 2013:56). One such musicologist was Felipe Pedrell, a 

Catalan composer who wove popular melodies into his compositions and dedicated 

the last years of his life to his Canconiero Musical Popular Español (1922). Pedrell 

became good friends with Antoni Noguera, who is considered to be the first 
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Mallorcan folklorist (Samper 1994:29) and who wrote a study on Mallorcan popular 

music in 1893. In 1922, a new institution called the Obra del Cançoner Popular de 

Catalunya was founded in Barcelona. Its goal was to collect music of the Catalan 

areas. Between 1924 and 1932, Baltazar Samper, a friend of both Noguera and 

Pedrell, travelled around Catalonia, Valencia and the Balearic islands collecting 

music. By 1936 the foundation had accumulated an archive of over 40,000 

documents. Since 1992, Josep Massot i Muntaner has been publishing this together 

with research notes from the collection, a collection that was scattered between Spain 

and Switzerland during the years of Franco’s regime.  

Mallorca also experienced a similar phenomenon. As the folkloric traditions 

of Spain and the Catalan areas sparked the interest of musicologists, composers and 

other intellectuals, rural music styles were transferred to urban environments where 

they became better known and reached additional levels of society (Martí i Perez 

2007). This same phenomenon can be seen in several chronicles written at the end of 

the nineteenth century in Mallorca. In 1874, for example, the Anuario de El Diario 

de Palma reports that for the opening of a renovated church, a mass was celebrated 

while in the evening ‘a village dance in the style of the region (al estílo del país) 

took place’. The expression ‘al estílo del país’ is often encountered from then on, 

differentiating social dances and forms of traditional dance (Rosselló 2004a:139). 

By the end of the nineteenth century, bagpipes for village celebrations appear 

to have become fashionable again. Reports show that they were systematically called 

to perform. In 1884 and 1885, the council of Muro hired bagpipers (gaiteros) to play 

for the celebrations of Saint James (Rosselló 2004a: 194). In 1884, the first edition of 

the Guia de Lluch, Quinari dedicate als peregrins, a bi-monthly journal for Lluch 

pilgrims, detailed the celebrations of 8 September: 

On Saturday afternoon, after the vespers, races take place. Then the completes 

solemnes are sung and a procession walks around the square with music and 

Bengal fires. Then the dance starts with xeremies, fabiols and tamborinos, in 

the old Mallorcan way (a l’antiga usansa mallorquina), illuminated as usual 

by celebrations that last until midnight (cited in Rosselló 2004(IV):78) 

Although the description of festivities is merely factual, the expression ‘in the old 

Mallorcan way’ suggests that dances with bagpipes were something people held in 

special regard due to their specific link with Mallorcan history. It also suggests that 
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bagpipes had been played long enough to be considered a pillar of local culture, 

something that evoked old times. The following quote from a letter written by 

Bartomeu Ferrà to the Bolletí de la Societat arqueològica Lul.liana on 6 April 1891 

shows how some perceived the bagpipes as a truly Mallorcan instrument, and wholly 

a part of Mallorcan culture. Ferrà describes a celebration at the oratory of Monte-

Sion of Porreres:  

In the afternoon, after having heard several musical pieces of the utmost 

refinement (suma afinación), the dance started in the centre of the cloister: 

not the Mallorcan dance with the traditional chirimías, but the modern urban 

dance … So I left, lamenting the disappearance forever of our simple popular 

festivities and the invasion of this anti-religious obsession that does not even 

respect the solemnity of our most venerable sanctuaries, which have been the 

object of the pious processions of the Mallorcan people (1891:46, cited in 

Rosselló 2004c:87). 

Ferrà lamented how modern dances infiltrated themselves into a context where 

bagpipes were once the usual instrument. This interest in local customs was not an 

isolated phenomenon. One crucial person in Mallorcan history is the Archduke 

Ludwig Salvator of Austria, who spent a lifetime recording and writing about local 

customs. Before Antoni Noguera and other Spanish musicologists or folklorists 

started researching Mallorca, the Archduke had written and published the earliest 

researched information about the use of the xeremies in Mallorca. It is to him that I 

now turn. 

 

An Austrian archduke: the first folklorist of Mallorca 

Archduke Ludwig Salvator of Austria (1847-1915) arrived in Mallorca for the 

first time in 1867 and decided to settle. He dedicated his time to minutely archiving 

Mallorcan life and customs. He was a passionate scholar and wrote nine books 

featuring general and specialised knowledge about Mallorca, from its geography to 

the activities of its people. The nine volumes of Die Balearen were published 

between 1870 and 1891. In the first, the Archduke describes folk songs, folk 

instruments and festivals. In these accounts, the bagpipes, called xaramias or 

cheremies (Ludwig Salvator 1897:200) are mentioned many times. He wrote that 



!
133 

cheremies and flabiol were well loved by peasants. They were accompanied by the 

tamborino, the drum played by the flabiol player, and by castanets. His remark that 

these were ‘well loved’ gives an indication that the instruments were not played in 

higher ranks of society. Indeed, most chroniclers seem to have associated them with 

local village festivities and the peasant dances known as balls de pages (Rosselló  

2003, 2004).  

Ludwig Salvator’s descriptions are typically very accurate. He confirms that 

bagpipes were played at public festivities, generally celebrations of a village patron 

saint. The music for dancing consisted mainly of non-vocal pieces featuring xeremies 

and tamborino. The instrumental trio, xeremies, flabiol and tamborino, was present 

at races and contests organised on the patron saint day, adding to the atmosphere of 

excitement and noise (Ludwig Salvator 1897:204-205). The trio was also present in 

the carnival cortège accompanied with a man and young male child, both dressed up 

as devils. The musicians played for dances performed at specific moments during the 

procession. Later, they would play for folk dancing (Ludwig Salvator 1870-91:206-

207). The trio seemed to be closely linked to dance as it was once again called upon 

on the eve of Saint Augustin’s day, 28 August, to accompany dances before the 

opening and to both lead the procession and accompany dances on the day. Ludwig 

Salvator describes the important festivities on the island, many of which used 

xeremies in processions and dances. There were, however, other kinds of music 

including brass bands and groups of guitars and violins, much as in the rest of Spain. 

The Archduke was a great patron of local culture, so much so that the 1874 Anuario 

de El Diario de Palma, retracing all the important events of 1873, included 

celebrations on the Archduke’s land at Miramar featuring music and dance (Rosselló 

2004a:139).  

 

A local musicologist: Noguera’s study 

Another very important figure in Mallorcan music is, as mentioned earlier, 

Antoni Noguera i Balaguer (1858-1904). A composer, musicologist and critic 

interested in local tradition, he wrote about Mallorca’s local music, including the 

music revival movement of the late nineteenth century. His account was published 

over the course of several months by the Bol.leti de la Societat Arqueològica 

Lul.liana (Rosselló 2004c:93). It was awarded first prize in a competition organised 
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for the Spanish American Musical Illustration (La Illustración musical española-

americana). His account, Estudis sobre música tradicional de Mallorca, published in 

1893 and reissued in 2005, is, in his own words: ‘nothing more than the compilation 

of the observations that emerged from the examination if the data collected on the 

field’ (Noguera 1893:6). In the modern introduction to the facsimile edition, Xavier 

Carbonell, Mallorcan composer, musicologist and historian at Palma’s conservatoire, 

writes that Noguera’s work was completed over the course of just a few months due 

to the competition deadline. It was mainly based on oral sources and completed the 

work of the Archduke, but Noguera includes the comment that, ‘[we cannot] allow 

ourselves to consider that the field has been sufficiently explored’ (Noguera 1893:1).  

Noguera’s account is divided into three parts. The first is dedicated to song, 

the second to dance and the last to instrumental music (tocatas). Although the first 

part is interesting for Mallorcan music aficionados and is worth being read closely, I 

shall here focus on the second and third sections. Noguera separates dance into two: 

social dancing (baile de sociedad) which he defines as ‘baile al estilo del país’ or 

dance in the style of the region, danced by all the men and women present; and ritual 

dancing (baile de figuras) mainly danced by men and young men in costume 

(Noguera 1893:54-7). The first category of dancing was official and public, intended 

for village patron saint days and organised on the main square. Noguera adds, 

however, that many dances were organised privately and that dancers were invited to 

participate. Dances were organised for every occasion possible, marking agricultural 

events such as the picking of olives or the grape harvest. The second type was put on 

by landowners and very little organisation was needed. One example of big dances 

organised by landowners was the event organised by the Archduke described above 

(mentioned in Rosselló 2004a:139).   

Noguera dedicated two sections to these two kinds of dance music. The first is 

of interest to my research as he details the instruments used in mountain villages. 

The second concentrates mostly on the string and percussion instruments of the 

plains. In mountain villages and villages in their locality, social dancing, or popular 

dancing as Noguera has it, was exclusively accompanied by xeremías or xirimías 

(Castillian: gaita), fabiol (Cast: caramillo) and tamborino (Cast: tamboril). Noguera 

confirms that the local bagpipes were a very familiar sight on the island and declares 
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that ‘the bagpipe is an instrument too well known for us to describe it very 

extensively.’ The description he gives, however, is interesting for several points:  

It consists of a reservoir in the shape of a bag made of kidskin that is 

filled with air through a cylindrical mouthpiece. The said reservoir is 

supported and compressed by the arm, and the air contained creates 

sound in one or various xirimías that are strongly held to the skin. In 

Mallorca, the number of xirimías of each bagpipe does not exceed four; 

three are together, and the fourth is somewhat separated from the others. 

Out of the four tubes, one is called bordón (drone) and gives a 

continuous low pedal (the tonic), another is called grall (melodic pipe), is 

dedicated to singing the melody, and the two others are pure fantasy as 

they do not sound. The grall has seven holes that enable a range 

(chromatic for some of them) that is close to an octave and a half. In 

xeremías tunes, however, no more than ten notes are generally used, 

always diatonic, rarely adding accidental notes, mostly because they do 

not always appear on simple listening, as these instruments are usually 

very out of tune, sometimes due to bad construction and at other times 

due to a lack of ability of the player. The fabiol is the inseparable 

companion of the bagpipe, and sings, or should sing, in unison with the 

grall (Noguera 1893:58). 

There are several remarks to make. First of all, Noguera uses the term ‘xirimías’ to 

describe the different pipes inserted in the bag, regardless of their function as drones 

or melodic pipes. This confirms that the term (or one of its variants) once referred to 

reeded instruments such as shawms. As we have seen earlier, the very same word 

was used in earlier centuries for oboe-type instruments without a bag. Later, Noguera 

refers to the bagpipe as ‘xeremías’, a term with a slightly different spelling but which 

clearly has the same etymology. The Archduke used two different spellings for the 

instrument: xaramias and cheremies, which indicates that the spelling was not fixed 

and probably was transcribed as the listener heard it. As Josep Rotger in interview in 

2012 suggested to me, the term ‘xeremies’ probably comes from the multiplicity of 

pipes emerging from the bag: Noguera lists not one but four xirimías on the 

instrument. Indeed, Noguera refers to all the pipes as xirimías and then specifies their 

function by giving local names: bordón for the drone and grall for the melodic 
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chanter. He describes two of the smaller tubes as ‘pure fantasy’, and, indeed, on old 

bagpipes, as discussed in Chapter 1, the two small drones were dummies, inserted 

into the stock but devoid of a canal through which air could pass. In the 1970s, these 

were opened by instrument maker Joan Morey, but all bagpipes before then had two 

mute pieces of wood attached to the same stock.  

It is interesting to read that the chanter could have a range of an octave and a 

half. Today’s instruments have a range of an octave and a semitone, from B# to C#, 

very rarely extending to the higher D#. Chromatic scales are tricky as they require 

forked fingerings – fingerings which involve lifting a middle finger only either on 

the left hand or right hand or both, thus creating a ‘fork’ – that are not accurate in the 

tempered scale. Finally, it is interesting that Noguera writes of the tuning of the 

instrument and puts it down to two factors, the instrument and the player’s skill. 

Noguera was a composer and critic as well as a musicologist who arranged 

traditional pieces for the piano. He would have used the tempered scale as a 

reference, but when he describes songs of the field it is clear he has understood that 

the scale used cannot be written within the five-line staff of the standard Western 

notation system. Hence: 

To none of the illustrious tourists40 did it escape note that these 

improvisations [of rural work songs] were full of tranquil melancholy, simple 

to a point of sobriety, and others, full of ornaments and cadenzas of 

complicated structures, impossible to translate on to the musical score but 

executed, however, with the utmost precision by the roughest labourer of our 

mountains (1893:20).  

A few pages later, he lists the general characteristics of such songs: 

First, the absolute absence of a rhythm adaptable to a determinate time 

signature; second a certain tonal vagueness and indecisiveness that makes it 

impossible to assimilate it to any definite tonality; third the abundance of 

vocalising and grupetos, and, fourth, the indefinite prolongation of the last 

note if each phrase, and the frequent use of long notes (1893:23).  

                                                

40 By ‘tourist’, Noguera refers to travellers and observers of the nineteenth century including ‘Georges 

Sand, Mr Tastú, the Archduke Ludwig Salvator, Mr. Laurens and many others’ (Noguera 1893:20). 
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From these, it is evident that Noguera accepts there are scales and aesthetics that 

differ from the music of theatres and concert halls. He does not consider singers to be 

out of tune because the variations are executed ‘with the utmost precision’ and can 

be repeated in the same way. In respect to the bagpipes, however, he is not as 

enthused by the precision of musicians and seems less impressed by their musical 

skills. Unfortunately, the bagpipe repertoire and the singing repertoire are separate 

and only overlap occasionally, thus preventing us from ascertaining any exact 

indication of the scales used, and whether bagpipes were tuned to emulate the scales 

sung or whether their tuning was a result of the instrument construction and was 

accepted as it was. Anyhow, it certainly seems that since the eighteenth century, 

bagpipes were noted for their lack of harmonious melodies. 

 

Harmonised melodies: the Orfeó Català and the Obra del Canconer de 

Catalunya  

Since the mid nineteenth century, the pro-Catalan Renaixenca (revival) had 

made its way from language and literature to music. It saw the emergence of choirs 

that focused on interpreting and arranging Catalan traditional music, much as was 

happening elsewhere in Europe. In 1891, a prominent choral society called the Orfeó 

Català was founded by musicians Lluís Millet, Amadeu Vives, Enrique Morera and 

the pianist Enrique Granados (Hess 1991:10). The creation of the Orfeó Català 

properly established the Catalan music movement, paving the way for additional 

projects. 1904 was an eventful year, with the first edition of the journal Revista 

Musical Catalana, as well as the organisation of the first Festa de la Música 

Catalana. In 1908, the Palau de la Música Catalana was inaugurated, providing a 

platform for Catalan music. Support for folk music can be witnessed to this day in 

the muses depicted on the far wall of the auditorium’s stage, who all play different 

traditional instruments, including an artistic rendering of the Catalan or Mallorcan 

bagpipes. The Orfeó Català was not politically neutral in their support for Catalan 

culture. Granados saw them as ‘musical Catalanists’ (cited in Hess 1991:10) and 

criticised the institution in his diary: 

They want to impart to the Orfeó a Catalanist political tone that I do not 

sympathise with for it seems to me that Art has nothing to do with Politics … 

This matter has caused me some unpleasantness to the point of receiving 
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criticism and anonymous letters where I have been accused of writing 

Andalusian dances! As if this were a sin! … I consider myself as much a 

Catalan as anyone but in my music I want to express what I feel, what I 

admire and what seems right to be, be it Andalusian or Chinese (Granados, 

cited in Hess 1991:10 (translation by Hess)).  

Nevertheless, the Orfeó Català proved essential in the development of research on 

traditional music since it created the setting for creating the Obra del Canconer 

Popular de Catalunya in 1921. As mentioned above, musicians and musicologists 

spent years collecting music and experiences which were published in volumes under 

the general title Materials until civil war broke out, bringing the collection process to 

a sudden halt. But, prior to the foundation of the Obra del Canconer Popular, the 

Festes de la Música Catalana encouraged composers to submit harmonised 

arrangements of traditional tunes (Massot 1999:294). These arrangements were 

published for the first time by the Obra del Cancioner in their first volume of 

Materials in 1928 (Samper, cited in Massot 2000:302). In 1916 and 1917, several 

traditional Mallorcan melodies were submitted by different composers. Antoni Pol, a 

Mallorcan republican politician, musician and folkorist (according to Ferra 1997:26) 

who went under the nickname ‘un conrador’ (a cultivator, a farmer, a grower) for his 

collection work, submitted songs from Mallorca’s countryside: Recull de tonades 

amb els corresponents textes de cancons populars de ses feines de camp d’es camp 

de Mallorca (Pol 1916, in Obra del cançoner popular de Catalunya 1993:347). The 

same year (1916), Antoni Josep Pont presented a harmonised collection of traditional 

Mallorcan dances. In 1919-1920 and 1920-1921 Bartomeu Simo Escanaverino 

completed two collections of tunes. Additionally, Andeu Ferrer i Genart presented 

some Mallorcan songs at the Obra del cançoner contest in Artà in 1924 (Massot 

1999:294). Joan Paret’s archive in Campanet contains one additional book of 

harmonised tunes for piano by Jaume Mas Porcel, titled Tonades i balles populars de 

Mallorca and published in 1932. 
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Figure 38: First page of Antoni Pol's second volume of traditional melodies for piano,  

Campanet, 2012. Photograph: Cassandre Balosso-Bardin. 

After the civil war, the Obra del cançoner de Catalunya was not viewed 

favourably by the new government. The 1936 coup d’Etat put an end to its activities. 

Rafel Pantxot, one of its original patrons, was persecuted by arnarchists in 1936 and 

by Falangists in 1939. Under pressure, he shut down the Obra and dispatched the 

thousands of documents collected to Switzerland and to a family apartment in 

Barcelona. Before passing away, he gave instructions to his family that all the 

documents should be sent to Montserrat at an appropriate moment, and this resulted 

in the publication of the invaluable data by Josep Massot, which resumed in 1991 

(Massot 1992).   
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Testimonies from the turn of the twentieth century 

While Mallorcan traditional music was harmonically arranged by collectors 

and musicians, and as it enjoyed its own revival, local musicians were also active. 

Don Bartomeu Ensenyat, a renowned dancer and a collector of dances essential to 

the revival of ball de bot, wrote a volume about Mallorca’s dance traditions where he 

recorded interviews with elderly people (Ensenyat 1975). In their words, people 

described how celebrations would be held and what happened all day long. Not all of 

them mention bagpipes explicitly, but the instruments were definitely present and 

well accepted. On 10 September 1958 in Sóller, Catalina Florit Pons, aged 87, 

described her youth in the village of Lloseta, a small village at the foot of the 

mountain range: 

Over there in my village, Lloseta, there were some big festes. The day before, 

you would have Sa Revetla (the eve of the patron saint day). On that day, 

bagpipers would play, walking down the streets, and a good number of 

children and young people would come out to dance whenever they stopped. 

The bagpipers would stop and play in front of the mayor’s house, the 

councillors’ houses and the houses of the senyors (landowners) so that people 

would dance in front of their houses. Sa Revetla ended up in the middle of the 

main square where the dancing would continue until beyond midnight 

(Ensenyat 1975:146). 

On 22 March 1959, Ensenyat interviewed Juan Mas Frau, then 71 years old, who 

was a xeremier, flabioler and tamboriler and who ‘travelled throughout Mallorca to 

play in village celebrations’:  

Apart from being a piper, I was also a good dancer in my youth … I invented 

the music of a jota that I called ‘The jota of Sóller’ and another one ‘The jota 

of Tamany’s house’ … The dancers who didn’t know enough would tell me: 

“Don’t play too fast or my legs won’t follow.” Now, the ones who knew or 

pretended to know would tell me to play as fast as I wanted to … The dances 

in the middle of the square were more formal than the dances that happened 

at ses eres or at the houses during the fig picking time (Ensenyat 1975:148). 

Instruments, it appears several times, were not compulsory for dancing. The main 

element was the rhythm that would give the right impulse to dance. Jaume Estrany 
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Beltran, 93 years old on 1 January 1973, reported how, ‘If there were instruments, 

those played the music, but if not, they would have mans-balletes (hand-dances), or 

hit on the table or just some castanets like this, and everyone would dance many 

times’ (Ensenyat 1975:165). On 17 May 1973, 96-year-old Jaume Pizà Maiol who 

had lived his whole life on the main square of Sóller described the annual patron 

saint dance:  

For Saint Bartholomew, patron saint of the town, the dance would be in the 

middle of the square, occupied by the Banda Municipal, the town’s big band. 

People would come from Valldemossa, Deià, Fornalutx, Bunyola, Son 

Sardina and from nearly all over Mallorca … First, town criers would 

entertain us. A group of boys with lit torches and bagpipers would go and 

fetch the girl who had been designated to dance first from her house, 

accompanying her to the square. The square would fill up with people. They 

would divide the band in two groups and create two dances. And sometimes 

three, one of them accompanied by bagpipes (Ensenyat 1975:149). 

These testimonies give a glimpse into a world that, by the time of the interviews, had 

almost disappeared. In 1982, xeremier Miquel Aloy ‘Llargo’ from Sencelles, born in 

1886, told Antoni Artigues who was interviewing him: ‘I have known many 

xeremiers, but all are dead and I am one of the last’ (2000:36). In 1979, 86-year-old 

flabioler Guillem Tix told Artigues that he had known ‘more than 15 or 16 who 

knew how to play the xeremies and the tamborí, but all are dead and even if they had 

children, they chose another path. Do you understand?’ (2000:32). Many dances 

were organised, as remembered in the testimonies cited above, in private settings and 

according to the agricultural calendar. However, urban migration led to a sharp 

decrease in the rural population, which in its turn led to less and less music and 

dancing. Joan Pubil from Ses Salines, born in 1901, told Artigues in 1976 how 

people would ‘do peasant dances in the countryside because lots of people lived 

there. We have a farm called Can Peret, 10 or 12 quarterades,41 and when we were 

                                                

41 Quarteradas were ancient land measurements used in the Balearic Islands since the medieval 

Reconquista by James I. 1 quarterada amounts to 7103 square metres (www.diclib.com, last accessed 

17 November 2014). 
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young and lived in the countryside, there were lots of people, and now there is no 

one’ (2000:34). 

At this point, I need to note the discrepancy between historical texts and the 

testimonies recorded by Ensenyat and Artigues. Most folklore studies separate 

Mallorcan music geographically into music from the mountains and music from the 

plain. Noguera, for instance, writes that bagpipes are found in the mountains while 

the plain was host to guitars (Noguera 1893:57). While I do not dispute his report, 

oral history from the twentieth century suggest that pipers came from all over the 

island, from the main town Palma to the mountain town Sóller, but also from Ses 

Salines and Sencelles in the southeastern part of the island, far from the mountain 

range. Pep Rotger confirmed this to me (personal communication, March 2012, 

Palma). Xeremiers were mobile, travelling from one point on the island to another in 

order to animate festivities for villagers. The only place where oral accounts of 

bagpipes seem to be scarce is in the northeastern part of the island, a region that has a 

stronger reputation for plucked string music. While the mountain range may have 

been more home to shepherds and was less agriculture-friendly, flocks were kept all 

over the island. The geographical determination of the xeremies presented in 

publications seems to be in direct contradiction to oral testimonies, and seems merely 

to reassert a common leitmotiv where bagpipes are associated with mountains. This 

may be true in certain parts of the world, but Mallorca does not fit this pattern. 

However, bagpipes are undeniably a rural instrument heavily connected to 

shepherding and rural lifestyles. 

In summary, the Obra del cançoner popular de Catalunya had a great vision 

to consolidate active revival in traditional music, a vision that was mainly visible 

through the mobilisation of young intellectuals, the publication of harmonised 

melodies, the collection and transciptions of music and experiences, and the creation 

of a Catalan music movement with a political angle. But drastic government change 

meant that the emerging field was curtailed too early, before hardly any of its wide 

ranging materials had been published. Additionally, economic changes led to a slow 

but certain decline of traditional rural practices. Still, the urban intellectual revival 

was brutally stopped while longstanding rural practices continued to fade. The 

combination of a changing economy, a civil war, and a controlling authoritarian 

state, meant that when the new government began to resuscitate folklore it did so by 
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deviating from the path followed by the revivalists. Hence, far from being forgotten, 

traditional music became an important part of Franco’s regime, where it was 

transformed to fit an ideology that promoted a diverse but unified Spain.  

 

4  Twentieth-century folklore 

A rural island 

Spain’s agriculture remained at the core of the economy during the first half 

of the twentieth century, accounting for half the Spanish workforce and 35% of total 

exports, only 10% less than had been the case in 1850 (Shubert 1990:11). In 

Mallorca, the sector survived the agricultural crisis of the end of the nineteenth 

century due to surplus production through changes made thanks to an intelligent 

modernisation of the agricultural system. Modernisation included the creation of 

unions and the division of big tracts of property into smaller plots, increasing the 

number of landowners (Garrabou 2010:2; Vives Riera 2005:76). The agricultural 

economy remained key in Mallorca until tourism in the tertiary sector took over in 

the mid-twentieth century. This meant that rural occupations such as shepherding 

were still common during the first half of the century, preserving the musical 

practices that went hand-in-hand with the profession (Bennassar and Campaner 

1999:3). So, when Antoni Artigues published interviews with musicians in his book 

about the xeremies, all of those he interviewed came from rural backgrounds, and 

had learnt from their fathers or from other xeremiers, practicing in the fields while 

keeping their flocks. Sebastià Ordinas, interviewed by Alan Lomax in 1952, 

explained that he would play all night to the goats until 1 AM or 2 AM when it was 

time to go to sleep. The goats were used to the sound and only reacted strongly if 

they were new to the flock.42 

The civil war, from 1936-1939, and the ensuing nationalistic regime led by 

General Franco, placed the country into turmoil. When Franco took over after three 

years of war, the Spanish state was in bad shape. Hundreds of thousands had died, 

many were in exile and the economy had been destroyed. Mallorca could count 

around 2000 executions, which was, in proportion to its total population, one of the 

                                                

42 http://research.culturalequity.org/rc-b2/search-keyword-audio.do, last accessed 17 August 2015. 
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highest death rates across Spain (Ginard 2007:272). Franco proclaimed a state of 

autarchy (Martinez Ruiz 1993).43 His aim was to subsidise firms that would produce 

goods for the use of the country and to substitute them for imports. However, the 

measures taken proved insufficient, and the standard of living continuously fell, 

leading to a widespread fear of modernisation. It soon became clear that autarchy 

was unsustainable as an economic model, and by 1959, Spain was perilously close to 

bankruptcy (Shubert 1990:206-207). The government lifted the autarchy, opening its 

borders to foreign investors. Until the 1973 international crisis, the Spanish economy 

grew at a miraculous rate (Tortella Casares 2000:327). Its economic and social 

transformation relied on three elements: foreign investment, tourism and emigration 

(Shubert 1990:208). Foreign investors came and started up factories, increasing 

Spain’s productivity by an average 5.9 per cent per year from 1960 to 1974. The 

emigration of workers brought money with added value back into Spain and boosted 

the economy, not least through setting favourable exchange rates. Tourism quickly 

became the most important industry for the country, with more than 42 million 

tourists visiting by 1982 (Shubert 1990:209; Tortella Casares 2000:365). The rapid 

changes led to a shift in society. Between 1965 and 1975, the number of agricultural 

workers decreased by 30.4%, whereas white-collar workers grew by 89.7% for 

professionals, 54.6% for administrative, communication and technical employees, 

51.2% for entrepreneurs and managers and 43.1% for service workers (Shubert 

1990:232).  

The changes in Spain’s government and economy strongly impacted local 

musical practices, including those in Mallorca. First of all, the regime began to 

regulate local music and using it to its advantage, promoting the diversity of Spanish 

regions. Second, the surge in tourism greatly impacted the world of the xeremies by 

providing a reliable income stream for individual players. Both these developments 

contributed to the continuing practice of the xeremies, increasing its lifespan long 

enough for a second wave of revivalists to come and rejuvenate it, breathing new life 

and meaning into the bagpipe music of Mallorca.  

 

                                                

43 http://eprints.lse.ac.uk/22352/1/wp77.pdf, last accessed 18 November 2014. 
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Folklore as political discourse: the Sección Femenina 

Carmen Ortiz, in her article about folklore and the Franco regime (1999), 

explains clearly the process through which local folk music and dance were used to 

promote the regime and enhance a sense of unity rather than embrace regional 

diversity. Folklore studies, as mentioned above, had already been an area of study in 

nineteenth-century Spain. Despite the growing nature of folklore as a discipline, it 

was not fully established within academia, and this led to a seemingly continuous 

research process. However, Ortiz points out that the dictatorship changed ideology, 

replacing regional or ethnic based studies with an approach that favoured the new 

symbolic ideology of a unified Spain (1999:481). In 1943, folklore studies were 

introduced within the Consejo Superior de Investigaciones Cientificas (CSIC, High 

Council for Scientific Studies), under the title ‘Popular traditions’. The study was to 

be paradigmatic, using little or no theoretical background or anthropological 

methodology (Ortiz 1999:481). Later in her 1999 article, Ortiz underlines the 

importance of the ideology of the nation and its identity, central both to the Franco 

regime and to Nazism. The centralism embodied by national unity was meant to 

create social cohesion. Regionalism, associated with the chaos before the civil war, 

was to be avoided. Whilst diversity could not be erased, it was carefully planned as 

part of the ideology that enhanced unity (Ortiz 1999:487-488).  Primo de Rivera, 

founder of the Falange party in 1933, who was executed in 1936 and henceforth 

became a martyr for the Falangists, once described his vision of Spain as ‘diverse 

and plural, but her diverse peoples, with their languages, customs and characteristics, 

are irrevocably bound in a unity of destiny on a universal plane’ (1941:105, cited in 

Ortiz 1999:488). Regional differences were therefore addressed by folklorisation. 

Ortiz describes the process as ‘the plural expression of dialects, customs, music, 

festivals and regional dress in which “the Spanish people” (or its genius or soul) truly 

manifested itself’ (1999:488). The simplification of diversity made it easy to ascribe 

visual and sonorous manifestations to a certain region or culture (Uria 1984:115).  

The ideology of unity was exemplified through the peasant, described by 

Hitler as ‘the founding-stone of the whole nation’ in Mein Kampf (Bausinger 

1993:70). The peasant not only represented the nation but also the ideology of a 

simpler pre-industrial life with the peasant as a trusting and loyal servant lacking any 

revolutionary ideas. This representation became central to Franco’s public 
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exhibitions, where young people danced and paraded in regional peasant dress (Ortiz 

1999:489). Peasantry, as Ortiz rightly points out, became a ‘referent of origin’ that 

was difficult to reject as it embraced everyone equally, and it became the base for the 

social system (Ortiz 1999:490; see also Bausinger 1993:3-74). The practical 

embodiment of the ideology was carried out mostly by the Sección Femenina 

(Feminine Section) of the Falange Party. The latter had the task of ‘taking advantage 

of’ folklore by ‘studying it, purifying it, as it is so rich and diverse, full of true 

Spanish racial vitality’ (Sección Femenina de la FET y de la JONS 1946:820). The 

Sección Femenina started to collect dances from around the country in 1940, passing 

them on to their education centres in bigger villages and towns. The dances were 

incorporated into physical education classes with a strong emphasis on female 

education (Berlanga 2001:124). The transmission of local folklore was not always 

met favourably, though, and Asunción Lizarazu describes how some villages in 

Spain refused to pass on dances that were unique to fraternities in specific festivities 

(Lizarazu 1996:241, cited in Berlanga 2001:126). Lizarazu mentions that by 1942 

there were already around 350 Coros y Danzas (Choir and Dance) groups dancing 

the formalised choreographies. Miguel Berlanga reminds us in his article that the 

final goal of using music and dance was participation in local, regional or national 

contests (Berlanga 2001:126). The Coros y Danzas agrupaciones would prepare 

repertoire to present at competitions, creating smoothed versions of local music and 

dance ignoring ornamentation and specific musical characteristics which would have 

been essential in local contexts of old (Berlanga 2001:129).  

Mallorca did not escape the influence of the Sección Femenina. Many 

different local agrupaciones were created. As elsewhere, local variations were 

forgotten in order to create a new unified style that fit the regime’s ideology. This 

was not perceived favourably by some local musicians, confirming Lizarazu’s 

comments about the resistance of local people. When Ensenyat interviewed Juan 

Mas Frau, a 71-year-old xeremier, flabioler and tamboriler in 1959, the old man told 

him that dancing had changed over the years, especially with the agrupaciones. 

Where improvisation had previously dominated the dance, creating exciting 

entertainment, well-rehearsed steps had taken over, erasing the impromptu elements 

and their concomitant challenges: 
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I have danced in nearly all Mallorcan villages, where the female dancers 

would always lead and we had to follow and imitate them. Some good dancer 

would start by doing for us a difficult step, and again and again and there 

wasn’t one who could follow. We couldn’t stop concentrating even for a 

second because what they were trying to do was to make us look bad. It’s not 

the same as what they are doing now with the agrupaciones, where god 

knows how many times they will have rehearsed before going out, studying 

the step combinations that they then showcase, and this, allow me to tell you, 

is not dance nor dancing. Modern dancers do no more than walk and kick, 

they don’t follow the rhythm of the drum. In my time, the most primordial 

element was to know how to mark the rhythm. All the movements of the 

arms, the legs, the feet and the body had to be to the rhythm of the drum, or 

the guitars and castanets (Ensenyat 1975:148). 

Despite the controversial role of the Sección Femenina and the agrupaciones, they 

did ensure that regional music and dances were performed, albeit in an altered 

environment and for different purposes. The oldest recording of the xeremies, for 

example, dates from the 1940s and was made through an agrupació. It showcases 

two excellent xeremiers, including Pere ‘Bestard’ Filo, considered to be one of the 

best traditional musicians of the twentieth century. Regular dances, whether for 

national contests or local exhibitions, ensured that musicians played traditional 

music, thus encouraging their practice to continue. Xeremiers could be hired by 

political parties just as much as by local collectivities. In 1979, Antoni Fideu recalled 

that during the war he and his colla were ‘hired by the reds … and then by those 

ones, by the others … how are they called? The Falangists!’ (Artigues 2000:33). 

However, xeremiers were less in demand than other musicians such as guitarists and 

violinists for dance groups. They were mostly used for street parades in Mallorca and 

across mainland Spain (Martí Cañellas 1998:64).  

 

Concluding remarks: a resourceful island 

Once autarchy failed and Spain’s borders slowly reopened to the world, 

tourism became a major industry. This was especially true in Mallorca. The island 

had started to change its economy due to tourism in the early twentieth century, and, 

as we have seen, a few foreigners travelled to Mallorca in the nineteenth century, 
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among them J.B. Laurens, an artist from Montpellier, and writer George Sand with 

the pianist and composer Frederic Chopin. Publications describing the exotic 

journeys of the early travellers created an image of beauty and restfulness that was 

symptomatic of the descriptive and contemplative Romantic artistic works of the 

times, although George Sand, as I detailed above, while enchanted by the beauty of 

the island, did not paint the Mallorcans in a favourable light (see, in this regard, 

Waldren 1996:16). By the beginning of the twentieth century, more people began to 

come to Mallorca and the word ‘tourist’ started to be used. The island began to 

promote its touristic assets. People began to change their way of living in order to 

accommodate the new source of revenue that tourists brought. This created a lot of 

business, some of which was to prove beneficial to the bagpipers. Indeed, one of the 

main sources of income for xeremiers in the second half of the twentieth century was 

tourist performances. I will return to this aspect of the bagpipes in Chapter 6.  

Since the thirteenth century, it is clear that bagpipes have been present in 

Mallorca. Carved onto the cathedral’s portal, played by angels and minstrels at the 

royal court, they became the instrument of the shepherds. The social and economic 

developments of the last two centuries greatly impacted rural society, and it was 

entirely possible that the fate of the xeremies would have been different: they could 

have joined the long list of bagpipes which have disappeared from people’s 

memories over the course of the last century, such as the French boha, the Catalan 

sac de gemecs or the Parisian musette. This did not happen in Mallorca. Despite the 

political and economic forces that were in play through the twentieth century, the 

rural nature of the island and the unusual demands for local music by both the 

Sección Femenina and by tourists enabled the xeremies to stay alive long enough 

until the 1970s, when a new wave of young urban musicians and intellectuals 

swooped in to initiate a new revival that led to a veritable bagpipe boom. It is to this 

that I turn in the next chapter. 



!
149 

Chapter 4 

The xeremies as the shepherds’ legacy:  

the bagpipe revival  

!

!

Meeting the first ‘new generation’ xeremier 

When I first began to investigate Mallorcan bagpipes in 2009, pharmacist and 

patron of Mallorcan culture Toni Torrens sent me a box of documents. Among the 

magazines and brochures was a thin book: Xeremies – El sac de gemecs català de 

Mallorca (Artigues 2000). Not only did this feature the main traditional repertoire, it 

also included a short historical introduction to the instrument, an account of activism 

undertaken by a few xeremiers and, incredibly, precious transcripts of interviews 

with now deceased players that had been recorded in 1979. The author, Antoni 

Artigues, was destined to be a key figure in my research. As I raised him to the level 

of other scholars whom I admired, such as John Blacking and Claude Lévi-Strauss, I 

assumed he must be a very old man, or that he had already been buried and that 

somewhere there would be a plaque thanking him for his great contribution to 

Mallorcan traditional music. I was surprised and embarrassed to learn at the 

beginning of my fieldwork that Artigues was alive and well, teaching Catalan studies 

at the University of the Balearic Islands (Universitat de les Illes Balears) in Palma. It 

became vital to me to meet him and talk about his invaluable contribution to the 

world of the xeremies.  

I finally met him in the corridor leading to his university office on 23 

February 2012. With long thin hair, big round glasses, and slightly hunched, he was 

speaking to a man with a white beard who, I later learned, was Biel Majoral, a singer 

and equally important figure in Mallorca´s revival of its folk traditions. I found 

myself explaining my research to both of them. Despite my best efforts to be 

charming, I was in front of a tough jury who waited to be convinced about the 

legitimacy of my presence on the island. I mentioned that I played the xeremies and 

gestured towards my instrument that, thankfully, I had brought along. Artigues’ eyes 

immediately lit up as he asked me to play. I performed my favourite tune, Jota des 
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Vermar, watching their faces, marvelling at how the layers of caution and distrust 

peeled away as the tune danced on. I ended with the traditional jota ending, which 

provoked comments suggesting they were impressed. Artigues then played a few 

notes before we started talking, looking at early photos of him with other xeremies 

players. His emotional involvement was obvious and I wrote about his reminiscing in 

my fieldnotes this way:  

Antoni Artigues is a quiet man, albeit a strong activist. But when he was 

looking through the old books, the photos and articles, he had this smile on 

this face as if he was talking about a dear, dear friend, or a child from a long 

time ago. I could tell that he had the xeremies deeply etched in his heart and 

that talking and thinking about them brought back good memories (23 

February 2012).  

On 10 May 2012, I interviewed him for a more extended period about his first steps 

in the world of the xeremies. Our conversation began with a photo of himself and 

Antoni Rey (known as Toni Rey), playing together in the 1970s: 

Toni Rey and I were my first colla. I bought a Galician gaita and then I found 

these xeremies [pictured] with the old tuning and I bought a new grall. This 

was one evening when he was playing the drum. He played the flabiol very 

well but then he stopped playing ... Miquel Llargo from Sencelles was the 

first to teach me. I played in a colla with Toni Rey then with Aina Sansó, 

until she got married (Artigues, interview, 10 May 2012, Palma). 
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Figure 39: Toni Artigues (right) and Aina Sansó (left) performing together.  

Photograph: Artigues, private collection, Palma. 

Artigues began his new interest for Mallorcan traditional music together with 

Toni Rey and Biel Majoral, the last of whom was already singing Mallorcan 

traditional songs. Artigues, however, had more of a penchant for the bagpipes: 

I liked playing the xeremies. My xeremies are from a man from Lloseta who 

wanted to sell them. They are from Lloseta from the nineteenth century. I 

bought them in 1971 or 1972. Miquel Llargo was the mediator for the 

transaction. In 1973 we revived the cossiers. The bagpipes had never ceased 

to be played in the villages. They had stopped for a couple of years during the 

war when there were no festes but they did not die out. There were no young 

people, and we were the first people to play who weren’t shepherds 

(Artigues, interview, 10 May 2012, Palma). 

Artigues’ comments introduced several themes: a continuous, unbroken line of 

practice passed on after a period of decline marked – amongst other things – by a 

lack of available instruments; a shift in generations and background as young, 

educated urban men learned from old rural workers; and finally, a genuine love for 

the culture that pushed the youth to revive celebrations and give new life to the 

bagpipes.  
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The word 'revival' has been used by many scholars, including Rosenberg 

(1993), Livingston (1999) and Jabbour (2014). Mallorcans use the term recuperació, 

that can literally be translated as recovery, recycling or restoration. It implies that an 

element from the past is taken back and given new life or new meaning. For this 

chapter, I use Bithell and Hill’s broad metaphorical definition of revival applied to 

music: ‘an effort to perform and promote music that is valued as old or historical and 

is usually perceived to be threatened or moribund’ (2014:3). I also borrow the terms 

‘core revivalists’ and ‘revival informants’ from Livingston (1999:71) as well as 

‘transmitters’ and ‘source musicians’ from Bithell and Hill (2014:25). As I will 

show, the Mallorcan revival, like many other European revivals, combines 

conflicting elements, including consciously conceptualised/spontaneous grassroot 

movements, non-governmental/officially subsidised activities, educated middle-

class/blue-collar actors, post-dictatorship activist/apolitical discourse and local non-

diasporic/Catalan inspired movements. It can be understood as having embraced 

three overlapping waves: a first, initial recuperation initiative inspired by the larger 

Catalan revival movement, then taken over by local youngsters (roughly, 1971–

1995); a second wave with new folk music bands and a desire to recreate 

spontaneous participatory events (1980–2000); and a third wave following teaching 

initiatives that brought new forms of music-making such as bagpipe bands and local 

village groups (1995 onwards). 

 

1  A moribund tradition?  

Many bagpipe traditions from around the world have been reinvented, where 

there was no direct link from the last players of the old tradition and newcomers 

sought to revive it. Examples include Sweden and the säckpipa (Allmo 1990), the 

French Landes with the boha (Mabru 1986) and Belarus with the duda (Sasnouski 

2012:21). In Mallorca, however, the practice of bagpipe playing was maintained 

throughout the twentieth century by a handful of rural musicians. When I asked Biel 

Majoral if he thought that the tradition was in danger at the time, he responded: 

I don’t think that [the xeremies] were in danger of extinction; what 

happened is that they were very unionised (gremialitzades). By this I am 

referring to the fact that there were people who formed colles, who had a 

certain skill and charged for it … Young people weren’t interested in it and it 
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seemed as if it was dying, but I don’t think that at any time it was about to 

disappear as there was a certain continuity between the old men and their 

sons. What happened was that there were no young people from outside their 

world who became xeremiers. One must realise that it was like pocket money, 

a way to earn just a little more (Es Grall, July 2011:26-28).  

Apart from a few younger people who had taken up the practice after their fathers, 

the average xeremier at the beginning of the revival was well into his seventies. 

Morey seemed less optimistic about the scene than Majoral: ‘Thirty years ago hardly 

anyone was interested in this. 1975. What was left? These people in the photos were 

70, 80 years old, at the end of their trajectory’ (interview, 28 June 2012, San Joan). 

In much the same way, Pep Rotger offered his own experience of the transitional 

period when the older generation of musicians was slowly fading away: 

If we hadn´t seized the torch in that moment, everything would have 

disappeared. There was a certain period of time, two or three years, when we 

would hear every time: Fulano just died, Mengano just died … The old 

xeremiers were disappearing (Es Grall, January 2011:11). 

The absence of young people and the disinterest for the rural music tradition was 

partly caused by the constant negative connotations associated with the rural world. 

Rubio explained that the years and decades leading up to the 1970s witnessed ‘a 

complete decline of the rural world. Everything that referred to rurality had negative 

and even pejorative connotations’ (Es Grall January 2011:11). Ethnomusicologist 

Jaume Ayats has underlined that the generations who experienced the dictatorship 

first-hand had a brutal approach to traditional ways of life. The driving forces were 

change, progress, demolishing the past, removing oneself from the Catholic religion 

and moving away from Franco and the dictatorship. Indeed, between 1,50044 and 

3,00045 people were assassinated during the dictatorship in Mallorca, one of the 

highest rates of death in a non-combat zone according to Ayats (interview, January 

2013, Barcelona).  

                                                

44http://www.lne.es/espana/2008/10/16/espana-hubo-114266-desaparecidos-1936-1951-auto-juez-

garzon/686147.html, last accessed 8 May 2015. 
45http://www.diariodemallorca.es/mallorca/2010/04/18/garzon-perseguido-herederos-perpetraron-

crimenes/562743.html, last accessed 8 May 2015. 
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Morey did not consider that the xeremiers were slowly disappearing solely 

because the shepherd profession was in decline, but attributed decline to a more 

general shift of society and interests. According to him, the xeremies were about to 

disappear, 

… simply because of the environment ... because evolution brought 

something else … There were other instruments and the xeremies were 

relegated to second, third or fourth place in every aspect: construction-wise, 

musically, until a couple of people like me and a few others [came along] … 

so ... if there hadn’t been this group of people they would have disappeared. I 

became specifically interested in the construction aspect because it was the 

basis and if no one was building anything, it was obvious that someone had to 

make them (Es Grall November 2009:12).  

Maria Antonia Sureda writes that the decline of xeremiers coincided with the advent 

of town fairs and partner dancing in the 1940s. The advent of tourism also led to an 

important migration from the countryside to urban centres while the developing 

economy allowed venues to hire dance orchestras and big bands or to buy 

gramophones. Sureda notes that due to these drastic changes, the xeremies were no 

longer as important as they would have been at the turn of the century (Sureda 

2004:50). 

It is clear that the bagpipe world was in decline. It was a tradition that was 

surviving only with difficulty. A few xeremiers had become extremely active in the 

1960s due to tourism. Others, such as the Llargos, were still regularly called to play 

at village celebrations, but these were the previously established xeremiers rather 

than newcomers to the scene. Tomeu Aloy, born in 1934, remembered a gathering of 

32 colles in Santa Margalida in 1947 (interview, 7 September 2014, Santa 

Margalida). By the 1970s, only four or five colles could be considered to be still 

active; xeremiers were growing old with no real prospect of relief from the youth. 

Mallorca´s bagpipe tradition was perceived as backward and unfashionable, and it 

was facing an uncertain future. It thus met the criteria for a tradition in need of 

revitalisation. With renewed interest for this instrument coming from the urban 

world, this revitalisation did indeed begin in the 1970s. 
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2  The transition: activism and the desire for change 

Transition towards a new world  

First, revivals are almost always motivated by dissatisfaction with some 

aspect of the present and a desire to effect some sort of cultural change. Revival 

agents usually have agendas specific to their socio-cultural or political contexts and 

in this sense may also be regarded as activists (Bithell and Hill 2014:3-4). The initial 

steps of the bagpipe revival were inscribed as part of a bigger movement led by 

cultural activists in Catalonia and the Balearic Islands. They themselves were part of 

a bigger folk revival movement across Europe and the United States (see Brocken 

2003; Burns 2012; Hill 2014; Jabbour 2014; Keegan-Phipps and Winter 2014; 

Ramnarine 2003; Ronström 1998; Rosenberg 1993 and 2014; Slobin 1996; Sweers 

2005 and 2014). Artigues explained how a local cultural movement had already 

begun a few years earlier, as the dictatorship changed due to the economic and 

political changes of the late 1950s and the 1960s. Autarchy was abolished, leading to 

an economic boom, and Spain became part of the United Nations, forcing it to 

improve its international profile.46 As he told me: 

When we started in 1971-1972, bagpipe contests were already being held. By 

the end of the 1960s, in Catalonia, Valencia and Mallorca, things were 

starting to be revived (recuperat) such as speaking in Catalan and all these 

cultural things ... By then, not everything was forbidden anymore. They 

censored concerts. In 1968, they forbade the Nova Cançó but concerts were 

still organised ... People spoke in Catalan. A lot of teachers would speak in 

Calatan during class and used a book or two. But the official language was 

Castilian. In the 1940s and 1950s people were very afraid. Everything was 

officially in Castilian but in the streets, people still spoke Catalan. People 

from Palma were the worst because they wanted to stand out by speaking in 

Castilian ... There was a lot of fear and misery. But even with all of this, 

music was still played. The festes of Palma were celebrated and every year 

more so. In the 1960s there started to be more movement as everything got 

                                                

46 https://data.un.org/CountryProfile.aspx?crName=SPAIN, last accessed 10 May 2015. 
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better with the improving economy (Artigues, interview, 10 May 2012, 

Palma). 

The Nova Cançó movement, influenced by French chanson artists such as George 

Brassens and Jacques Brel, and American folk singers such as Bob Dylan and Pete 

Seeger (George 1999:369), began towards the end of the 1950s. This followed what 

Vilarnau (2009:9) calls a ‘cultural genocide’, referring to the regime’s brutal 

suppression of local culture and language under Franco. Promoting newly composed 

songs in Catalan in order to create a repertoire of songs relevant to the new 

generation, the Nova Cançó established itself both nationally and internationally by 

the 1960s, defying artistic and language censorship (George 1999:369). Mallorcan–

born singer Maria del Mar Bonet (b.1947) moved to Barcelona in 1967, where she 

started singing with the group Els Setze Jutges, the main driver of the Nova Cançó 

movement. Other important artists in the movement included Lluis Llach and 

Raimon. Mar Bonet has since earned numerous prizes for singing and her 

involvement in the Catalan folk music scene.47 When Artigues and Majoral studied 

in Barcelona, were surrounded by this intellectual musical world. Later, both 

collaborated with Mar Bonet in 1976 on her album Cançons De Festa (Ariola 

Eurodisc S.A.). The disc opens with Per tocar caminant, a Mallorcan street tune 

interpreted by Artigues on the xeremies and Miquel Aloy on the flabiol.48 Majoral, 

who witnessed the beginnings of the xeremies revival in Mallorca while 

accompanying Artigues on many of his field trips, discussed how it started: 

Around 1970, I lived in Barcelona with Toni Artigues who knew music. 

Walking along the Ramblas, he bought a guitar and played it. When he got to 

Mallorca he started to become interested in the old xeremiers … he bought a 

contraband tape recorder from La Barceloneta and I went with him to meet 

them and record them … Around 1974 we organised the first big gathering 

(trobada) of xeremiers in Montuiri. It was an important gathering because all 

                                                

47 http://es.wikipedia.org/wiki/Maria_del_Mar_Bonet, last accessed 10 May 2015. 

https://www.youtube.com/playlist?list=PLnNlup9QRYAJK7Afgz_tP7y6vUR54WBHf, last accessed 

10 May 2015. 
48 http://www.discogs.com/Maria-Del-Mar-Bonet-Cançons-De-Festa/release/3322336, last accessed 

10 May 2015. 
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the old xeremiers from Mallorca came and we also gave a prize to young 

xeremiers. At this event, the main contact we made was l’amo Llargo from 

Sencelles who we went to see many times. At the time it was good to find a 

set of old xeremies for 1000 or 2000 pesetas. We also recorded the xeremiers 

from Algaida and I actually have a recording that is fantastic ... It is worth 

underlining the style that these people had. Everything I did was always with 

Toni Artigues by my side. 

In 1974 I met Eloy de Sa Serra who played the flabiol with both hands – he 

also played the xeremies and the tamboril – and he definitely played some 

incredible things ... We chose to show all the cultural baggage available in 

Mallorca, allowing us to show all the feelings of Mallorca … I think that the 

soul of all this was Toni Artigues and Toni Rey (Es Grall July 2011:26-28). 

The gathering he mentions was organised on 25 August 1974 by the new local 

branch of the Obra Cultural Balear (the OCB). Following the wider cultural 

movement happening in Catalonia at the time, the OCB had been founded by a group 

of intellectuals in Palma in 1962 with the aim of promoting Catalan language and 

culture. The organisation quickly expanded to other villages, spreading cultural 

activism throughout the island. It was a staunch supporter of autonomy for the region 

during the transition to democracy, supporting the distinct cultural identity of the 

Balearic Islands (Amengual and Jordà 2012:39:40). In 1974, Montuiri’s newly 

formed branch supported the financing of the musical event La cançó des camp (The 

song of the field) i colles de xeremies.49 Mayol wrote that this event attracted the last 

colles and singers of Mallorca. The competition, he more recently recalled, ‘helped 

to revalorise popular culture of traditional origin that was in those years very 

folklorised by the Franco dictatorship, then still in power. The cossiers from 

Montuiri and the hobby horses from Felanitx also attended’ (Mayol, 6 August 

2014).50 Even before the next young musicians entered the scene, bagpipes were 

                                                

49 http://dbalears.cat/actualitat/balears/ocb-montuiri-quatre-decades-fidel-cultura-catalana.html, last 

accessed 17 April 2015. And http://www.esbinerbo.com/2014/08/40-anys-de-lobra-cultural-

balear.html, last accessed 17 April 2015. 
50 Mayol in esbinerbo.com, 6 August 2014, http://www.esbinerbo.com/2014/08/40-anys-de-lobra-

cultural-balear.html, last accessed 17 April 2015.  
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already being valorised in a cultural activist context, as they were incorporated in 

events offering alternatives to the official events organised by the government. 

Majoral remembered living these years passionately, evoking a ‘rebel spirit’ present 

in the worlds of bagpipes and songs: ‘At the time we saw it as a liberation … these 

were moments with a lot of activity and struggle; with Biel Caragol and tio Gori, and 

other people, despite hardly being paid we played in nearly all the Mallorcan villages 

and we were very well accepted because we offered people something they thought 

had already disappeared’ (Es Grall July 2011:27). 

This feeling of change, brought on by young people’s activism, came at a 

pivotal moment in Spanish history. Starting in the late 1950s, change became much 

more palpable by 1975, a key year that is repeatedly mentioned in interviews, 

marking Franco´s death and the end of his long dictatorship, and the beginning of the 

transition to democracy. The traumatic civil war and its violent retributions, followed 

by years of censorship and control during which traditional music and language were 

closely monitored, undeniably played a large role in the decline of spontaneous 

participatory music and dance. Although the Spanish situation in the late 1960s was 

not as dire as ethnomusicologists report in, for example, Afghanistan, the ensuing 

revival echoes those in such traumatised regions (Doubleday 2005; Baily 2009; 

Kartomi 2014). Kartomi theorises how post-war revivals leading to times of peace 

embed positive expressions of ‘relief and joy’ as family life gets back to normal and 

ceremonies, competitions and festivals are organised (2014:385). For young people 

in Mallorca, the revival symbolised a break with the past, enabling people to move 

on from the burden of the civil war and its consequences, which had been indirectly 

experienced through their parents: ‘The new generation of xeremiers were not 

haunted by the images of our grandfathers. We revived traditions in a different way. 

Today’s social function has nothing to do with the past’ (Ayats, interview, January 

2013, Barcelona).  

The exhuberant celebrations organised in the aftermath of Franco’s death in 

Palma were certainly symptomatic of a new beginning. Rubio described how new 

musicians had a different mentality: ‘Everything that referred to rurality had negative 

and even pejorative connotations. And we started to play the xeremies very proudly, 

without any complexes’ (Rubio in Es Grall, January 2011:11). Young xeremiers 

unashamedly enjoyed themselves as they created their own new world. In their 
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hands, the xeremies lost part of its negative rural connotations and became a musical 

instrument to be celebrated: 

Well, I must say that we had different ideology. We were young and we 

wanted to have a good time. We would go partying. We were more turned 

towards the boisterousness of the streets ... We were also different because of 

the fact that we weren’t rural, and our point of view, regarding the xeremies, 

was more musical (Rubio in Es Grall, January 2011:11). 

Despite his university education and his important intellectual role at the beginning 

of the revival, Antoni Artigues recognised that playing the xeremies was more for 

personal fun than to play at festes. This indicates that his goal was not to become a 

professional musician, and thereby taking over the scene, but that it was more of a 

personal journey where he could enjoy himself and fit the spirit of the times. 

As the revival marked a break with the oppressive control of Franco’s 

dictatorship and as it appealed to an idealistic way of life unmarked by censorship 

and terror, wild street celebrations akin to festivals and carnivals took over the streets 

of Palma in the 1970s, lasting into the 1980s. ‘Remember that until those years, 

during the dictatorship, whatever referred to popular festes, village festes, had been 

forbidden. And then the street celebrations started to flourish again’ (Rubio in Es 

Grall, January 2011:11).  In the early 1980s, the xeremiers and other artists formed 

Els Tututs, an artistic collective where they dressed up and animated celebrations 

with the intention of making people laugh. Tomas Salom recalled dressing up as 

nuns with his colla, Miquel Tugores, the two of them known as the Xeremiers d’es 

Pla. Joan Berga Cifre, also known as Joan Màgic due to his profession as a magician, 

was one of the drivers of these urban processions. He remembered staging the death 

of the bagpipes with a funeral mass, friends playing the roles of priest and nuns, only 

to see the bagpipes resurrected at the end, thus metaphorically enacting the ongoing 

revival movement. Berga recalled the great euphoria of the 1970s and its many street 

celebrations with visiting artists and comedians, all of which added to the festival 

feeling of the times (Berga, interview, June 2012, Palma).  

Livingston (1999:69) lists a number of basic elements necessary for revival. 

After core revivalists and revival informants, come revivalist theories and discourse. 

In this respect, Majoral’s introduction to Artigues’ 1982 volume, reissued in 2000, is 

interesting. It summarises the ideology behind the revival at the Mallorcan moment 
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of transition, encompassing old traditions and newly appropriated music, underlining 

the importance of doing rather than merely knowing (after Ronström 2014:47) and, 

through this, encouraging grassroots activities rather than stale academic studies of 

tradition: 

There are two ways … of understanding our culture: that of those who believe 

that all of this is folklore and in which case it holds no importance and that of 

those, those friends, who believe that it is about time that we got back to being 

ourselves. Today I must say that we are already many of the latter ... We do not 

want to believe in folklorisms or costumes, on the contrary, we want to believe 

in contemporary times, in our authentic way of living without the generational 

rupture ... Popular culture, friends, is alive and well, but it continues being 

quiet because of everything I have just said, because of our stupidity, because 

of this crop of intellectuals who only know how to copy … and show and 

demonstrate the stereotypical characters of our people. Antoni Artigues … has 

also inflated his lungs and ornamented his fingers to play this music. He has 

broken the false image of the wise and absurd intellectual in order to become 

another xeremier from Mallorca. Who says that this is dead? While men like 

him exist – my hope is that there are many – we will revel and party on ... 

without the need to go back to stale museums (Majoral 2000:5-16). 

Majoral yearned for Mallorcan people to re-appropriate their music, especially after 

Franco’s regime. He aspired to bring the music and dance back to people so that they 

could continue to enjoy themselves as they had done in the past, but without feeling 

that they were re-enacting museum displays. This was illustrated by his friend 

Antoni Artigues, who detached himself from his intellectual image to learn the 

instrument and become part of its musical world.  

!

Social, generational and functional shifts 

Mallorca’s bagpipe revival is symptomatic of the shift between an oppressive 

dictatorship and a newfound cultural independence characterised by reclaimed 

freedoms of expression. Indeed, revivals imply multiple shifts (after Ronström 

2014:45), at times transforming a tradition by decontextualising and 

recontextualising it within a new reality. Revivals are thus as much an aspect of the 
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present and future as of the past. Scholars such as Bauman and Briggs (1992), 

Kirchenblatt-Gimblett (1998:149), and Ronström (2006, 2014:44) show that revivals 

are moments of translation and transition between times and realities. They may 

occur socially, geographically, historically or culturally (after Ronström 2014:45).  

First, the Mallorcan revival movement was social. As in Hungary (Frigyesi 

1996) and France (Charles-Dominique 1996), it was driven by an educated middle 

class expressing interest in neglected rural traditions in the wider context of cultural 

re-appropriation. Core revivalists initiated the movement, basing their practice on 

informants’ knowledge, older xeremiers who had acquired their skills mainly 

through their lineage and professional rural-based activities. In transferring 

knowledge to a younger generation, the newcomers’ practice shifted the social realm 

of the music from its former rural environment to a new urban one, adding social 

functions to the music as they participated in cultural activities tied into the political 

changes happening across Spain. Indeed, most of Mallorca’s core revivalists were 

from urban backgrounds: the early revivalists Artigues and Majoral were both 

students trained in Barcelona; the later revivalist Rotger was a boy from central 

Palma whose father worked as a master glassblower at the Gordiola factory; Rubio, 

originally from Calvia, lived in Palma with his mother and father, who served in the 

Red Cross. Most revivalists had musical or artistic backgrounds: Artigues’s mother 

was a music enthusiast and gave her son a music education although he did not enjoy 

learning the piano; Majoral was an avid singer of Mallorcan songs; Rubio’s father 

was a painter, an amateur photographer and an accordion player. Through these new 

musicians, the xeremies shifted functionally. Not only was the instrument played at 

local patron saint celebrations, it was also played at celebrations proclaiming cultural 

awareness. It was treated as a musical instrument detached from its context-related 

uses. Thus, the xeremies slowly shifted socially as the status of the xeremiers 

changed, leading it into a new era and shaping its renewal. 

Second, the world of the xeremies experienced a drastic generational shift. 

New xeremiers were extremely young, a new and unusual sight for the street 

celebrations that had been restricted during the dictatorship. Both Rubio and Rotger 

remembered the emotional and at times puzzled reactions of older xeremiers and 

older people who saw them play in the streets in the late 1970s when they were just 
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14 and 16 or so: ‘How young you are! they would exclaim’ (Rotger, interview, 

Palma, 25 August 2012). Again: 

Old xeremiers would start crying with joy at the sight of two young people 

playing the xeremies, because they hadn´t seen a young xeremier for years. 

Others would ask you, ‘And you, what are you doing so young with all this?’ 

They thought it was very strange ... a lot of these little fellows would see us 

and they would be reminded of their own youth (Rubio in Es Grall, January 

2011:11).  

Third, although the music that was brought back to life was part of long-standing 

local traditions, core revivalists shifted the function of the instrument to integrate it 

into modern life. One of the first ways of doing this was to adapt the instrument to 

the contemporary musical world. Old instruments were difficult to play and varied 

widely in tuning and pitching, limiting the musicians and the use that their 

instruments had. This led them to explore manufacturing techniques in order to bend 

it to more innovative ideas: 

In those times we were already fighting to get instruments that were at a 

minimum tuned … We had a very different vision to that of the old 

xeremiers. In fact, we were already playing in bands, and in order to fit in you 

had to have more of a musical set of mind (Rubio in Es Grall, January 

2011:11) 

The shift from a functional instrument, playing at pre-established moments during 

the year and at defined celebrations and events, to an instrument able to interact with 

the rest of the music scene, was important. Indeed, this led to new instruments being 

made, adapting them to the tempered scale and to a set pitch level. As I described in 

Chapter 2, Joan Morey was a pivotal member in the movement as he provided the 

much-needed skills and workshop space where new instruments could be crafted:  

I started from zero ... [I looked] for old instruments, [asked] questions and 

[tried] to reproduce [them] and if possible improve them. And this meant that 

I pieced together a workshop: machinery, looking for wood, finding the right 

tools and if need be build them yourself (Morey, Es Grall, November 

2009:16).  
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The modernisation process was at the forefront of the movement. Core revivalists all 

agreed that they started playing or researching the xeremies with the modern world 

in mind, adapting it to contemporary times. This, however, did not undermine their 

legitimacy, since they all had direct links with the older generation of xeremiers who 

handed down – sometimes unwittingly – their knowledge and repertoire. So, despite 

a revival anchored in the present and with a clear vision of the future, the past was a 

strong influence. Additionally, Rotger explained how their activities encouraged 

older xeremiers whose practice had become dormant to reform older colles (Rotger, 

interview, 25 August 2012, Palma).  

Bithell and Hill argue that revivals ‘depend on some kind of relationship with 

the past’ (2014:12). Although they are often associated with nostalgia or the notion 

of a lost paradise (DeTurk and Poulin 1967:22), Mallorcan revivalists do not delve 

fully into the implications of Bithell and Hill's point.  Ronström astutely points out 

that ‘if revivals are windows to some past, they also open doors to what is to come 

and pave the way towards the future’ (2014:44). Although the xeremies revival is 

linked to an ideal past free of cultural repression, its actors were strongly embedded 

in a contemporary world, and looked towards the future by adapting the instrument 

for modern contexts. The new contexts, the will to improve and update the 

instrument, and the desire to create a new life for its music whilst respecting the 

knowledge imparted by the older generation, are all distinguishing features of a 

living revival rather than a re-enactment (after MacKinnon 1993:7). Indeed, the 

artistic process was to be continued and modified as the artists’ needs were met and 

as they adapted to the social reality. While the euphoric movement described by core 

urban revivalists may hearken back to a pre-dictatorship golden past, where more 

artistic freedom was standard, the new generation was completely set in the present, 

looking towards a brighter and better future. Pep Toni Rubio worded this transitional 

period, the present between the past and the future, discerningly: ‘Everyone lives in a 

determined period of time. We are living in this time of transition, where the 

xeremiers left the countryside … to enter the modern world’ (Rubio in Es Grall, 

January 2011:12). 

!
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3  Breathing new life into Mallorca: New Folk Music 

Many of the new generation xeremiers were recruited to accompany 

performances of Palma’s folk dance school. The Escola de Música i Danses de 

Mallorca (School of Music and Dance of Mallorca)51 was founded in 1975 by Don 

Bartomeu Ensenyat Estrany along with the dancer Antoni Mari i Miret. Ensenyat, 

born in 1917 in Sóller, established in 1951 a dance group in Sóller called the 

Dansadors de la Vall d'Or (Dancers of the Golden Valley) (Escola de Música i 

danses de Mallorca 2000).52 Gabriel Frontera Mestre, current director of the Escola, 

explained that this earlier group performed choreographed dances, reminiscent of the 

ideology of the Sección Femenina, the Women's Division of the nationalist Falange 

party. Under the Sección Femenina, dance was coded; physical contact and 

provocative movements were not approved of, and this took away much of the 

amusement and seductive potential of the dances (Frontera Mestre, interview, Palma, 

11 January 2011).53 The new Escola was supported by Palma's town council with the 

idea of promoting Mallorcan music, song and dance. Tuition was based on 

Ensenyat’s personal research carried out in the 1950s and early 1960s. Eager to 

restore traditional dance’s spontaneity and authenticity, he had interviewed older 

Mallorcans to understand how they danced in their youth, before the regime and the 

Sección Femenina forcefully changed aesthetics (Ensenyat 1975). Thanks to his 

meticulous work, he and Mari recreated dances based on oral history dating back to 

the nineteenth century, working towards the recuperation of an ‘authentic’ Mallorcan 

way of dancing. Thus, he focused on teaching brief steps and figures that were 

possible to combine and improvise with rather than full-scale choreographies.54 

Although not specifically focused on music, the Escola played an important 

role in the early days of the revival, as it facilitated the convergence of individuals 

with folk music interests. Rubio, for example, started playing at the Escola in 1976 

after accompanying his sister who was a dancer. Rotger arrived in 1977 after 
                                                

51 Dankworth (2010): Dankworth's work studies the dance scene in Mallorca and analyses extensively 

the activities of the Escola de Música i Danses de Mallorca. 
52 A brief introduction to the school is also available in Escola de música i danses de Mallorca (2009) 
53 More information can be found in Dankworth (2011). 
54 Bibiloni, Antoni http://www.saraualcudienc.cat/musicaiball/article.php?i=en, last accessed 10 May 

2015.  
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spending a year playing with a slightly older xeremier from Palma, Biel Alomar. 

That same year they formed the colla Xeremiers de Sa Calatrava after the district 

where Rotger grew up and still lives. Tomas Salom started dancing at the school in 

1975 when he joined with his mother, but he quickly became interested in music and 

is now one of the most recognised flabioler on the island. He started learning from 

Rotger who then introduced him to Miquel Tugores, a xeremier from Sineu with a 

fantastic sense of humour and unbridled creativity. The Xeremiers d’es Pla, the colla 

formed by Salom and Tugores, still play regularly today. The youthfulness and 

creativity of these musicians, who grew up in such a transitional and exciting 

moment for Spanish regions, led them to think beyond tradition. They adjusted music 

to their artistic ideas, brought it into local celebrations, and gave it new life. They 

appropriated the old traditions and repertoires and made them their own. 

Although new generation xeremiers were intent on authenticity in their 

instruments and music, this did not impede them from innovating new musical styles, 

breaking away from the traditional and folkloric frame imposed by the Escola and 

creating new groups. The current director of the Escola, Gabriel Frontera Mestre, 

recalls how, through the activity of these modern groups, the xeremiers created a 

new dynamic, encouraging people in the street to dance, and rejecting folklorised 

costumes as well as music and dance. Dancing became a participatory activity; 

people danced in the squares to the sounds of this innovative music. In the 1970s and 

the first half of the 1980s, there was a surge of cultural activities and popular 

celebrations, especially around the district of Sa Calatrava in the old town of Palma. 

Excitement was translated into bubbling activity and non-stop creativity. On his 

website, Rubio writes, ‘It was the end of the 1970s when people started to choose 

which path led to organising participatory and truly popular festivities, we [the 

Xeremiers de Sa Calatrava] were there, and we are still here!!!’55 New music groups 

were created that included Aliorna (1978-1984), Música Nostra (founded in 1981) 

and later Siurell Elèctric (1987-1992) which built a new format that integrated 

electrical instruments to generate a completely new sound (Ajuntament de Palma 

1988:43). Rotger commented on the first band he was involved with creating: ‘We 

had a group, Aliorna, that came out of the Escola; it was the first group that detached 

                                                

55 http://www.musicanostra.com, last acceseed 5 May 2015. 
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itself from the Sección Femenina, without donning costumes for dancing’ (interview, 

25 August 2012, Palma). Not all the earlier groups were actually under the yoke of 

the Sección Femenina, but most ascribed to its strongly presentational and folkloric 

aesthetic model. In contrast, new folk musicians dressed in everyday clothes and 

encouraged people to dance. They would step off the stage at the end of 

performances to re-instate street dancing as a normal activity. Rubio wrote on 

Música Nostra’s website about the group’s dedication to ‘research and create 

Mallorcan music to keep it alive and to enable its people and the rest of the world to 

know it as an element that showed an aspect of the island's own culture’.56 This 

participatory vision, we must conclude, was successful, as today many groups play 

on stage, attracting dancers from all over the island who come to enjoy themselves, 

more often than not wearing jeans and T-shirts. During my fieldwork, Música Nostra 

still headlined some of the major stages in island celebrations, attracting big 

audiences, many of whom danced.  

New groups were essential for the future vitality of the music scene as they 

broke away from folkloric representations, and as they created a new genre that, to 

borrow Ramnarine’s terminology, I will term ‘new folk music’ (2003:16). 

Ramnarine uses this term to distinguish contemporary practices from folk music of 

the past, whilst recognising there is a continuity between the two. New folk music 

involves innovation, originality and creativity, and is consciously directed towards 

the new while incorporating elements of the old (Ramnarine 2003:16). Bands such as 

Aliorna and Música Nostra, although still anchored to the tradition, were created 

with the clear aspiration to innovate and break away from the patterns created by the 

folkloric groups sponsored during the Franco years. Música Nostra’s blurb clearly 

illustrates their conception of the new movement they are part of: 

The recuperation of songs and folklore has been enriched with composed 

melodies and fresh processes. With modern instrumentation and harmonies, 

we achieved a conjunction of technical and artistic elements without 

devaluing the roots and conserving the typical colour of Mallorca’s music.57 

                                                

56 http://www.musicanostra.com, last acceseed 5 May 2015. 
57 http://www.musicanostra.com, last accessed 6 May 2015. 
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New musicians aspired to create an atmosphere that was historically relevant, 

reinstating participatory dancing, and thereby they respected the music’s origins 

whilst renewing the folk format. Mallorca’s new folk music expanded as more 

groups formed and as the musicians developed ideas. Siurell Elèctric incorporated 

instruments such as synthesisers, electric bass and guitar. Rubio, one of its founding 

members, told me he was strongly influenced by the British group Jethro Tull and by 

Labanda, the latter a popular Celtic folk rock band from Madrid that had first been 

active between 1979 and 1986 and which reformed in 1987 (Rubio, Facebook 

communication, 6 May 2015).58 Indeed, Siurell Elèctric’s first album, issued in 

1987,59 starts with synthesisers and electric bass, interspersed with flabiol 

interjections before starting the folk tune per se, giving the band a definite prog rock 

feeling. The band broke up after Rubio returned from a trip from India and was not 

happy with the sound, which, in his opinion, was too rock centred and not 

sufficiently focused around folk elements. Shortly after he left the band broke apart. 

Ximbomba Atómica, formed in 1997, was in the same vein although more based 

around folk melodies and folk instruments. Extremely popular, this band mixed 

traditional music and instruments with modern elements such as electric bass and 

drum kits. One review of their album, Cabres de Plastic (Plastic goats), is very 

positive:  

This production is the modern way to see traditional music, with very 

creative arrangements that go from the purest folk to folk-rock via pop, and 

an interpretation that is every bit as good as productions that, within the 

Celtic music world, have such a good reception in today’s record market 

(Albopàs 1999:28). 

In 2000, a new band was formed with Pep Toni Rubio in Catalonia. Mesclat, named 

after an alcoholic drink popular in the past, gathered several established Catalan 

musicians who collectively decided to form a group around their love of folk music. 

                                                

58 See http://es.wikipedia.org/wiki/Labanda, last accessed 6 May 2015. 
59 Clips of it are available at http://www.youtube.com/watch?v=g1POubAygd0, last accessed 6 May 

2015. 
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The band plays original compositions and traditional Catalan tunes with a rock feel. 

They allegedly ‘connect to the most innovative movements of international rock’.60  

All these bands set the scene and enabled the formation of new groups by the 

next generation of xeremiers born in the 1980s and 1990s. During my fieldwork, I 

encountered three bands that, albeit very different and following different ideologies, 

integrated local Mallorcan music and instruments into their musical creations. All 

three, Eixut (2009-2013), Taverners (formed in 2009) and Boc (formed in 2009) 

were well established and well loved amongst their own generation. Eixut was 

created in 2009 around the colla Pau i Càndid with a lead vocalist on guitar (Marcel 

Pich), grall and vocals (Càndid Trujillo), flabiol, tamborí, drumkit and vocals (Pau 

Mas) and electric bass (Pere Llabrés). It was a rock/folk band influenced strongly by 

others such as Obrint Pas and Mesclat, two bands that advocated Catalan 

independence and used traditional instruments such as the grall and flabiol. After the 

release of their third album, which compiled four tunes about language and the 

political emancipation movement with lyrics by the independentist poet Joan Alfonso 

Marí with a manifesto written by cultural activist and former OCB coordinator 

Tomeu Martí (Trujillo, Facebook conversation, 8 August 2013), the four members 

decided to end their project. They had been disappointed by the poor reception their 

music received in Mallorca. Most of their concerts were in Catalonia and they felt 

that Mallorca was quite hermetic to their music despite their desire to play locally. 

Taverners, founded in 2009 and at the time of writing (2015) ongoing, was 

formed by accident. Commissioned for a concert, the recently formed rock band 

Eixut was unable to play after their bass player was admitted to hospital with 

appendicitis. Rather than cancel, Pau and Càndid took up their xeremies and flabiol, 

and Marcel his guitar, and they improvised a few cover songs (Mas and Trujillo, 

interview, 24 April 2012, Palma). Although Marcel Pich is the main vocalist, a good 

glosador and often the spokesperson in band interviews, the group does not seem to 

keep the traditional hierarchy of musicians, that is a vocalist supported by his 

musicians. On the contrary, each member seems to have a determined role. At 

concerts, all four are at the front, including the drummer, each one of them visible to 

their audience.  

                                                

60 http://www.musicanostra.com, last accessed 6 May 2015. 
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Taverner’s repertoire is a mixture of composed tunes, traditional songs and 

covers originally by influential bands and singers that sing in Catalan such as Uc 

from Ibiza,61 Al-Mayurka and Biel Majoral from Mallorca and Lluís Llach from 

Catalonia. These musicians share the same desire to defend and promote Catalan 

culture that Taverners embraced and continue to support.62 Although the band sings 

in Catalan and touches upon themes such as corruption, ‘Spanification’ and tourism, 

it is not exclusively political and the band members want to appeal to a large 

public.63 Their first concerts clearly had a political context: on 28 November 2009, 

the official date of the creation of the band, they played to protest against a 

motorway project that a number of left-wing collectives objected against.64 Their 

third concert was held in December 2009 at Ses Voltes, a well-known outdoor 

concert venue in Palma, where they shared the stage with two local rock groups that 

had strong left-wing political views, Oprimits and Kontraband. Although collectives 

in favour of the Catalan language and culture and other left-wing organisations have 

hired the band both in Mallorca and Catalonia, Taverners lament the fact that town 

councils, whether left- or right-wing (with the exception of Sencelles and Porreres) 

never ask them to play. They attribute this to the fact that they sing in Catalan 

(Trujillo, personal communication, August 2013; see also Pich 201365) and therefore 

are potentially thought likely to be more controversial than other bands. Taverners 

has, however, managed to anchor itself very locally. Through their instruments, their 

language and the image they project, their Mallorcan audience, mainly a young 

crowd with left-wing sympathies, perceive them as friendly and local and to emanate 

an authentic feeling through their music and image. To illustrate this, Taverners’ 

2013 album cover features a photograph of all four sitting in a row at a table in the 

Riu Dolç, a local bar that the group elected to be their headquarters.  

                                                

61 For more about Ibizan music, read Cohen (2011). 
62 Marcel Pich, online interview at: http://bloko.info/entrevista/taverners-vivim-permanentment-a-una-

trinxera/, last consulted on 7 August 2013. 
63 Ibid. 
64http://www.llibertat.cat/2009/11/concert-reivindicatiu-contra-el-pla-de-carreteres-de-mallorca-8264, 

last consulted 7 August 2013. 
65 Marcel Pich online interview, http://bloko.info/entrevista/taverners-vivim-permanentment-a-una-

trinxera/, last consulted on 7 August 2013. 
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!
Figure 40: 2013 CD cover of No hi ha temps que no torn by Taverners. 

!

An unflattering description of the band in the German-language newspaper Mallorca 

Zeitung shows how this authentic Mallorcan feeling is perceived from outside:  

Four unemployed friends who like to hang out in bars and like folk music. 

Those are the Taverners. Not particularly exciting. A boring image, a 

retrospective look, a limited perception of the world – all of these apply to 

Pau, Marcel, Càndid and Pere. They are in their mid-twenties and are quite 

funny. They belong to the uncommercial, old-fashioned and un-chic, what 

Mallorca’s musical scene has lately produced. Maybe that’s why they fit well 

in Palma (Kramer, Mallorca Zeitung, 2 May 2013).66  

Trujillo left the band for personal reasons in 2014, and Taverners continues as a trio. 

                                                

66 Kramer, interview with Taverners, 2 May 2013, at 

http://www.mallorcazeitung.es/kultur/2013/05/02/taverners-alles-egal/27354.html, last consulted 7 

August 2013. 
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The third new folk band I want to briefly consider in Mallorca is Boc 

(‘Goat’). The band was created in 2009 by Joan Frontera Luna, a young classical 

pianist as well as a xeremier, flabioler and folk dancer. Joan first wanted to create a 

Mallorcan version of the Chieftains after having been introduced to them by his 

teacher, Tomas Salom (Salom, interview, August 2012, Palma), so he got musicians 

together, including his younger twin brothers, ‘and that was it’ (Frontera Luna, 

interview, 19 June 2012, Palma). The music was entirely composed by Joan, who 

called on his personal musical experiences as a classical pianist, a traditional 

musician and an avid listener to rock, metal and Celtic bands. Thus, with a line up of 

eight musicians all involved in the folk music scene through music or dance and 

using xeremies, modern transverse flute, flabiol, tamborí, whistles, piano, guitarron, 

llaut, violin, acoustic guitar, electric guitar, electric bass and drums, he composed 

music that related to him as a person. He was strongly influenced by his favourite 

band, Flogging Molly, and others such as the singer Neil Young. With an overall 

folk base, Joan describes his music as eclectic, ranging from folk to heavy metal with 

elements of rock, classical, reggae and the blues. Openly apolitical, he promotes 

instrumental music that cannot alienate anyone through lyrics or language. The 

music is so diverse, he told me, that it also appeals to a wide public: ‘If someone 

doesn’t like a tune, it doesn’t matter, we’ll play another one just after’ (interview, 12 

June 2012, Palma). In an interview for the newspaper Ultima Hora on 6 September 

2014, he added: ‘Even grandmas like our music!’67 Since my fieldwork, Joan has 

actively looked to expand the band’s fan base by playing outside the island; they 

have played at the Ortigueira Festival, an international Celtic festival in Galicia and 

at the Gate to Southwell festival (June 2015). Pep Toni Rubio informally told me in 

September 2014 that he thought Boc was the only band that truly innovated. ‘They 

are the way forward’, he commented, as he mused over the dire situation of 

professional folk musicians in Mallorca, who have ever-dwindling jobs and 

opportunities to earn money.  

!

                                                

67 http://ultimahora.es/noticias/cultura/2014/09/06/132623/joan-frontera-musica-tradicional-boc-

gusta-hasta-abuelas.html. 
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4  Handing down knowledge: transmission and dissemination 

Bithell and Hill identify transmission and dissemination as key aspects of a 

successful revival. The two come in many different forms such as oral transmission – 

teaching both in workshop and official frameworks – published music, recorded 

materials, state funded initiatives, international recognition by bodies such as 

UNESCO, and the Internet (Bithell and Hill 2014: 24-27). Unlike in Bulgaria, where 

traditional music was institutionalised by the state and brought to a national level of 

excellence comparable to that of Western art music (Rice 1994), transmission was 

not organised institutionally in Mallorca. Individuals opened local classes, gradually 

working their way towards a more institutional presence as local councils expressed 

interest. Many forms of grassroots transmission and dissemination emerged during 

the 1990s and 2000s, building a strong body of musicians today. The rapidity with 

which music spread has brought much criticism from core revivalists, who saw their 

initial control over the scene being taken away as new schools emerged and 

instruments became more readily available. Before exploring the recent ways of 

transmission, however, I will first look at how music was transmitted before the 

revival and during the transitional period when source musicians were in direct 

contact with core revivalists. This, I hope, will lead to a more complete 

understanding of the complex web of transmission that has developed in Mallorca.  

 

In the olden days: oral transmission 

Oral transmission is widespread throughout the world. Many 

ethnomusicologists have detailed the processes through which children learn music, 

often not even realising that they are being taught (summarised in Rice 1994). Oral 

transmission was also common in Mallorca, where children would learn by listening 

and copying. On 23 April 2012, I interviewed Toni Marcé from Santa Maria, 

nicknamed Toni ‘Xisples’, one of the last remaining xeremiers of old on the island. 

A farmer all his life, he still tended his sheep every day, unable to stop working. He 

explained to me how he started to play: 

I learned alone, keeping the sheep at night. We used to keep them together 

(with Andreu David, his colla), me here, and him there. And every night we 

would meet and we would start to play. He would come with the bagpipes 
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and I (Toni Xisples moved his arms as if he was holding a flabiol and hitting 

a drum) ... It was a disaster, but we would play on. They were doing San 

Marcial, a celebration in a village during the afternoon, so we said ‘let's go’ 

and took the bicycle to go and listen to the xeremies. Just to listen to them ... I 

was 12 years old, we were kids! There weren't many colles at that time ... 

After the war there was little interest ... Many bagpipes were sold to tourists. 

Xisples and Andreu ‘David’, companions as shepherds, formed a colla from the very 

beginning, playing, learning and working together. Photographs of the two friends in 

their teenage years survive, demonstrating that this alliance lasted a lifetime despite 

ups and downs and long pauses in their collaboration.  

 

Figure 41: Andreu David (left) and Toni 'Xisples' (right) playing in a field of almond trees. 

Photograph: Toni 'Xisples', private collection, Santa Maria. 

 

A second example would be Toni Bibiloni, who was studied by Antonia 

Maria Sureda. Bibiloni, born in 1920, learned to play the xeremies after the war as an 

adult, which was in itself unusual. His father, a woodcutter, used to play the flabiol at 

work, while keeping his animals, or sometimes in the evenings, but never taught his 
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son any tunes. After three years fighting the war on the Falangist side and learning to 

play the cornet in a military band, Bibiloni returned to Mallorca and started learning 

the xeremies by playing with older village players. Similarly to the Santa Maria 

colla, Bibiloni said that it was more a matter of learning rather than being taught by 

somebody (Sureda 2004:43). According to Sureda, the xeremies was mainly a family 

affair, passed on from father to son within villages, and thereby maintaining or 

reproducing identifiable musical styles. Xeremiers were reluctant to share their 

knowledge to people outside their social circle. One of the most famous xeremier 

families is the Aloy family, farmers who were reputed to be some of the best players. 

As I mentionned in Chapter 2, the Aloy brothers were taught by their father who 

whistled the tunes to them and expected them to remember the melodies by the end 

of the day. He thought that if they could not learn a tune a day, they would never 

learn the repertoire. When they could whistle a melody adequately, they would play 

it on the flabiol or on the bagpipes with their father correcting mistakes (Moll Serra 

2011). Sureda notes that the transmission of knowledge was shrouded with a certain 

amount of secrecy: xeremiers were important characters at local festes and were 

constantly hired, so competition was not welcome and even family members were at 

times discouraged from learning. Tomeu Camps, for instance, was given a bagpipe in 

D rather than in C# and asked to learn a plucked instrument rather than the pipes as a 

second player was not needed in his family at the time (Camps, interview, 22 May 

2012).  

These older xeremiers were the source musicians for revivalists. They 

transmitted their repertoire to core revivalists by playing it to them during their visits, 

thus perpetuating the oral tradition they were familiar with. Indeed, none of the old 

musicians could read or write music and all relied on their memories to play 

melodies. I was told that some young men took tape recorders, often hiding them in 

their pockets, as some older musicians would not play if they knew they were being 

recorded. Core revivalists, some of whom had had a musical education, took their 

pens and started transcribing melodies. Artigues, and to a lesser extent Morey, 

gathered the tunes played by older musicians. In 1989, both published their 

transcriptions along with research about instrument manufacture. The melodies they 

gave were all in C Major, transcribed in a standardised way that did not reflect the 

multiple variations in tuning and pitch. This, however, facilitated transmission and 
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provided useful aide-memoires. It echoed earlier transcriptions from the turn of the 

century by folklorists such as Samper, Noguera and Massot i Planes, and the many 

adaptations of the melodies for piano that had been performed at competitions since 

the beginning of the twentieth century (discussed above in Chapter 3). Xeremies 

competitions and gatherings were still common in the mid-twentieth century, 

providing opportunities for pipers to share and learn from each other (Sureda 

2012:43). Both Tomeu Aloy and Toni Bibiloni recalled a competition after the war 

where the first prize went to the Aloys. This raised their reputation and led them to 

perform all over the island (Sureda 2012; Aloy, interview, September 2014). 

Every year, old colles gathered at Santa Margalida where they were hired to 

play. On that day they would agree on one fee for town halls in order to create fair 

competition. The Llargos were the only musicians, according to Rotger, who charged 

more, due to their established reputation as excellent xeremiers. It was an important 

day, as it was the main gathering of the island’s xeremiers. The colles would play 

separately, listening and learning from each other their local village styles. Rotger 

valued this gathering and explained how Rubio and he forged their personal style by 

borrowing the best elements from different colles. Tomas Salom, who described old 

xeremiers as ‘individual institutions’, explained to me that it was a huge honour to be 

asked to come and play at Santa Margalida: ‘When they started, you would go and 

they made you a xeremier ... If they called you and invited you, it meant that they 

accepted you as a xeremier’ (Salom, interview, 27 June 2012, Palma). Young 

musicians relished the atmosphere and enjoyed the huge generational spread: 18 year 

olds with 70 year olds, fixing their xeremies, passing an instrument full of saliva: ‘we 

were crazy about this’, remembered Tomas. Tugores emphasised to me that you 

couldn’t just self-proclaim yourself a xeremier: ‘They made you a xeremier’. Thus, 

despite the transcriptions, newcomers learned the old-fashioned way, inserting 

themselves into the old xeremiers’ social circle, learning by listening to old men 

playing the repertoire. The way to become a xeremier was not obviously signposted 

for newcomers. One could say that core revivalists were somehow apprenticed to 

older xeremiers who called them to join in when they were deemed sufficiently 

skilful, ready to enter their professional circle.  

Another xeremier, Pere Martorell, born in 1976, was old enough to have 

learned directly from another family of xeremiers, the Camps from Son Roca, 
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beginning in 1990. Similarly to other revivalists, Martorell noticed that he learned 

much more in social situations such as celebrations and parties than in formal lessons 

where the same tune would be played over and over again: ‘The teachers taught you 

what they wanted and what interested them; it’s curious, they didn’t teach you 

everything, you had to steal what you could’ (Martorell, cited in Sureda 2004:44). 

Tomeu Camps, the son and nephew of the Camps colla, who only started playing the 

xeremies in 1978 after his father died and his uncle needed a new bagpiper, 

considered Martorell to be a true xeremier as he learned the old-fashioned way 

(Camps, interview, 22 May 2012). Martorell and Camps formed a colla in 1992 and 

still play together as the Xeremiers de Son Roca colla (Martorell, Facebook 

conversation, 12 May 2015).  

Despite such apprenticeships, feelings of anger and jealousy surfaced when a 

couple of newly formed colles started taking over the market, short-circuiting the 

elders who had taught them. Although stories circulate about how older xeremiers 

were closed off and secretive, Artigues was one I spoke to who refused to 

acknowledge this. He explained that old xeremiers were very open and welcoming at 

the beginning, but became more cautious and closed as competition grew and as 

young revivalists started replacing them at celebrations, taking their life-long musical 

activities away (Artigues, informal conversation, November 2014, Sa Pobla).  

!

Teaching and institutions 

A new process of transmission started by the late 1970s, before the opening 

of music school courses in many towns and villages all over Mallorca that occurred 

in the second half of the 1990s. Initial transmission was mostly within the framework 

of dance schools – such as the Escola de Música i Danses de Palma – where 

musicians were needed for performance. Rotger started transmitting his acquired 

knowledge in this way, as he trained Tomas Salom and showed Tugores how to 

make drums, both of whom went on to become good friends and respected fellow 

musicians. Both Salom and Tugores also learned directly from local xeremiers who 

taught them the tricks of the trade. Salom and Pep Rotger started teaching in 

Montuiri in 1989, where most of the students wanted to learn the flabiol rather than 

the xeremies, probably due to Montuiri’s strong flabiol tradition, which was 
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prominent every year during the August cossiers dances (described in chapter 7). In 

the early 1990s, Salom also started teaching in Manacor, in the northeast, for a 

course that began as part of the Mallorcan language school and then transferred to a 

music school (Salom in Es Grall, July 2010:13).  

A few individuals, trained either at the Escola or by old xeremiers, generated 

unanticipated competition as they gave a new impulse to the world of the xeremies. 

Rotger recalled teaching Teodor Salvà, who claimed both to be a complete 

autodidact as well as having learned from old xeremiers. According to an interview 

in Es Grall (April 2011:22-24), Salvà started learning in the early 1980s. He was 

unhappy about the monopoly a handful of people had on the instrument and decided 

he wanted to make it available to as many people as possible. With this in mind, he 

started teaching in Sant Llorenç in 1996, collaborating with Rafel Bauzà, another 

young xeremier from San Joan. Bauzà recalled that their motivation came mostly 

from the fact that although one could learn how to play the instruments, tuition was 

mainly confined to dance schools or was dependant on the personal initiative of 

individual musicians (Bauzà in Es Grall, October 2010:13). The first course in San 

Llorenç had four students and was funded by the council to allow the students to 

attend free of charge.  

One of the students was Antoni Genovart, founder of Es Grall and of the 

Xeremiers del Puig de sa Font, who remembered how he introduced scores to the 

class as his teacher did not know what notation was for (interview, 16 June 2012, 

San Llorenç). Starting from Joan Morey’s transcriptions, Genovart transcribed all the 

music on his computer, then included different variations. As numbers grew and 

more and more people wanted to learn, Bauzà and Salvà expanded their teaching, 

and in 1999, at the request of Palma’s town hall, they founded the Escola Municipal 

de xeremies, fabiol i tamborí, the first official school for the instruments, housed in 

Palma’s old slaughterhouse.68 The school was popular and a team of five teachers 

gave lessons, teaching xeremies, flabiol, tamborí and basic music theory. The school 

was closed by the town hall in 2008 when they reoccupied the space in order to 

develop it into a commercial and cultural venue, transforming the music school’s 

facilities into a library.  

                                                

68 http://www.mallorcaweb.net/daimon/mestre_instruments.htm, last accessed 3 May 2015. 
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Salvà is a controversial figure among Mallorca’s xeremiers. He initiated a 

new phase in the revival process by allowing anyone with an interest in the 

instrument to learn, thus boosting numbers. According to him, this was not to the 

liking of more conservative xeremiers:  

There were many xeremiers, I was one of them, who thought that quantity 

was essential, but this was rejected by a number of people who said that it 

would lead to mass use. For me, quantity was necessary: quality would 

emerge from quantity. Thank God there are many xeremiers, and in certain 

more reactionary circles (reacting against it) there were some ... who wanted 

to make their living with it. Thank goodness everything was diluted. Imagine, 

that when I started to teach in the 1990s, there were people who said that 

these instruments weren’t supposed to be taught and that it created 

standardisation, and that one should learn under an oak tree beside a sheep. 

The world has changed ... In any case, there is no other way than the one that 

we are following (Salvà, in Es Grall, April 2011:23) 

Despite the controversy, which caused bitter feelings among core revivalists, his 

school opened up the scene to many enthusiasts who were suddenly able to learn the 

instrument within an official frame. By the end of the 1990s, schools were opening 

every year, and demand was high. Rafel Moll, Pere Joan Martorell, Antoni Genovart, 

Francesc Huguet, Pep Toni Rubio, Tomas Salom, Rafel Bauzà were some of the 

musicians who opened classes in villages across Mallorca. People who had never 

played an instrument before were now able to learn the xeremies, facilitated by the 

fact that instruments were now readily available, as discussed in chapters 1 and 2. 

Aside from a genuine interest in the instrument and the availability of courses 

in many villages, established xeremiers, including Salom, Rubio and Moll, believe 

that the popularity of Galician piper Carlos Nuñez and Asturian piper Hevia created 

the surge of interest for the instrument. In 1999, Nuñez performed in the auditorium 

of Palma with Música Nostra, one of the new folk bands. This coincided with the 

start of Mallorca’s very recent bagpipe boom.69 Moll even went as far to suggest that 

without these two superstars, the xeremies may still have died out: ‘It seems like a 

                                                

69 http://www.musicanostra.com/MN/MNACTUACMESIMPORT.htm, last accessed 3 May 2015. 
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very strong statement, but I had many students who wanted to learn how to play the 

xeremies after having heard these musicians’ (Es Grall, March 2010:15). Enthusiasts 

were in the majority urban young professionals holding blue- or white-collar jobs. 

For most of them, the xeremies reminded them of their childhood. Two amateur 

xeremiers from Palma, Guiem Serrano (a psychiatrist and telecommunications 

engineer) and Pep Toni Jaume (a car mechanic), told me how as children they used 

to hear xeremiers in the streets, announcing festivities to come. They would 

invariably run outside excitedly to find out what was happening.  

So, when the opportunity arose to learn the instrument, they pounced on it 

and started taking lessons in Palma at the Escola Municipal de xeremies, fabiol i 

tamborí. Pep Toni started to learn the flabiol in 2000, first with flabiol maker Guiem 

Horrach and then with Teodor Salvà from 2003. In 2006, he joined the Xeremiers de 

Sóller – he became their artistic director in 2014 – and in 2009, he switched schools 

and started taking lessons with Tomas Salom at the Escola de Música i Danses de 

Palma. In his opinion, Tomas was the best teacher, but he was not aware of his 

lessons until a friend told him about them. Carles Amengual, a homoeopath 

specializing in Chinese and Western medicine decided to take up the instrument after 

returning from several years of study and work in China. For him it was a way to 

reconnect with his origins and reaffirm his belonging to the island, putting into 

practice his childhood memories. Others stumbled across the xeremies 

unintentionally. This was the case of Antoni Genovart from San Llorenç, who started 

learning in 1996 by accident when a few friends asked him to attend a traditional 

music workshop in order to reach the minimum number of people required to start a 

class. In 2003, when a class opened in his village and no teachers were available, he 

was asked to teach new students. Little by little, more schools in the northeastern 

region asked him to come and teach, and by 2012, the construction manager was 

spending every evening and every weekend teaching or rehearsing with his band, the 

Xeremiers del Puig de sa Font.  

The peak of teaching was reached in 2000, when Palma's Conservatoire, the 

Conservatori Professional de Música i Dansa de Mallorca, opened a department for 

traditional music offering lessons in Mallorcan folk instruments, ethnomusicology 

and theory. The department came from an idea of core revivalists and was suppored 

by Damià Pons, the socialist Minister for Education and Culture for the Balearic 
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government between 1999 and 2003. Subjects taught included xeremies by Rotger, 

flabiol by Rubio, singing by Majoral, instrument making first by Morey then by 

Horrach, history of ritual dance by Carbonell, traditional dancing, string instruments 

such as bandurria, llaut and guitar, and a harmony course adapted to traditional 

music (Rubio in Es Grall, November 2009:11). This was a huge step for local 

traditional music, as it raised its profile on a par with Western art music and dance. 

Recognised by the highest musical institution of the region, the xeremies and other 

folk instruments were no longer backward and rural. They were taught alongside 

classical instruments, thus gaining in status and credibility, rewarding the core 

revivalists for their relentless work.  

However, despite this step forward, there were problems with the courses 

offered. First of all, although registration fees were the same for classical and 

traditional students, the traditional course did not offer the same qualifications as 

Western classical music courses. Whereas other musicians received a university 

degree at the end of their musical studies, the two-year traditional course did not 

provide any officially recognised qualification. On top of this, publicity and 

administration was poor. Any communication with the administrative department 

proved difficult, and this deterred many prospective students who saw their emails 

and requests ignored year after year (Genovart, personal communication, 16 June 

2012). My experience echoed this, as I was completely unaware of the entrance 

exams in 2011 despite writing to the institution on several occasions. In 2010, the 

traditional music department still looked prosperous and people talked about meeting 

the Bologna framework, which would have lengthened the course to four years and 

provided students with a recognised degree (Ultima Hora, 1 March 2010).70 

However, by the end of 2012, the conservatoire announced71 it was to shut down the 

traditional music department, despite having enough students to stay open (according 

to the Diario de Mallorca, 27 September 2012). The last three students, Càndid 

Trujillo, Joan Munar and Joan Sebastià Mateu Martinez, graduated in September 

                                                

70 http://ultimahora.es/noticias/cultura/2010/03/01/4214/los-estudios-de-musica-tradicional-se-

reformaran-para-adaptarse-a-europa.html, last accessed 3 May 2015. 
71 http://www.diariodemallorca.es/sociedad-cultura/2012/09/27/conservatori-suprimira-especialidad-

musica-popular/796834.html, last accessed 3 May 2015. 
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2014 after presenting their final dissertations. The decision to close the department 

caused anger and disappointment, and two of the students, Munar and Trujillo, wrote 

an open letter protesting the decision that was published on 24 October 2012 in the 

local newspaper, Diario de Mallorca.72 They ended their letter by claiming that 

‘cancelling this course is equivalent to destroying part of our cultural baggage that, in 

today’s political times, has been sufficiently scorned’. Their anger was not only 

directed at the Conservatoire but also at the general atmosphere in the cultural world 

that followed the change of government in 2011. Indeed, after several years of a left-

wing government, the Partido Popular was elected back into power because there had 

been no improvement in Spain’s economic situation.73 This shift was strongly felt in 

Mallorca’s traditional world, as funding was drastically cut and many music courses 

and groups found themselves unable to continue their activities.  

!

Publishing and disseminating knowledge 

Publications have played a major role in the concentration of knowledge 

about the xeremies; authors have gained much respect from their peers. Artigues was 

the first revivalist to publish his notes, interviews, transcriptions and observations, in 

1982. Although other publications mentioned the xeremies in the nineteenth and 

twentieth centuries, including Salvator (1889), Noguera (1908), Galmés Riera 

(1952), Amades (1950) and Ensenyat (1975), they generally did so only as part of 

Mallorca’s traditional musical scene. In 1984, Massot i Planes published the 

Cançoner musical de Mallorca extensive archives gathered in the late 1920s (see 

Chapter 3), thus providing the folk music world with more accounts of the past but 

again offering no specific focus on the xeremies. Artigues’s first book, in 1982, was 

therefore groundbreaking as it dedicated all of its 260 pages to a history of bagpipes, 

to interviews with older xeremiers, to the construction of instruments, and to basic 

notions of how to play the instrument and its repertoire. In 1989, Artigues published 

a second volume with Joan Morey, this time focusing more on instrument 

construction. Morey wrote an additional volume in 1997 dedicated to tuning and 

                                                

72http://www.diariodemallorca.es/servicios/cartas/cartaLector.jsp?pIdCarta=17185&pRef=201210240

0_0_0__Cartas, last accessed 3 May 2015.   
73 http://en.wikipedia.org/wiki/Spanish_general_election,_2011, last accessed 4 May 2015. 
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pitch issues as well as the colla repertoire; he included many new compositions, but 

his detailed piece of work unfortunately remains unpublished. Finally, Artigues 

published a shorter and updated version of his 1982 publication in 2000, and this is a 

volume that many pipers own.  

The opening of the conservatoire classes in 2000 produced dissertations, 

since writing an extended piece of work was compulsory for completing the folk 

music course. This led to many short but in-depth studies on different aspects of the 

folk music world, including the xeremies. One of the most notable studies to have 

emerged from this course is Frances Huguet’s impressive archival work (2007), 

which lists all compositions and melodies for or featuring the xeremies from the 

eighteenth century onwards. Huguet went beyond the conservatoire’s requirements 

as his passion for the subject took root. He published his dissertation in the 

conservatoire’s edited collection, providing Mallorca with a comprehensive and 

extremely detailed list, featuring not only manuscript examples but also recordings 

on two DVDs. Huguet now teaches the xeremies in Buger, a small town at the 

bottom of the northeastern mountains. He is an avid recorder player and during the 

day works as a nurse. Recently, Trujillo completed his own dissertation (2014), 

providing Mallorca with a comparative study of the oldest known set of bagpipes on 

the island and the first finished prototype developed by Rotger and Rubio with the 

help of Anton Varela from Galicia.  

Xavier Carbonell, composer, historian and (ethno)musicology lecturer at the 

conservatoire, very respected by his students, is a prolific author who has written 

many articles on the history of the xeremies. Thanks to him, the important 

iconography in Mallorca has been analysed and documented, using historical texts 

and informed by the research of others. Other local historians and researchers include 

Francesc Vallcaneras, who has mainly focused on dance and costumes, Aina Sansó, 

who has written a history of Manacor’s cossiers (1987) in collaboration with Maria 

Galmés Riera and Maria Coloma Gelabert Bassa, and Antònia Maria Sureda i 

Colombram, who wrote some articles about the social history of the xeremies (2002, 

2004). Scholars linked to the bagpipes include ethnomusicologist Jaume Ayats who 

has contributed articles about singing (2005, 2008), and musicologist Frances Vicens 

who is knowledgeable about patron saint celebrations (2008, 2009), local singing 

(2011, 2005) and pop music during the tourist boom (2012, 2013). Parets and 
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Rosselló (2003, 2004a, 2004b, 2004c) have provided an impressive compilation of 

all references and quotes about music found in local documents from medieval times 

to today, including newspapers, chronicles, and official and ecclesiastical documents. 

Rotger and Alonso (2007) have produced a wonderful volume focused on the 

ministrils and joglars from the thirteenth century onwards as they explored the 

island’s institutional musicians. The Escola de Música i Danses published a CD 

(2007) and a book (2009), indirectly documenting the xeremies whilst exploring 

Mallorcan dance both today and in the past. The school’s director remains interested 

in contra-dance and its influence in Mallorca. Cultural activist and pharmacist Toni 

Torrens, along with other collaborators, have facilitated the publication of many 

texts, CDs and DVDs that document local celebrations, musicians and customs. One 

of these is a double compilation album of the repertoire of the Aloy brothers that 

comes complete with an extensive booklet written by Rafel Moll (2011).  

The cultural association Albopàs, which promotes local customs and 

organises cultural events, has an editorial team that helps with publications. Two 

magazines (1999, 2004) were dedicated to the xeremies, and were published for the 

fifth and tenth anniversary of the bagpipe meetings of Sa Pobla organised by Toni 

Torrens. Both interview musicians, retrace historical facts and recount more recent 

events and history, thus giving an overall account of activity. These two issues can 

be considered as precursors to the quarterly magazine Es Grall, founded in 2009 by 

Antoni Genovart. As a latecomer to the scene, Genovart realised there was a lot of 

background that he was unaware of: early history, the revival, local xeremies 

politics. All were intertwined but confusing, and he decided to create a forum that 

would enable everybody to tell their stories, thus committing to print the multiple 

versions and visions present in Mallorca (Genovart, interview, 16 June 2010). The 

first Es Grall issue came out in November 2009, subtitled ‘The xeremiers’ 

magazine’. Es Grall publishes varied and detailed interviews with different people 

and is regarded as one of the most consistent and complete publications documenting 

the xeremies. Personally, it has proved an invaluable source of information, as it 

gathers much from the many different actors in the world of the xeremies, oscillating 

between different ideologies and the various schools of practice.  
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Figure 42: Front cover of the first edition of Es Grall, November 2009.  

Photograph : www.esgrall.com. 

 

5  Marking new musical territories: outgrowths and their ramifications 

The opening of multiple courses and the surge of interest in the instrument, 

now perceived as less old fashioned, marked the beginning of a new wave during 

which many who would have previously been mere observers were now able to buy 

an instrument and learn how to play it. Councils and town halls were increasingly 

interested in local culture, supporting the opening of classes and financially assisting 

the establishment of certain groups. This led to the formation of different kinds of 
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ensembles and to the regular organisation of trobades (meetings, gatherings) that 

created a new community of xeremiers. This part of the revival process can be 

conceptualised as the ramifications of the initial efforts of core revivalists (after 

Bithell and Hill 2014:4). After years of practicing in a quite controlled circle, the folk 

music world suddenly expanded, spreading exponentially and entering a new post-

revival phase in which new allegiances were formed and a new order established. 

This, of course, did not happen without growing concerns among some more 

traditionalists for the maintenance of historical elements of xeremies’ practice, such 

as the colla duo and the instrument’s role in festivities. The next section details the 

outgrowths of the revival. 

!

Bagpipe Gatherings 

Bagpipe gatherings, trobades, were organised sporadically throughout the 

twentieth century. The renewed interest in colles, however, led to more regular 

gatherings, and after a first trobada in Montuiri in 1974 mentioned by Majoral earlier 

in this chapter, another was organised in Manacor in 1985. Its main objectives were: 

to introduce this ancestral instrument as an important element of our popular 

culture, dance to the sound of it, see how it is built and continue the tradition 

as much as possible without falling back into folklorism and without losing 

sight of our cultural dynamic ... The Trobada de Xeremiers aims to be .... an 

eminently popular festa, in which people are not limited to being observers 

but actually revel in themselves. It will not be a procession of xeremiers but a 

popular festa accompanied to the sound of the xeremies. Thus, today we are 

going to party (Manacor Comarcal, 12 January 1985).  

The 1985 trobada, as part of a larger village fair, was part of the effort to re-

introduce elements of spontaneity, re-familiarising the inhabitants of Manacor with 

their participatory role in the event, to revel in the sound of the xeremies. However, 

the best known of the trobades that are still held in Mallorca today, created in Sa 

Pobla in 1995, has become more of a social gathering for pipers than a spontaneous 

celebration with locals, although it is still integrated in a village fair. Toni Torrens, 

the pharmacist and patron of musical culture, organised the first bagpipe gathering in 

Sa Pobla, his home town. The town had long been famous for its glosadors, singers 
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of improvised songs. He gathered 40 xeremiers, young and old (Ballester 1999:41) to 

perform and share a meal in what was, overall, considered a great success. In 1996, 

the first instrument-making fair was organised alongside this gathering of musicians, 

promoting local artisanship. In 1997, the first group from outside Mallorca was 

invited to play. In 1999, for its fifth anniversary, the trobada gathered 76 local 

xeremiers (both xeremies and flabiol players); in 2004, 203 were present, a testimony 

to the musical boom that had taken place (Albopàs 2004:38-39). In 2011, Es Grall 

made an inventory of 409 xeremiers, including 34 from outside Mallorca (Bonet 

2012), which marked the revival as a local phenomenon, located on the island rather 

than in diasporic groups around the world.  

The current Trobades de Sa Pobla attract a couple of hundred pipers every 

year. The gatherings feature an evening concert on the Saturday with a local and a 

foreign band featuring other kinds of pipes, a Sunday morning dedicated to informal 

playing, an instrument maker’s fair, and a short procession through the town’s streets 

with the popular cabezudos, traditional figures of men and women wearing huge and 

often grotesque heads. The trobades end with a communal meal of arroz brut, a local 

rice dish, where different colles and bands give informal performances. The 

gatherings are social moments where xeremies enthusiasts share news and music, 

meet like-minded individuals from other villages and play together.  

As local xeremiers and bandas emerged from villages, other towns decided to 

organise their own trobades and invite xeremiers to share their music in a friendly 

environment, thus actively supporting the bagpiping community. Regular trobades 

are now organised in Sóller, Ses Salines, Sa Pobla, Manacor and more recently Deià. 

The cacophony of gatherings and the growing numbers of enthusiasts has led some 

individuals to avoid them, feeling they do not value the traditional aspects of the 

instrument such as the colla formation. Some also express their dismay at people 

who come with an instrument over their shoulder, proclaiming they are xeremiers 

while not knowing how to play properly and having no true knowledge of what being 

a piper actually involves. Many, however, take the opportunity to participate and 

socialise with fellow xeremiers. 
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Figure 43: Trobada de xeremies, Sóller, 18 August 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

Ministrils 

The Ministrils, officially attached to the Consell de Mallorca (Council of 

Mallorca), were refounded in 2001 by Josep Rotger. Historically based on the 

musical formation attached to the Great and General Council, Mallorca’s supreme 

political, administrative and representative body founded in 1373 (Piña Homs 1977; 

Alonso and Rotger 2007), the Ministrils became part of Palma’s town council, the 

Ajuntament, when the Great and General Council was abolished in 1718, replaced by 

town councils and a civil government (Alonso and Rotger 2007). Establishements 

that had belonged to the Great and General Council were passed to town councils so 

Palma inherited, amongst other things, the Ministrils and the Tamborers de la Sala, 

an official drummer’s group. The Ministrils, a formation of woodwind and brass 

instruments including flutes, shawms and trumpets (Alonso and Rotger 2007:117), 

slowly declined, and disappeared completely in 1882 after the creation of the Banda 

Municipal, the town brass band. The town council endeavoured to revive the 

Ministrils three times, in 1899, in 1929 to celebrate 700 years of the reconquista, and 
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in 1994. According to Rotger, in 1994 the town hall hired five young men with 

modern instruments to play at official events for two years before the whole venture 

was abandoned yet again (Es Grall, March 2010:33).  

In 2000, the Consell de Mallorca – created in 1978 during the pre-autonomy 

parliamentary discussions for Spanish regions – was given executive powers. This 

allowed Mallorca to finally have a fully functioning government for the island.74 

These favourable political developments led Rotger and Rubio to offer to create a 

new group of ministrils that would be attached to the Consell. The left-wing 

government accepted the offer and the new ministrils started playing in 2001. The 

instruments initially chosen included a horn and a sacquebut, two shawms, a set of 

xeremies, a flabiol, a tamborí and an extra drum. As the group expanded to 11 then 

15 musicians, other historical brass, woodwind and percussion instruments were 

added (Alonso and Rotger 2007:215). The re-invention of the group was further 

justified by a 223-page volume that retraced the history of the official musicians in 

Mallorca. In its final chapter, Rotger wrote: 

The ministrils earned 25 pounds annually and were contractually obliged to 

attend official events on foot or on horseback. At big festivities they played in 

public next to the military forces ... Right until they disappeared, they 

accompanied the Magnific Jurats (magnificent jury) of the Kingdom of 

Mallorca, and later the governors when ... the former were disbanded. Thus, 

our idea was that such a highly significant institution like the Consell de 

Mallorca, with a major lack of representative ceremonial bodies, should have 

their own ministrils, as, in a way, this institution is once again becoming the 

government of Mallorca just like the Great and General Council previously. 

Furthermore, why shouldn’t the Council benefit from its own ceremonial 

musical formation? (2007:213) 

The historical justification, clearly established in this passage, anchors the group to a 

glorious institutional past. The historical links went beyond the use of early 

instruments, as the musicians also recreated a costume based on eighteenth-century 

outfits, tailored in green velvet in order to honour the Consell’s official banner. 

                                                

74http://www.conselldemallorca.net/?&id_parent=478&id_section=1042&id_son=1043&id_grandson

=1049, last accessed 5 May 2015. 
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Reforming the Ministrils proved to be a successful venture, and they played many 

times each year at official events that included Maundy Thursday, where they 

accompanied a Consell-owned miraculous effigy of Christ around town, and other 

religious and official events such as the investiture of the President and for official 

inaugurations. The Ministrils were also contracted to do a certain amount of concerts 

a year in different villages (Rotger in Es Grall, March 2010:35). The Consell paid 

the musicians a monthly salary, covering rehearsals and a number of set 

performances. However, after the financial crisis of 2008, the right-wing 

government, imposing severe austerity measures, led to reduced funding and the 

Ministrils gave their last concert in December 2011. Despite talks of reduced salaries 

and performances, the Consell decided to cancel their services. They did, however, 

retain the Tamborers de la Sala, a second body of musicians that had been re-instated 

with period costumes in 1980 by Rotger and Rubio, with Joan Berga Cifre as drum 

major (Trujillo 2013). 

 

!
Figure 44: The Ministrils playing in front of the Consell de Mallorca, Palma, 2011. 

Photograph: Cassandre Balosso-Bardin. 
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The emergence of bandas 

The creation of bandas marked a turning point in the revival. With so many 

people wishing to learn and play, village groups were formed, some of which 

evolved into bandas, groups of bagpipes, flutes and drums, sometimes with a bigger 

bass drum that enabled the other musicians to hear the beat. Although bandas seem 

to be modelled on Galician bandas de gaitas, which in turn were influenced by 

Scottish pipe bands, the Mallorcan formations did not seem to aspire to the same 

uniformity and disciplinary rigour. Indeed, gatherings were devoid of competition, 

and focused more on exchange and friendship rather than musical prowess. During 

my fieldwork, I was mostly involved with two very different bagpipe groups: the 

Xeremiers de Sóller and the Xeremiers del Puig de Sa Font.  

The Xeremiers de Sóller were created on 1 December 2001. Pep Forteza, 

artistic director until 2014, grew up in Sóller but did not remember any local 

xeremiers playing at town celebrations when he was young. Xeremiers from other 

villages – such as the Llargos – would come and play. Forteza remembered how the 

latter refused to teach him tunes; he learned them anyway by secretly recording them 

one year and listening to the tape. Forteza was involved in a number of musical 

groups, playing different wind instruments. His preferred instruments were the 

flabiol and tamborí that he had learned in order to accompany the revived cossiers of 

Sóller. Eventually, the folkloric group Aires Sollerics, where Forteza played the 

recorder, decided to buy a set of xeremies from the Llargos. Forteza learned one tune 

to play at performances but the experience was not enjoyable: he could not play for 

more than three minutes at a time, as the bag would lose a lot of air. His xeremies 

soon became unplayable, so Forteza abandoned them until a young man, Tomeu 

Frau, built a new set that functioned. With the new instrument, Forteza played in a 

colla for a few years, playing at local patron saint celebrations (Forteza, interview, 

26 June 2012, Sóller).  

Later, he played with the Xeremiers de sa Garriga, one of the first bandas of 

xeremies formed around 1992 or 1993. They played at the Firó de Sóller, Sóller’s 

main annual celebration, a three-day re-enactment of a pirate attack in the 16th 

century. This had been revived at the beginning of the 1990s. The xeremies were not 

properly taught or played in Sóller until the col.lectiu de pagesos (the peasant’s 

collective), one of the organising bodies of the Firó, asked xeremiers from Sa Pobla 
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to give lessons to locals. After two years of informal lessons and playing at the Firó, 

Forteza and others decided to create their own association called the Xeremiers de 

Sóller. Its goal was to promote 

cultural activities relating to traditional music of the islands, preferably with 

the traditional instruments of Mallorcan folklore, the xeremies, flabiol and 

tamborí. The association also has the objective to encourage the presence of 

these instruments at cultural events and local celebrations, and to promote 

courses for learning these instruments.75  

The artistic direction of weekly rehearsals was left to Forteza who, despite having 

not been formally trained in music, accepted the role and learned on the job, asking 

music teacher and flabiol player Pilar Calafell for advice when he needed it (Forteza, 

interview, 26 June 2012, Sóller). In 2015, the group counted around 20 members 

with a nucleus of seven to 15 used for different performances. They performed a lot 

in their hometown but also travelled abroad to perform at festivals in Spain and 

across Europe, promoting Mallorcan music and extending their networks. Their 

Facebook page encourages friends to join their group, stating that, ‘Between us all, 

we will transform the most Mallorcan of instruments in existence into the island's 

musical reference’.76 The Xeremiers de Sóller consider themselves representatives of 

Mallorcan culture: they promote what they play as traditional Mallorcan music and, 

when performing at festivals outside the island, they dress in traditional Mallorcan 

costumes.  

Despite their flourishing activity, Forteza recognised that the group was 

limited musically, not only by the instrumentation – he would have liked to 

collaborate more with the local brass band, for example – but also by the level of 

musicianship. He estimated that only two of the younger musicians were good 

enough to play ‘wherever they wanted’, and dismissed other members’ erroneously 

high opinions of themselves. He saw the banda as a hobby that gave him much 

pleasure, but was aware that ‘to be a professional musician you have to be very 

good’, giving the example of Rubio whom he admired: ‘many people have tried to 

undermine him but ... no one has ever reached his level’. Forteza was also impressed 

                                                

75 http://www.xeremiersdesoller.com/Presentacio.htm, last accessed 1 May 2015. 
76 https://www.facebook.com/groups/50850733589/members, last accessed 24 June 2013. 
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by the young musicians in the band Boc. Unlike others, he told me, he was happy to 

recognise their excellent quality of performance and didn’t want to criticise them as 

others might do out of envy, saying things such as ‘they are good, but...’ (interview, 

26 June 2012, Sóller). However, whether professional or not, the presence of the 

group in Sóller radically changed local opinions about the bagpipes. Tomeu Marroig, 

one of the younger members of the band, recalled to me how people’s attitudes had 

changed over the years. Thanks to the band’s important role in the Firó, xeremiers 

became more and more visible and popular. Whereas his school friends used to make 

fun of him for playing the flabiol, the xeremiers became local celebrities: ‘In ten 

years I went from being laughed at to becoming the superstar of the village’ 

(Marroig, interview, 9 January 2012, Sóller).  

 

!
Figure 45: Xeremiers de Sóller playing during the Firó celebrations, Sóller, 2012. 

Photograph: Cassandre Balosso-Bardin. 
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Another, very different, group is the Xeremiers del Puig de sa Font from the 

northeastern part of the island, directed by Antoni Genovart. When asked to buy an 

instrument in the late 1990s, Genovart chose to order a bagpipe in C, moving away 

from the more common C#, as it would mean he could play with guitar and piano. 

After several years of learning how to play at San Llorenç with Rafel Bauzà, he was 

approached in 2003 by the local town hall at Son Servera, which wanted to open a 

class for xeremies and flabiol. As no one else was available to teach, Genovart 

agreed to give lessons. Two years later, in 2005, he started teaching in San Llorenç. 

A year later, Rafel Bauzà left the school in Artà and Genovart took over. Finally, in 

2007, he started teaching in Capdepera, a neighbouring town. Genovart founded the 

Xeremiers del Puig de Sa Font in 2005 with students from his different classes. As it 

grew in size, he started to write transcriptions and incorporate innovative elements 

such as second voices that were previously inexistent in the Mallorcan colla 

repertoire.  

Genovart had a clear vision of his band, detaching it from the rest of the 

traditional world: ‘If you are going to play the xeremies, you should do it well. With 

our group, we decided to break away and play the music that we liked. There are lots 

of people who play the jotas and boleros much better than us’ (interview, 16 June 

2012, San Llorenç). The Xeremiers del Puig de sa Font are an eclectic group with the 

usual bagpipes, flutes and drums alongside trombone, clarinet, and the Catalan 

shawms known as tarotas. Their music is also consciously different, a decision made 

from the start. Genovart decided to create a whole new repertoire for his group that 

would include compositions, some of which are interpreted by other bandas such as 

the Xeremiers de Sóller, and arrangements of other non-traditional Mallorcan 

repertoire, often keeping a medieval aesthetic. Defending this repertoire, he argued to 

me that the rest of the island played Mallorcan traditional music and that many of 

them played it extremely well. He decided to not compete with other traditional 

musicians but to use the xeremies as an instrument per se, using it to play in a group 

with a re-invented repertoire: ‘We play tunes that are slightly fast. We have a lot of 

fun. If we do it the right way or not, I don’t know’. The group plays for local 

festivities run by town halls and collectives but also for tourist events and staged 

concerts. It is often placed apart from other Mallorcan xeremiers due to its 

instrumentation, arrangements and tuning. Genovart noticed that at some bagpipe 
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gatherings, people would talk through the presentations of other bands but stop and 

listen to Xeremiers del Puig de sa Font’s music because it was different. At the same 

time, it was difficult for them to play with other xeremiers at trobades, as they 

played in C rather than the more common colla instruments in C#.  

!

The rise of female xeremieres 

Another consequence of the changing scene was the gradual introduction of 

female xeremieres to the scene. The world of the xeremies has clearly been male-

dominated. Initially played by men from a specific professional background 

(shepherding), the colla was largely percieved as a masculine activity. This, 

however, changed as women began to integrate themselves into the scene. However, 

despite new female participation, the xeremies still remain largely male-dominated. I 

briefly explore here the reasons for this, relating to discourses of masculinity 

elaborated mainly by Kevin Dawe in his studies of Cretan lyra players (1996, 2004). 

In 1980, Antonia and Catalina Garí, two sisters from a village in the 

southeast, Ses Salines, started playing the bagpipes and the flabiol and tamborí. In 

their late teens, they began to learn with l’amo en Joan Pubil, a well-respected piper 

in the village. Their apprenticeship mirrored that of other well-recognised colles 

today who are central to the revival movement. They learned by ear, reproducing 

Pubil’s melodies and copying his finger movements. Catalina even learned how to 

play the xeremies as a left-handed person, with the right hand on top, mirroring Pubil 

(Es Grall, April 2014:23). Although they did not recall why they decided to learn 

these instruments at a time where few had any interest in them – neither Pubil’s 

grandchildren nor any other locals had ever asked him to teach them – they would 

later note simply that these were ‘their’ instruments and ‘their’ music. The intonation 

of the possessive, ‘their music’, implies that this is music just as intimately linked to 

their identity as it was for male musicians. Their arrival on the bagpipe scene was 

met with reserved enthusiasm, although the two first female xeremieres admit that 

older xeremiers were surprised. They were a novelty and would regularly hear 

people commenting on the fact that they were women: ‘Everyone looked at us, we 

were ornamental, like a fairground attraction’ (Es Grall, April 2014:24). Despite this, 

they did not notice older xeremiers being troubled by their presence. Younger male 

colles, that had formed in the late 1970s and early 1980s, were thought more hesitant 



!
195 

to accept them. On certain occasions, during my fieldwork, I asked revivalists why 

there were so few women xeremies players. On the contrary, came the common 

reply, there used to be a colla in the 1980s, but they were not good musicians. They 

added that they had nothing against women playing the pipes, but they were keen to 

establish a level of quality that they felt these sisters had not met. The pipers closed 

our conversation after telling me that one of Pep Rotger’s students was a good 

xeremiera, and also a flute player at the conservatoire.  

There is a considerable discrepancy between female xeremies players and 

female flabiol players. The ambiguity of the term ‘xeremier’, which can refer to 

either a flute or bagpipe player, does not let one recognise the gender imbalance 

between both. During my fieldwork, I regularly saw female flabiol players, some 

with a high level of musicianship. I could count between 90 and 120 female 

xeremieres in Mallorca (as confirmed by Es Grall 2014), out of which probably a 

dozen were bagpipers. I came to ask myself why this difference existed between the 

two instruments. Why would women choose the flute and drum over the bagpipes? 

Although there was little information to form a satisfactory explanation, I will 

attempt to provide several elements of a putative answer that may shed light on this 

phenomon.  

The first most obvious argument is that bagpipes, and more so the Mallorcan 

bagpipes, are an extremely physical instrument. The drones hang in front of the bag 

and create a counter-weight that, at the start, renders performing uncomfortable. As a 

theory for the lack of women pipers, however, this must be refuted because of the 

fact that some women have become accustomed to this extra weight and can play for 

long periods without tiring. The typical blackwood drones are also commonly 

replaced with lighter indigenous woods such as almond. Additionally, many young 

men start to train at an early age such as 13 or 14 when they do not have the strength 

of a fully grown man, so there is no truth in the idea that bagpipes cannot be played 

by slightly-built people. However, the perception may actually be part of the 

imagination of women who want to start playing an instrument. Flabiolera Maria de 

Lluc Fiol Paris of the Xeremiers de Sóller told me that she thought the flute would be 

more accessible and ‘easier for her lungs’, although she admitted she had never tried 

to play the bagpipes (interview, 7 September 2014, Santa Margalida). Her colleague, 

Magdalena Deyà Miró, did try to play the pipes but said that her neck would swell, 
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implying that it did not present a good visual aesthetic. She justified choosing the 

flabiol over the bagipes by saying it was ‘more fun to play two things at the same 

time’, and that one could go further musically with the flabiol than the xeremies: 

‘When you know how to play [the xeremies], you can’t go any further, but there is 

always something to learn with the flabiol and tambor’ (interview, 7 September 

2014, Santa Margalida). Both women gave an additional reason for choosing the 

flute and drum over the pipes: the former were much more economically accessible 

than a set of bagpipes. The flute and drum would set one back around €300 

compared to a minimum of €800 for bagpipes. According to Magdelena this meant 

that starting the bagpipes was more risky, in case one didn’t enjoy them. Maria de 

Lluc added that many people started with the flute and then moved on to the 

bagpipes.  

 

Figure 46: Maria de Lluc Fiol (left) and Magdalena Deyà Miró (right), Santa Margalida, 2014.  

Photograph: Cassandre Balosso-Bardin. 

 

Another element of answer can be found in studies on choices of instrument 

according to gender. Studies carried out around the world over the last 40 years, from 

the 1970s to the 2000s, have shown that girls tend to choose the flute over any other 

instrument, while boys are more drawn to percussion and brass (see, for example, 
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Fortney, Boyle, and DeCarbo 1993; Graham 2005; Abeles 2009:130). Confirmation 

comes from McLeod, who in 1993 wrote, ‘it … seems that the flute has long been 

accepted as an appropriate instrument for women’ (cited in Sheldon and Price 

2005:44). Armed with this, it is not so surprising to see Mallorcan women choosing 

the flabiol, an instrument close to the orchestral flute. As a socially acceptable 

choice, it is an obvious instrument for women, despite the additional percussive 

element given by its drum pairing, which, according to the studies mentioned above, 

would traditionally be a more masculine instrument. The Xeremiers de Sóller 

illustrate the phenomenon well, as all five bagpipe players are male but nine of 17 

flabiolers are female.   

A third element of answer, which feeds into the previous elements, is that the 

xeremies have retained part of their masculinity. Toni Torrens describes them as 

being ‘mascle’ which can translate as masculine or macho (Es Grall, August 

2013:4). In 1997, Lucy Green wrote how ‘both boys and girls tended to restrict 

themselves or find themselves restricted to certain musical activities for fear of 

intruding into the other sex's territory’ (1997:244). Kevin Dawe, in his explorations 

of the Cretan lyra, explores the role of the instrument in the representation of 

masculinity, showing how, through its music, men control space and social situations 

(1996, 2005). In Mallorca, bagpipes still exude a certain masculine feeling both 

through their being monopolised by professional musicians who are all male, and 

through the wider perception of this instrument, which is unconsciously perpetuated 

by both sexes. And so, despite arguing that the xeremies were not, in her opinion, a 

man’s instrument, Magdalena Deyà stated in an interview that she thought that ‘the 

flabiol is ... more reasonable, more delicate, ideal for the feminine side. The xeremies 

are louder, the role of the man. I think that’s why’ (interview, 7 September 2014, 

Santa Margalida). Both Garí sisters told me how, when they first started playing, 

people would comment, ‘But aren’t these men’s instruments?!’. Deyà added that 

when they first played, men would call out to them; they were perceived as trophies, 

and a male piper would stand behind them at celebration so that other men would not 

bother them. Now, however, people see them and comment: ‘You can’t touch them, 

they are xeremieres’. In this way, people acknowledge their status as they would do 

male musicians. The Garí sisters explain how in the 1980s they were not perceived 

as young people by the other xeremiers but just as ‘the girls’: ‘you could see that 
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they thought it was a joke, a trivial thing, as in, her dad bought her some bagpipes 

and in two years they will have given them up’ (Es Grall, April 2014:22). To set the 

record straight, the sisters bought their instruments with the money they earned 

playing at festivities, borrowing their teacher’s instruments for the first two years. 

More recently, when I asked the teenage daughter of a xeremier if she had any 

interest in traditional music, she said she did, but when I suggested she play the 

bagpipes, she shook her head and said she would rather play the flabiol, as she 

thought only men played the bagpipes so she would be the only girl in the class. Her 

perception was that bagpipe playing was a completely male dominated field and was 

therefore too intimidating to step into for a teenage girl. 

In Crete, showcasing masculinity, or performing manhood, involves, 

according to Herzfeld (1985), ‘stealing sheep, procreating large families and besting 

other men in games of chance and skill’ (Dawe 1996:97). Through his description of 

a wedding performance, Dawe shows that masculinity is made more prevalent 

through masculine lyrics in improvised verses (mandinades), by the control of the 

lyra player over other musicians through leading themes and interjections or gunfire 

that mark ‘a decisive contribution to a communal machismo’. Other masculine 

attributes are the ‘celebration of unruly selfhood’ (Herzfeld 1985:272) that both 

Dawe and Cowan (1990:227) analyse in relation to excessive consumption of alcohol 

combined with other more honourable ways of asserting manhood in the community 

(Dawe 1996:108). In such a situation, the only semi-professional female lyra player 

was over-looked and not commented on as she herself reproduced cues that reflected 

her status as a woman by singing songs of longing for a man and by not using the 

same musical license that men would (Dawe 1996:108-109). Back in Mallorca, 

women cited behaviour traditionally attributed to men as something that prevented 

them from being fully accepted as xeremieres. Indeed, the xeremies was and still is 

closely associated to excessive revelry and a certain degree of debaucherie. This may 

contribute to the fact that female musicians decide not to engage with the bagpipes at 

professional levels. During a roundtable organised in Sa Pobla in November 2013 

about women and bagpipes, Antonia and Catalina reported how during village 

celebrations colles were invited to drink profusely from 8:00 in the morning in every 

café they visited: ‘We wouldn’t be able to keep up … we’d be completely drunk’. 

They mentioned the controlling role of a mother in society: ‘Usually, xeremiers go 
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with fathers and sons, but imagine going out to party with your mother’, one sister 

exclaimed, laughing. The strong traditional role of the woman as someone who keeps 

order and makes sure that nothing improper happens seems to have stopped women, 

especially at the beginning of the revival, from embracing the xeremies’ culture. 

Aina Sansó, who started to play with Antoni Artigues in 1981, gave no reason for 

stopping playing in the early 1990s. Artigues, however, in a private interview at the 

university, told me that Sansó had stopped playing when she got married. Obviously 

disappointed about this even 20 years later, Artigues told me that he thought her 

husband probably disapproved of her involvement in such a disreputable scene. The 

Garí sisters also stopped playing after marrying, moving away from the village or 

starting work in Palma. When Catalina tries to play the bagpipes nowadays, she said 

that her son laughs at her; her sister Antonia has started going to local classes again 

with young xeremier Candid Trujillo, ‘who is my son’s age’ (Es Grall, April 

2014:23).  

These examples indicate that social roles embedded in the fabric of society 

refrain women from fully embracing the xeremies. Bagpipes are an instrument for 

the street and public spaces, spaces traditionally thought of as male-dominated and 

relatively hostile to women, compared to domestic spaces (see Briganti 2013; 

Gardner 1990; Condon 2007). As Abeles and Porter point out, gender issues ‘limit 

the range of musical experiences available to male and female musicians’ (1978:65). 

As society changes, however, so can gender roles in music, a fact visible today in the 

growing number of female flabiol players but also the few xeremieres who dare pick 

up the bagpipes despite their continuing masculine image: both Magdalena and 

Maria de Lluc confirmed that the world was changing, albeit slowly; they gave me 

the example of Fornalutx, where all three current bagpipers are female. On a 

personal note, I never found the world of the xeremies closed to me despite being 

female. This may reflect my status as an outsider and a researcher, which removes 

me from the local social fabric.  

 

6  Consequences: success or decadence? 

Mallorcans are still finding a balance between preservation of tradition and 

innovation (after Livingston 1999:71), struggling between the colles and the bandas. 

During my research, I noticed the constant battle going on, criticism voiced from 
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both sides as many tried to justify their practices over the other. A few, however, 

were less vocal as they quietly observed the clashes caused by different allegiances. 

Some, of course, had vested interests as teachers, or were prominent community 

figures, so had to be careful not alienate one group or another. Others were more 

detached and simply deemed the dispute irrelevant. 

A lot of criticism was expressed about bandas created in villages, mainly 

questioning the quality of musicianship and the ability to carry out the proper duties 

of xeremiers during patron saint celebrations. The Xeremiers de Sóller defended their 

group practice by saying that playing in a large ensemble was not easy, as the 

musicians needed to listen closely to the other instruments in order to create a unified 

sound. On the other hand, colla defenders would state that playing in a duet was 

much more difficult and demanding, as neither member is supported by a group and 

their performance must be precise, fully attuned to the flabiol. Others defended both 

practices, agreeing that the colla must not be forgotten as it is historically meaningful 

and fulfills a social role that a local banda cannot replace, but countering that bandas 

are legitimate formations allowing people to pursue their interests in Mallorcan 

music, giving them opportunities to perform and opening the field to enthusiasts as 

well as professionals. Genovart, for example, viewed the bandas as an incentive for 

teaching and learning: if students knew they would join a band after one or two years 

tuition, it provided motivation to learn (interview, 16 June 2012, San Llorenç).  

The rise of bandas did, however, create tensions as they took over annual 

celebrations, playing for street processions and festivities instead of the formerly 

more usual colles. Municipalities had hired professional colles for decades, and 

although the xeremiers remained important and recognisable figures at events, 

village bandas groups were more attractive: not only were they free to hire, but they 

involved local citizens showcasing local activity. Over the last few years, the 

growing trend to use bandas has led to increased unemployment and growing 

concern among professional colles. Not only did they lose most of their work, they 

also lost the social prestige of the colla in former times. Some colla musicians 

became embittered: ‘We worked so hard and saved their ****, and now they are 

throwing it all away’, was what one core revivalist told me.  

Joan Frontera, a younger xeremiers, was strongly against the bagpipe boom. 

He associated it with poor levels of musicianship that would never be acceptable in 
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the classical world: ‘I request a high standard from my students. They haven’t played 

in the streets because I told them about the violin’ (interview, 19 June 2012, Palma). 

The violin was used as an example because after only a couple of years learning, no 

one would be sufficiently expert to play in public. Biel Frontera Luna, who forms a 

colla with his twin brother, Pedro, explained to me how they both practiced at home 

for several years before starting to playing in public, impressing everyone when they 

finally stepped out of the house (Frontera Luna, interview, 25 May 2012). According 

to some, however, the xeremies had never been considered as a ‘proper’ instrument, 

as many people played in public after learning for only a short period. This led to 

frustration among xeremiers such as Frontera, who lamented the lack of respect for 

bagpipes, fearing this damaged its hard-earned elevated image. Despite being from a 

younger generation, Joan Frontera, like a few others of his age, direct students of 

core revivalists, was strongly prejudiced against bandas and amateur musicians who, 

he considered, were taking over what belonged to the xeremiers, obliterating the 

colla and its values: ‘It’s nice when people from the village play, but not when they 

have no idea what they are doing’. He blamed the surge of amateur pipers on 

teachers ‘who teach without knowing how to play or how to change a reed’. He 

blamed teachers who, despite being qualified musicians, let their students play 

everywhere for no fee, thus undermining the profession they were part of. Unlike 

many others and despite pressure from the local mayor, Frontera did not let his 

students play in the streets: ‘They have played for three years and they are starting to 

be critical and to criticise others. If a teacher does not teach any of this, he destroys 

the instrument’. He was pessimistic about the future for the bagpipes:  

This could be wonderful, but look at how quickly it is heading downwards. 

We’re going to go back to where we started, because those who go and play 

in the streets don’t even know how to tune their instruments. Those who hire 

them have no idea, and those who play have no idea (interview, 19 June 

2012, Palma). 

Pep Rotger, his teacher at the conservatoire, went as far as saying that the 

xeremies had become a victim of its success and that it would descend into 

‘decadence’. Having been dealt many professional blows as the economy crashed 

and as arts funding was slashed, Rotger’s dismay is understandable. However, one of 

his main concerns was the spirit at local festivities. He felt, like some others, that a 
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banda would not be able to lead villagers into the same state of revelry: ‘It's not just 

about playing, you need to know como llevar la fiesta, how to lead and animate the 

party’, he told me at the end of Montuiri's celebrations in August 2012.  

What many young xeremiers are unaware of, however, is that local banda 

members often look up to these talented musicians and place themselves on a 

different level, refusing to compare themselves with core revivalists and their direct 

students. As Genovart and Forteza indicated to me, they are well aware of their 

personal and their groups’ shortcomings and have a healthy admiration for more 

traditional musicians. This, however, does not stop them from wanting to play the 

bagpipes at their level and enjoy it as a hobby or a passion, even if they unwittingly 

change the musical landscape of the island with their enthusiasm. I have come to 

realise that the main fear of core revivalists and their students is that the role of the 

xeremier is being lost as festivities become more presentational, rather than 

participatory with the colla leading the whole village into a state of revelry. This, in a 

way, is what core revivalists have fought against their entire lives, as they have 

strived to reinstate spontaneity and unbridled celebration in local festivities. 

 

Concluding remarks 

The Mallorcan bagpipe revival began as part of a wider cultural movement 

initiated in Catalonia at the very end of the 1950s. This coincided with economic 

improvement and Spain’s joining the United Nations. Taking root in the early 1970s 

among young, urban educated, middle-class men with a vision to re-valorise the 

island’s cultural heritage, the revival was a local phenomenon that involved 

Mallorcans at home; it did not spread to the island’s diasporas in France or across the 

Atlantic. Its source musicians were old rural men who occupied point on a 

continuum of professionalisation that had been created on one hand by the increased 

opportunities of financial renumeration for performances for tourists and on the other 

hand by councils who contracted them for local patron saint celebrations and fairs. 

The old xeremiers had learned orally, and had very specific performance styles 

linked to their locales.  

The first stage of revival reproduced previous ways, as core revivalists 

learned orally from old xeremiers. However, thanks to this acquired knowledge, 
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some started transcribing and publishing the repertoire, changing its transmission 

practice. The initial years of the revival were marked by several shifts in the practice 

of bagpiping. Whereas source musicians were old, rural and used the instrument in a 

functionalist way, core revivalists were young, urban and started to use the bagpipes 

simply as an instrument that could be taken out of traditional contexts and used in the 

contemporary world. It became integrated into the exuberant street celebrations that 

were symptomatic of the transition to democracy brought by the death of Franco in 

1975, and it was developed in order to be able to play alongside other instruments. 

New groups were created, influenced by the contemporary music scene beyond 

Mallorca and beyond the borders on Spain, starting Mallorcan bands that I classify in 

the new folk music genre. These bands became the key drivers to re-introduce 

participatory dancing and celebration after years of staged performances during the 

dictatorship under Franco. The participatory nature of the revival became 

essentialised as it not only involved the audience and made for more enjoyable 

performances, but it also broke with the imposed rules of the Franco regime, fitting 

into the wider cultural activism of the Catalan region.  

As the renewed practice of bagpipes became known, individuals initiated 

training at the grassroots level. In the mid-1990s, transmission techniques began to 

change as some individual performers started to get backing from councils who 

wanted lessons in their municipalities. As courses were made available and as 

instruments became much easier to come by than they had been in previous decades, 

so many individuals not directly related to core revivalists started learning the 

bagpipes or the flute and drums. As classes sprouted across the island, there was a 

huge surge of interest. Within a few years, local groups began to form, creating a 

new incentive to learn the instruments and changing the tradition as the established 

colles became less prominent because they still belonged to the realm of 

professionals. The xeremies were recognised institutionally and regionally when the 

Consell de Mallorca revived a historical official brass and woodwind orchestra and 

as the conservatoire opened a department of traditional music, valorising the work of 

core revivalists and raising the profile of local music.  

The 2008 financial crisis and the 2011 change of government led to austerity 

measures and severe cuts in many departments including culture. This led to a 

decline in the institutional presence of the xeremies. At the grassroots level, 
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however, bagpipe meetings are still attended by dozens or even hundreds of 

musicians, and bagpipe groups continue to perform. The latter’s non-professional 

status makes them attractive for municipalities faced with shrinking budgets. 

Professional xeremiers, however, have seen their jobs that took years of building 

destroyed in just a couple of years. This led to bitter feelings of disappointment as 

their status diminished and the work they had done to bring the xeremies back to the 

island was forgotten. Whereas xeremiers used to be important and identifiable 

figures at local events, modern xeremiers now tend to be an anonymous part of a 

collective (after Ramnarine 2003:xix). The result is the opposite of the movement in 

Finland described by Ramnarine where folk musicians went from being part of an 

anonymous collective to identifiable individuals. In Mallorca, a few individuals have 

emerged from the new body of xeremiers, either due to their professional level and 

status as core revivalists or teachers, or through their membership of prominent 

bands such as Boc and Taverners.  

The core revivalists’ most striking critique of today’s piping, however, is 

their concern about the ability of new pipers to ‘lead the party’. Core revivalists have 

spent their lives ensuring that the events they play at are participatory, destroying the 

notion of the audience for local folklorised celebrations. Today, though, they see 

performative events increasingly re-introduced, very often recreating the 

performer/audience division they tried to eradicate. This provokes sharp criticism 

from the xeremiers who inherited the tradition from its older generation of source 

musicians.  



!
205 

Chapter 5 

A political instrument?  

 

 

Thirty kilometres for Catalan 

In the dead of the night on Sunday, 21 April 2012, I pulled my boots over 

three layers of socks, tugged a dark sweater over my head and stuffed my xeremies 

in a backpack along with a bottle of water. Under the quiet stare of three cats, I let 

myself quietly out of the flat trying not to wake my sleeping housemates. At the 

corner of the street a car pulled up. I opened the door and got in the passenger seat. 

‘Estas lista? Are you ready?’ Toni asked me. ‘Lista, Ready,’ I replied. He released 

the handbrake and drove off through the empty streets of Palma, heading northwards 

towards the centre of the island.  

We reached Inca by 2:30 AM, the meeting point for the march in defence of 

the Catalan language  – Xeremiers per sa llengua, Inca-Palma a peu (Pipers for the 

language, from Inca to Palma by foot). Organised by pharmacist and patron of music 

Toni Torrens and homeopath and xeremier Carles Amengual, the event had been 

triggered by the amendment of the Law of the Public Service of the Balearic Islands 

(Llei 3/2007, de 27 de març, de la Funció Pública de les Illes Balears), which stated 

it would no longer be necessary for civil servants to speak Catalan in the Balearics. 

The governor had argued that this would encourage specialists from all over Spain to 

come and share their expertise in Mallorcan facilities such as hospitals, other medical 

facilities, and so on. He had created outrage among local defenders of Catalan, as the 

amendment to the law went against the 1978 constitution. This stated: ‘different 

language modalities of Spain is a cultural heritage which shall be the object of 

special respect and protection’.77 More importantly, the amendment stood in 

                                                

77 The official translation of Article 3 of the constitution states: ‘1. Castilian is the official Spanish 

language of the State. All Spaniards have the duty to know it and the right to use it. 2. The other 

Spanish languages shall also be official in the respective Autonomous Communities in accordance 

with their Statutes. 3. The wealth of the different language modalities of Spain is a cultural heritage 
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contradiction with the Statute of Autonomy of the Balearic Islands, first approved in 

1983, namely, Article 4: 

1.The Catalan language, proper to the Balearic Islands, will have, with the 

Castilian language, an official nature;  

2. Everyone has the right to know it and to use it, and no one can be 

discriminated by the language;  

3. The Balearic Islands’ institutions will guarantee the normal and official use 

of the two languages; they will take the necessary measures to ensure its 

knowledge and will create the conditions that will lead to the complete 

equality of the two languages concerning the rights of the citizens of the 

Balearic Islands.78  

At Inca, just before leaving the car, Torrens handed me a pin and a few centimetres 

of a red and yellow striped ribbon (llaço) – the colours of the Catalan flag. I made a 

loop, and adjusted it to my backpack. In the village square men and women with 

bagpipes, walking boots and fluorescent jackets were waiting. Toni distributed llaços 

to those who did not already have them. Some had Catalan or independentist flags 

attached to their backpacks; others displayed more discreet signs of solidarity. When 

everybody was ready, the local police supervised our march out of town. When we 

reached the last houses of Inca, Amengual stopped us to state the main rule for the 

march: bagpipes were to be heard at all times except if we were walking through a 

village before dawn. And so we began our walk.  

Metres turned to kilometres as we breathed in the clean air of the Mallorcan 

night. Carles was unstoppable, his well-trained arms and lungs giving the impression 

that walking on a flat tarmac road for hours on end was child’s play. The flabiolers 

gave up first as the amount of breath needed to blow became too much. Bagpipes 

were easier to play as musicians did not have to blow constantly into the instrument 

                                                

which shall be the object of special respect and protection.’ Available at 

http://www.tribunalconstitucional.es/Lists/constPDF/ConstitucionINGLES.pdf, last accessed 25 

August 2015. For a closer analysis of this article and what it means to the different languages in 

Spain, read Mar-Molinero 1996:82-84.  
78 http://www.congreso.es/consti/estatutos/ind_estatutos.jsp?com=66, last accessed 24 August 2015, 

translation by Cassandre Balosso-Bardin. 
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to create sound, but the swaying of the hanging drones was tiring and tuning soon 

became atrocious. Melodies were played over and over again, which gave me the 

opportunity to engrave the repertoire in my memory. The swaying of the drones soon 

proved too much for me, and I had to give up, joining in sporadically.  

As we walked into the daylight, passing sleepy villages, individuals and small 

groups of people started to join us, reinforcing the music with their fresh breath.  

When I later asked about the march, Carles used a metaphor to explain its purpose: 

the ‘long walk’ passed ‘from a dark night towards the lightness of day, which simply 

means that we want respect for our land and the liberty to use our own language. We 

encourage people to listen to the sound of the words and to bagpipe music that say 

our people have the right to exist’ (Amengual, private email communication, 21 July 

2013). All night and through to midday, the music of the xeremies represented 

Mallorcan people, land and culture. In Toni’s words: ‘Traditionally, the bagpipe 

world has always loved everything that has to do with the land and its traditions, and 

Mallorcan culture in general. In these moments that are culturally difficult for 

Mallorcans … the xeremiers could not be less present than other collectives. We 

could not not let our voice and our sounds be heard’ (Torrens, private email 

communication, 20 July 2013).  

We arrived at Santa Maria del Camí as dawn was breaking. The mayoress 

was waiting, with buns and alcoholic drinks, next to the town map draped in a 

Catalan flag and with a big poster that announced:  Xeremiers per la llengua, Santa 

María des Camí està amb voltros (Pipers for the language, Santa María del Cami is 

with you). An hour later, the sun well on its way into the sky, we stopped again in 

Marratxi where a greeting committee awaited us, applauding our arrival. The 

breakfast table was laden with orange juice, coffee, dried fruit and nuts, strawberries, 

botifarron, local pork products, cheese and bread. Over breakfast, Carles read the 

words he had prepared for delivery at the parliament building in Palma. He had 

written the manifesto himself, quoting national and international laws and acts in 

defence of minority languages. He directed his comments to the deputies of the 

Mallorcan government, presided over by Bauzà, president of the right-wing Partido 

Popular since 2009. Toni explained later: ‘We did the march to let those who govern 

us know that we are here and that just as Felipe IV [of Borbon] couldn’t make our 
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people disappear,79 neither will those who govern us now succeed to do so’ (private 

email communication, 20 July 2013).  

After what felt like days of walking, we arrived at Palma. Many pipers stood 

at the entrance of the old city, waiting for us. Carles told me that now the best 

Mallorcan pipers were playing with us. These included Pep Toni Rubio, Pere 

Martorell and Joan Sureda, who were also known for their political involvement. 

Martorell told me he had been criticised many times for playing at political events 

(interview, 20 June 2012, Muro); he was a partisan of Mallorcan culture and for him 

the xeremies symbolised both a people and a culture. Sureda was known for having 

dared play the Republican Hymn to the Queen of Spain in 1998 (Artigues 2000:29). 

After half an hour of mass piping at the crossroads, Carles gave a signal and the 

procession entered the old city. It reminded me of what must have happened when 

James I arrived in Palma in 1229. The procession made its way through the cobbled 

streets, past tourist shops, past the grand town hall, past Bar Victoria. It stopped in 

front of parliament, the headquarters of the government. In April 2012, the Partido 

Popular had been in power for a little under five months, but it was already 

extremely unpopular among many xeremiers and Catalan activists. Cultural budgets 

had been drastically slashed and Castilian was being forcefully brought back when 

many thought it unwelcome. José Ramón Bauzà , the new right-wing governor, was 

not seen as an advocate of Catalan.  

 

Figure 47: Arrival at Santa Maria del Camí with the xeremiers. I am on the far right.  

Santa Maria del Camí, 2012. Photograph: Cassandre Balosso-Bardin 

                                                

79 See below for an explanation of this comment. 
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Figure 48: Pipers for language marching into Palma. From left to right: Pep Toni Rubio, Carles 

Amengual, Pere Martorell, Joan Sureda and a fellow demonstrator, Palma, 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

The pipers formed a huge circle in front of parliament’s big wooden doors. 

They filled the street, both physically and sonorously, transforming the space and 

claiming it as theirs (after Stokes 1997:4). Usually a quiet street leading to the 

cathedral, the space in front of parliament had become the stage for loud protest as 

xeremiers spread out to cover its whole breadth. The centre was left empty, and all 

xeremiers could see each other. Supporters and curious onlookers were outside the 

circle. The most skilful xeremiers were grouped together in front of the parliament 

door. One, expressing rage, tried to urinate on the door. When I next looked, a guard 

stood in front of the doors, joined by another a few minutes later. Anger was 

palpable. Although I had been to several bagpipe gatherings where xeremiers played 

in a similar big circle, I had never experienced the bonding of so many over a shared 

cause. Divisions and petty jealousies were forgotten as all gathered to defend their 

language and culture. It was midday when the crowd began to disperse. I walked 
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home in a daze, moved by the force of the xeremiers’ feeling, impressed at their love 

for their language expressed through their music. 

 

1  Language, music and identity 

A short history of the Catalan language 

On the way to Inca, Toni Torrens explained that the language issue between 

Catalan and Castilian had been ongoing for the last 300 years. Catalan had risen to a 

high literary level in the fifteenth century due to authors such as Ramon Llull, and 

thanks to the diffusion of printed texts and the widespread use of the language in the 

Mediterranean after the expansion of the Aragon Crown to Catalonia, Valencia, the 

Balearic Islands, Sicily, Sardinia, and even Murcia (Wheeler 2010:190). The 

language then suffered a decline that mirrored the social and economic decline of 

Catalan speaking areas while the rest of mainland Spain gained in power, thanks to 

its acquisition of American territories (Costa Carrera and Yates 2009:7-8). In 1659, 

Spain ceded northern Catalonia to France where the King forbade the use of Catalan 

in official documents in 1700, effectively reducing the language to the level of a 

patois. In 1713, the newly appointed Bourbon king, Felipe IV, founded the Real 

Academia Espanola with the ‘desire to clarify, purify and glorify’ Castilian (Edwards 

2009:217). In 1715, Felipe implemented the decrees of the Nova Planta in Mallorca, 

‘abolishing all Catalan political institutions and imposing Castilian law and 

administrative structures’ (Costa Carrera and Yates 2009:9). The decrees were 

applied to Catalonia in 1716. As the language was repressed, it evolved mostly 

through speech, this increasing dialect variation (Mar-Molinero 1996:76-77).  

Napoleon’s invasion in 1808 helped consolidate the feeling of a unified Spain 

through a national effort to defeat the common enemy, but the newly found 

patriotism was quickly abandoned as conflicting ideologies clashed throughout the 

nineteenth century, undermining attempts to build a strong nation (for details, see 

Alvarez Junco 1996). Further, because of the inefficiency in central government, the 

success of decrees was limited, and the growing Catalan population as well as the 

rise of industry in Catalonia increased the use of the Catalan language, thereby 

promoting regional difference.  
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Romanticism came from abroad, when the Spanish temperament in the face 

of Napoleon was lauded. This led to an idealisation of the people, and this too, by the 

mid-nineteenth century, encouraged the renewal of local culture and language. 

Known as the Renaixença, the movement to renew locality developed into additional 

movements including modernisme and noucentisme (discussed in Costa Carrera and 

Yates 2009:9-17). The Renaixença provided a basis and initiated a renewed sense of 

collective identity as it promoted Catalan’s golden past, but it was a conservative 

movement that turned to the past and struggled with the changes necessary for the 

present. The modernisme movement, also full of contradictions, was intent on 

autonomy and self-sufficiency, to transform ‘Catalan society from the regional and 

traditional into a modern, European, and civilized community’ (Doll 1994:34). 

Noucentisme at the start of the twentieth century created a more realistic and political 

frame for some modernisme ideals. Catalan language was standardised in 

encyclopedias, grammar books and dictionaries, but the revival stalled in 1923 

during Primo de Rivera’s dictatorship, when the public use of Catalan language and 

symbols was prohibited. The Second Republic (1931-1939) turned back to revival 

ideologies, allowing numerous Catalan publications, radio programmes and daily 

newspapers, suggesting a normalisation of the use of Catalan (Costa Carrera and 

Yates 2009:21), but this flurry of activity was short-lived.  

Franco’s rise to power in 1939 brought a prohibition on any minority 

language in public and official settings. Prominent Catalans were silenced. They 

were murdered or exiled. The use of Catalan was confined to intimate settings, as 

Castilian took over in daily life. The strictures were gradually relaxed after the end of 

World War II, and the 1950s and 1960s saw increasing resistance, not least with 

literary and the Nova Canço (New Song; as discussed in Chapter 4 above) 

movements. This did not fully reverse the decline of the language created by years of 

disuse, but helped revitalise it. In 1966, a law allowing freedom of expression 

enabled teaching and publication in languages other than Castilian, but Mar Molinero 

(1996: 81-82) notes how the regime encouraged the media to cover trivial stories in 

local languages, thus undermining their value. It was only after the implementation 

of a democratic constitution across Spain in 1978 that Catalan was brought back into 

public institutions. As Valencia, Catalonia and Mallorca gained their autonomy, they 

all declared Catalan as an official language alongside Castilian (Wheeler 2010:191).  
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Mallorca’s linguistic history, albeit influenced by mainland policies and 

movements, has some peculiarities. Although Castilian replaced Catalan as a written 

language in the nineteenth century, Castilian was hardly spoken on the island until 

the 1950s (Brumme 2006:19). As the tourist industry developed, and with the arrival 

of immigrants, Castilian use became more widespread. In 1962, the Obra Cultural 

Balear, an organisation for Balearic culture, was founded to promote local culture 

and language, and by the 1970s other organisations actively promoted the use of 

Catalan among the youth. As already noted, Article 3 of the 1983 Statute of 

Autonomy declared Catalan an official language, thus allowing islanders to learn and 

use it freely. In 1986, the Autonomous Community of the Balearic Islands passed a 

law to normalise its use. Brumme (2006:20) points out, however, that the impact of 

the law was unsatisfactory, due to insufficient integration of immigrants, passive 

attitudes of locals towards their language, and arguments about which version of 

Catalan should be promoted, ‘light’ (closer to the spoken language) or ‘heavy’ (as 

used in the literature).80 The latter echoed an ongoing controversy about the term 

‘Catalan’ itself, as opposed to the vernacular ‘Mallorquí’, ‘Menorquí’ and 

‘Eivissenc’. Addressing the lack of impetus, the creation in 2002 of the Consell 

Social de la Llengua Catalana (Social Council for Catalan Language) was designed 

to counter the gradual replacement of Catalan by Castilian. 

Not all Mallorcans remained passive about the use of their language, as I 

discovered during fieldwork. After becoming President of the Autonomous 

Community of the Balearic Islands in June 2011, Bauzà pushed for a bilingual 

region, stating that Castilian should be regarded as equal to Catalan. His policy was 

made clear at the Festa de l’estandart (celebration of the banner) on 31 December 

2011, a series of official and ritual activities celebrating the arrival of King James I 

in Palma in 1229 (for which, see Chapter 4 above and Chapter 7 below). The entire 

morning saw a succession of processions, traditional dances and ritual dances during 

mass, leading to an enactment of the Reconquista on the steps of the town hall. The 

ceremony was in Catalan, from announcements to the retelling, and including the 

cathedral mass. As tradition had it, Palma’s mayor, Mateo Isern, came forward to 

close the ceremonies with a speech. As he spoke, the crowd suddenly reacted, the 

                                                

80 http://9barriss3.blogspot.co.uk/p/catala-heavy-catala-light.html, last accessed 3 June 2015. 
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usually peaceful Mallorcans beginning to whistle and boo, shouting ‘Fora!’ (Get 

out!) and ‘Foraster!’ (Outsider!): Isern had switched to Castilian, announcing he was 

part of a bilingual government. Every time he tried to speak in Castilian, whistling 

and shouting drowned him out. He finally abandoned the speech and retreated into 

the building.81 From then on, this moment was referred to as El discurso (The 

speech). Everyone had heard about it by the next day, and Bauzà and Isern’s 

reputations were sealed, as they became targets for defenders of Catalan culture.  

 

Language and the xeremiers 

I note how language has become a strong part of xeremier identity. When the 

local government threatened their bilingual status, musicians were quick to add their 

own voices to the protests, leading demonstrations such as the marcha with which 

this chapter began. Indeed, the preamble of the Statute of Autonomy, read by Carles 

Amengual in front of parliament, states: ‘Catalan language, proper to the Balearic 

Islands, and the culture and traditions are identifying elements of our society and, in 

consequence, are the supporting elements of our identity’.82 The official text 

recognises local language and culture.  

Mallorcans and other Catalans are not the only people to have a strong 

relationship with their language. The status of a language constantly changes, since, 

‘[i]Ideologically motivated strategies can lead to a change in the institutional status 

of a linguistic practice; in other words, this status is not a fixed absolute, but is 

actively created by a political context’ (Sweeney-Turner 1998:153). Bauzà’s election 

as president of the Balearic Islands and his government’s perceived attacks on local 

language triggered many demonstrations. The right to talk and express oneself in the 

local language had become one of the main rights of Mallorcans in 1983, and was 

then a symbol of their newfound freedom of speech after years of censorship and 

                                                

81 See http://ultimahora.es/noticias/local/2011/12/31/60003/mateo-isern-no-ha-podido-acabar-su-

discurso-del-dia-del-estandart-por-los-gritos-de-los-asistentes.html and 

https://www.youtube.com/watch?v=E31IM-668Nw, last accessed 5 June 2015. 
82 The full manifesto can be found online at: 

http://territori.solidaritatcatalana.cat/illesbalears/noticies/xeremiers-la-llengua-manifest, last accessed 

24 June 2013. 
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oppression under Franco. So, in 2011 and 2012, petitions were passed around and 

demonstrations organised, calling for the people’s basic human rights. Three retired 

men from the association Jubilats per Mallorca (Pensioners for Mallorca) went on a 

hunger strike to, ‘raise awareness about a harsh and strong attack on our language by 

Bauzà’s government, in line with the times we thought had been left in the past’ 

(Diario de Mallorca, 2 March 2012). According to Amengual and Torrens, rallying 

the xeremiers to the cause went beyond a simple political demonstration: ‘It’s a 

language, it’s the walk of a people who love their own language. For this reason we 

haven’t invited any political organisation nor have we been in touch with any of 

them’ (Torrens, quoted in Pol 2012). However, despite not being officially attached 

to any party, the message of the xeremies march that I took part in was deeply 

political. In Amengual’s words: ‘We brought our participation, through a fully 

politicised event, to politicians who are not respectful of our country’s language and 

culture’ (Amengual, private email communication, 21 July 2013). 

Xeremiers who usually stayed out of demonstrations were suddenly present, 

adding their presence to the defence of their language and culture, showing solidarity 

not only to the cause but also to their fellow musicians. Francesc Huguet, a xeremier 

from Bunyola, told me, ‘I had promised myself to play only at peace demonstrations 

like those for Iraq or against Israel’s actions, but you have to do something and so I 

went to play for our language on 25 March’ (Huguet, personal communication, 14 

April 2012). Unsurprisingly, Huguet was also present on 21 April, playing alongside 

many other xeremiers rallied by Amengual and Torrens. Huguet put language and 

cultural demonstrations on the same level as protests organised against military 

interventions, confirming how a certain part of the Mallorcan population felt 

threatened by the current political situation. The xeremiers’ demonstration was a way 

of resisting what they perceived as aggression, a threat to the core of their identity.  

The xeremiers’ fight for the local against more mainstream national culture is 

not an isolated phenomenon. Others around the world use music to make political 

statements relating to their identity. In mid–eighteenth century Scotland, for 

example, Highland bagpipes were brought into the limelight through competitions 

and military practice in order to support a renewed interest in Scottish identity, an 

interest that included language and culture. The use of Highland pipes contrasted the 

low profile of Lowland pipes (Cheape 2011). In Ireland, fife and drum bands became 
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popular in the late eighteenth and early nineteenth centuries, forming around 

Protestant Orange and Catholic Hibernian orders, both sides providing specific ‘party 

tunes’ that linked to their allegiances (Ramsey 2013:179). Gordon Ramsey provides 

an ethnography of one such Ulster band that travels annually to Scotland to 

participate in Orange parades, reinforcing their ties with fellow loyalist Protestants 

(2013:181). Further East, Jovanović (2004:139) describes how the revival of 

‘authentic’ rural Serbian music emerged as a way of resisting the ‘artificial’ music of 

the mass media, reinforcing a sense of ethnicity and identity after the recent, 

tumultuous past. In Barbados, tuk music was chosen over more mainstream music 

such as Calypso for tourist performances as it offered a uniquely Barbadian sound. 

Despite its low status, Sharon Meredith describes tuk as an ‘identifying feature of 

Barbadian culture’ and a ‘significant representation of Barbadian national identity’ 

(2004:168, 2014). In Mallorca, defenders of Catalan use the xeremies as a vehicle to 

reinforce their local identity and their sense of belonging to the island. In their 

march, they transformed the instrument into a powerful tool for stating local claims, 

for demanding respect of local customs, and to actively show that local culture was 

alive and well. Performing for the march reinforced a sense of belonging as the 

instruments and music became symbolic tools in the fight for local language, culture 

and identity (after Stokes (1994:15, 24) and Ayats (2010)).  

 

2  Resistance 

Resistance during Franco 

Dave Laing distinguishes ‘protest music’ and ‘resistance music’, describing 

the first as ‘explicit statements of opposition’ and the second as ‘coded and opaque’ 

(2003:345). John Street specifies that whilst a protest song has an identified issue or 

enemy, resistance may be more vague in its target and rendered significant in the act 

of its performance (2012:44). The music played for the march for language, albeit 

not directly political in nature as the tunes were taken from traditional repertoires, 

can be considered as protest music, as it was used, specifically, to challenge the 

government’s attack on Catalan. Other musical moments are better perceived as 

resistance, not only those occurring after Franco’s death, but also those that 

challenge more oppressive political environments. 
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During Franco’s years, resistance was savagely put down. Dissidents and left-

wing sympathisers regularly disappeared. Historian Massot i Muntaner (1996) wrote 

about the brutality of repression during the civil war in Mallorca, and how it 

continued through the years following Franco’s victory. Despite the danger, 

resistance continued to exist, although it took on different forms over the years. The 

early movements included armed guerilla units mainly active in mountainous 

regions, where it was easiest to hide from Franco’s forces. Referred to as bandits by 

the government to cover up the significance of their actions, their activities increased 

from 1943 onwards as the Allies started to regain territory in mainland Europe 

(Téllez 1996).83 From 1944, they received support from exiled Spaniards who had 

fought in the French resistance, thus bringing them fully trained men and modern 

weaponry. Armed resistance started to fade in 1949 and all but disappeared by 1952 

due to a combination of increased regime repression and because external countries 

favoured diplomatic pressure rather than the use of weapons (Téllez 1996; see also 

Marco 201084). New opposition emerged in 1956 when young students in Madrid 

confronted a group of Falange supporters (Moradiellos 2000:113). The protesters 

were students whose parents were not part of the Republican movement, some being 

eminent Falangists. Different types of resistance emerged such as worker’s strikes 

(Payne 1997:131-132), student protests, condemnations from the Catholic Church 

(Pecharromán 2008:266), and, in Catalonia and the Basque region, the resurgence of 

nationalist movements. ETA was founded in 1959 by three Catholic students as a 

‘Basque revolutionary movement of national liberation’.85 The Nova Cançó 

movement that started in Catalonia at the end of the 1950s spread to the Balearic 

Islands, where, with the Obra Cultural Balear language movement, it fed into the 

resistance.  

                                                

83 Téllez 1996, posted in Libcom: https://libcom.org/history/articles/armed-resistance-to-franco, last 

accessed 10 June 2015. 
84 https://www.academia.edu/1688431/Antifrancoist_Resistance_in_Spain_1936-1952_, last accessed 

25 August 2015. 
85 Declaración ideológica de ETA, 1962. 

https://recherche.univ-lyon2.fr/grimh/ressources/nacionalismos/paisvasco/1962eta.htm, last accessed 

10 June 2015. For more on ETA see Javato 2011 and Bruni 2006 (1987). 
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Several scholars and islanders told me that assassination would be the easiest 

way of dealing with obstacles. Xeremiers were just as vulnerable as any others. Pep 

Rotger recalled an anecdote from around 1976: 

When I was 14, Pep Toni Rubio and I played for a morning procession in 

Soller’s park. They invited us to the only bar that was open. One of them was 

telling me how they had once found a xeremier shepherd, bagpipes hanging 

over the gate of a nearby property, dead in front of it. And from the bottom of 

the bar a man got up and said: ‘Yes, I had him killed.’ It was only 30 or 40 

years since this happened. People would say what they had done and nothing 

would happen. They had some nerve! (interview, 25 August 2015, Palma) 

Xeremier Bartolomé Camps Simó, known as Tomeu de Son Roca, was born in 1949 

and remembered how Catalan was forbidden in school, even in the playground. 

Music was closely controlled and the feminine section of the Falange Party used 

traditional music all over Spain to promote the rich regional variety but at the same 

time controlling its popular use. Dancing became much more regulated, and flirting 

was discouraged (I will return to this in Chapter 6). Local music was folklorised, 

much as it was in Bulgaria during the Soviet era (Rice 1994; Street 2012:26-27). 

Street performances were staged with costumes and choreographies that promoted 

the regime.  

Franco’s regime was not unique in its use of music and culture for its own 

promotion. Both Nazi Germany and the Soviet Union, albeit from different 

ideological perspectives, exerted tight control on music. Britta Sweers explores how 

the practice of folk music and local traditions became part of the Nazi regime’s 

strategy to create enthusiasm and attachment to native soil (the Heimaterde; Sweers 

2004:73). Folk music was used in mass events and promoted by the Hitlerjugend and 

the Bund Deutsher Mädel, where its content was not necessarily changed but its 

songs were used to create emotional bonds and strong feelings of ‘national and 

cultural identification’ (Sweers 2004:74). Although some musical styles such as jazz 

were allowed only for propaganda purposes, censorship was applied to serve the 

regime’s ideology. Sweers mentions that Christmas carols, although with unchanged 

melodies, had lyrics altered to secularise their messages and fit them to the new 

Germanic paganism (Sweers 2004:76). In Mallorca, lyrics were altered to avoid 

censorship; Camps remembered how folklore groups added new verses in Castilian 
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to local songs in order to be allowed to perform them (interview, 23 May 2012, Son 

Roca). Even much later after Franco’s death, similar stratagems were deployed by 

xeremiers in order to play repertoire that could be considered offensive. The Spanish 

republican anthem, Himno de Riego, popularised during the Spanish Republic in the 

early twentieth century, was one of these. Although today it is an acceptable piece of 

music, it may antagonise more pro-monarchy members of the public. Recognising its 

sensitive nature, the Xeremies de Sóller choose to introduce it with an unrelated tune 

from the Galician repertoire, the muiñeira de Lugo, thus avoiding direct 

confrontation with members of the audience who might otherwise feel affronted. 

Reminiscent of tactics used to disguise prohibited songs under Franco, this was a 

subtle way of diluting the political meaning of the song, integrating it into a set and 

treating it just as a great tune. 

In Spain, music proved itself to be a powerful tool not only for the regime but 

also for opposition. Indeed, throughout the war and subsequent to it, compilations of 

revolutionary and anti-Franco songs that had been recorded abroad circulated 

illegally. These were learned by ear. Carillo writes that the first important recording 

was the Discos de las Brigadas Internacionales, pressed in Barcelona in 1938 whilst 

the civil war was still going on (2012:82). Other recordings were made over the 

years in Europe and America, including, in 1962, the influential Italian Canti della 

resistenza spagnola (1939-1961), which triggered further recordings around Europe. 

In Mallorca, despite the atmosphere of fear and compliance, Tomeu Camps 

remembered how musicians challenged the prohibitions and showed their resistance 

by playing disguised versions of Els Segadors, the Catalan hymn or Na Riego, the 

Republican Hymn. Other controversial tunes such as the French Marseilleise, the 

Internationale and La Entrada de Bilbao (the Battle of Bilbao) were played at 

private parties, just as Catalan was spoken at home but not in public. Camps recalled 

that if you ‘did things well’ and watched out for the Guardia Civil, you could avoid 

getting arrested (interview, 23 May 2012, Son Roca). One audacious story from an 

old generation colla has been passed down through the years and is greatly admired 

by younger xeremiers. This has it that in 1941 or 1942, two or three years after the 

civil war, Giuem Tix and Tomeu Fideu from Muro played at the festivities in Artà, a 

village in the northeast. That year, the peasant and the stonecutter played Na Riego, 

the republican hymn, after which Tix was promptly arrested and imprisoned for 
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rebellion. Thankfully, though, he was released two days later thanks to the 

intervention of the mayor who was eager for festivities to resume with the xeremies 

(Rotger, interview, 25 August 2012, Palma). This anecdote illustrates the important 

social role of the xeremiers in local festivities: without them, and as I will explored 

more fully in Chapter 7 below, the celebrations could not continue and his release 

was therefore necessary. 

Despite such open displays of dissidence, older xeremiers tended to have a 

greater detachment from political involvement. Indeed, the memories of hard times 

and the influence of folkloric groups promoted by the Falange party may well 

explain why older xeremiers express their lack of enthusiasm towards the 

politicization of the bagpipes. Toni Marcé ‘Xisples’, born in the mid-1930s, told me 

that politics were not involved when he played in the old days. He implied that 

involving them was a distasteful practice, and he didn’t approve mixing xeremies 

with politics (Xisples, interview, 23 April 2012, Santa Maria). Camps also told me 

that the xeremies were instruments to play in the streets for festes, not for 

reivindicación (protest). Old enough to have been forbidden from speaking 

Mallorquin at school, he told me: ‘Bagpipes for protest? That only exists since there 

have been young people from the radical left-wing or language issues’ (Camps, 

interview, 23 May 2012, Son Roca ). Antoni Artigues, one of the first revivalists, 

agreed that before they arrived on the scene, ‘There wasn’t this protest touch. It came 

later with us, the young people’ (Artigues, interview, 10 May 2012, Palma). 

 

Resistance after Franco 

Political expression through the xeremies, as I witnessed it between 2011 and 

2013, developed after the beginning of revival in the 1970s. Artigues, one of the 

most prominent politically engaged xeremiers, writes that ‘[t]hirty years ago two 

young students (Antoni Rei and myself, with Biel Majoral always preceding us) 

started to inflate the bagpipes with a spirit of rebelliousness. Our emblem is the 

cossier [traditional ritual dancer]86 with a pistol, drawn by Neon de Suro’ (Artigues 

1999:5). His article is illustrated with two press cuttings showing both submission 

                                                

86 See Chapter 7. 
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and rebelliousness, the first picturing two xeremiers playing at a local event in front 

of a city building where a blue ribbon had been placed to show solidarity with 

hostages taken by ETA: the bagpipers, according to Artigues, indirectly supported 

‘Spanish imperialism’ and undermined ETA’s activism. The second is a portrait of 

Joan Sureda who, during an official visit of the Queen in 1998, played the 

Republican anthem on the xeremies, claiming that ‘the queen heard it’. His action 

shocked public opinion, and during my fieldwork, the anecdote was still taboo to 

many, who talked about in hushed and often disapproving terms. 

Although I found young xeremiers were not on the whole politically active, a 

few were, and their commitment to social, political, cultural and language causes was 

genuine. Pau Mas and Càndid Trujillo, for example, were a colla sympathetic and 

dedicated to left-wing independentists. Pau’s dedication even had him tattoo the 

Països Catalans (Catalan countries) on his forearm. They were often called to play at 

events for left-wing parties. Similarly to others, Pau and Càndid explained that 

politics were a personal matter. Pau claimed to be a Mallorcan left-wing 

independentist activist. He was involved in controversial actions and I often saw him 

on the front line of demonstrations or initiating actions alongside other young 

independentists. Càndid, also a sympathiser of the Esquerra Independentista de 

Mallorca (EIM, Mallorca’s Independentist Left), was less prominent but also actively 

promoted and defended social issues as well as Catalan language and culture: 

‘Language and culture is the same thing’, he told me (Trujillo, Facebook 

conversation, 26 July 2013). Both were members of two bands with political 

tendencies discussed in Chapter 4: Eixut and Taverners. Both promoted Catalan 

culture through language, through original compositions (Eixut) and through covers 

of other pro-Catalan artists (Taverners). Often asked to play in Catalonia, their 

political activism for language, culture and social issues secured their popularity not 

only as band members but also as a traditional Mallorcan colla. Indeed, the colla was 

regularly asked to play at events with political agendas such as the commemoration 

of the Republic, the annual 30 December street demonstration promoting an 

independent Mallorca, or at events organised by organisations such as the Obra 

Cultural Balear or the EIM (Mas, interview, 24 April 2012, Palma).  
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Figure 49: Pau Mas holding a Catalan independist flag at the Cosso (left) and his tattoo of the 

Països Catalans (right), Felanitx, 2012. Photographs: Cassandre Balosso-Bardin. 

 

Resistance in every day life, removed from conflict or dictatorship, is a notion 

explored by many. For instance, Berry (1994), analysed in Rachel Sullivan’s article 

about rap and race in Northern America (2003:610), considers that rap helps the 

formation of ‘empowering beliefs’ for young low-income African-Americans, thus 

helping them to ‘connect with their culture and develop positive identities’. Sullivan 

explains how rap is a form of ‘(re)affirmation’ of identity for people who do not feel 

represented by the dominant culture (2003:616). ‘Dominant culture’ is an expression 

repeated several times in her article, and could equally apply to Mallorca, where the 

music of the xeremies both helps individuals reinforce and connect with their 

identities in periods of re-adjustment after years of censorship and oppression, and to 

establish a counter-movement against the dominance of Castilian. 

Although not everyone ascribed to political messages, those who did 

identified strongly with them. Pere Martorell, who started playing the xeremies in 

1988, told me how, ‘Since day one, I understood the music of the xeremies as the 

defence of a people, as an identity’ (interview, 20 June 2012, Muro). Xeremier 

Càndid Trujillo (b. 1988) added that playing the xeremies was to him,  ‘Not as much 

combative as defensive. You defend [the culture] if you are a xeremier, and you 

defend it with the xeremies … You defend your culture by playing your instrument, 

not by talking about playing’ (Trujillo, Facebook communication, August 2013). The 

very action of playing the xeremies was the core of resistance, embodying culture 

and political beliefs through music practice: ‘The world of the xeremies ... is 

synonymous to our country and culture’ (Martorell, interview, 20 June 2012, Muro). 

Martorell believed that the success of the xeremies was due to its political and 
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cultural embeddedness, and continued: ‘When I went to play in Brussels, they invited 

a colla, not a quartet because it is symbolic of a language. It is a sound that is 

connected to a people. Every time we play outside Mallorca, we meet a Mallorcan 

who recognises us instantly. This is what gives strength to the instrument’.  

 

Al-Mayurqa’s mission 

Martorell played with the band Al-Mayurqa, one of the most political 

traditional groups, founded in 1994 by singer and left-wing political activist Toni 

Roig (1946-2007). Involved in anti-Franco actions in the 1960s and 1970s (Diario de 

Mallorca, 2006),87 Roig felt that the use of instruments that had survived the passing 

of time ‘in an ancestral way’ helped to ‘transmit to the future generation all the 

values [they didn’t] want to be lost’. Al-Mayurqa revisited contemporary issues 

about identity through traditional music: ‘We care about our identity, our country, 

our language and our culture, never forgetting that we are part of the Mediterranean 

and that the richness of our cultural heritage cannot disappear’.88 Martorell explained 

that from the start the group had used traditional music to share their thoughts about 

culture, language and the land: ‘We expressed this with traditional and popular 

music’. He justified going back to the Middle Ages where, according to him, 

troubadours criticised the authorities and feudal lords: ‘Traditional music has always 

been linked to opposition’, he told me, acknowledging at the same time that the 

Sección Femenina had managed to hide this aspect of folk music as it created the 

opposite impression by staging approved folklore (interview, 20 June 2012). 

Al-Mayurqa’s repertoire promoted local language and cultural identity 

through lyrics. One tune has become associated with Mallorcan resistance today, and 

I constantly heard it sung and played, at demonstrations and even concerts, during 

fieldwork. Based on a well known Valencian drinking song No en volem cap (We 

don’t want anyone), the words were changed to become politically charged lyrics 

about fighting for freedom and identity, resisting a dominant power that, depending 

                                                

87 Roig, interviewed at http://www.al-mayurqa.org/premsa.html, last accessed 1 July 2013. 
88 Full quote at http://www.al-mayurqa.org/filosofia_del_grup.html, last accessed 12 June 2015. 
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on the context, could be the centralised Spanish government, Franco, the king, 

hostile local governments or even the invasion of tourists:  

 

Al-Mayurqa’s version Al-Mayurqa’s version 
translated 

Original (additional 
melody for verse) 

No en volem cap 
que no sigui dels nostres, 
no en volem cap 
que no estigui ben gat. 
 
Tots som, tots som, tots 
som, 
tots som de la cassalla, 
tots som, tots som, tots som, 
som de la cassalla, som. 
 
No volem ser 
una nació vençuda, 
no volem ser 
un poble dominat. 
 
Volem, volem, volem 
la llibertat perduda, 
volem, volem, volem 
la nostra identitat. 
 
No volem ser 
una regió d'Espanya, 
no volem ser 
un país ocupat. 
 
Volem, volem, volem, 
volem independència, 
volem, volem, volem 
Països Catalans. 

We don’t want anyone 
Who is not one of ours, 
We don’t want anyone 
Who isn’t quite drunk 
 
We’re all, we’re all, we’re all 
We’re all from the cassalla89  
We’re all, we’re all, we’re all 
We’re from the cassalla, we 
are. 
 
We don’t want to be 
A vanquished nation 
We don’t want to be 
A dominated people. 
 
We want, we want, we want 
the lost liberty 
We want, we want, we want 
Our identity. 
 
We don’t want to be 
A Spanish region 
We don’t want to be 
An occupied country. 
 
We want, we want, we want, 
We want independence, 
We want, we want, we want, 
The Països Catalans. 
 
 

No en volem cap 
que no estiga borratxo, 
no en volem cap 
que no estiga bufat. 
 
Volem, volem, volem, 
que estiguen tots 
borratxos, 
Volem, volem, volem, 
que estiguen tots contents, 
 
Els cinc som de la 
població;   
Som el més borratxos de 
tot Castelló   
Si mos emborratxen és per 
comprimís   
La nostra medicina sempre 
es el ví.  

Som els més animals de 
tot el poble   
I anem a ca les nòvies i no 
mos volen Perquè sempre 
bevem vi i aiguardent   
Som sujetos de risa de tota 
la gent.  
Tots junts, tots junts, tots 
junts   
La quadrilla dels 
borratxos, 
Tots junts, tots junts, tots 
junts,   
La quadrilla dels bufats. 

 

 

                                                

89 A distilled spirit from Valencia. 
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Played at gatherings, at demonstrations, and in front of parliament on 21 April 2012, 

this song united people and brought out strong feelings. The emotional apex of the 

march for language was not as much the manifesto reading by Amengual than the 

moment when all the pipers started playing No en Volem Cap in front of the 

parliament building. They took over the street with music as everyone sang the 

lyrics. It felt like the song had become the unofficial anthem for people fighting for 

Catalan, resisting the Castilian language that they felt was trying to take over and 

undermine their rights.90  

All over the world, specific tunes play a part in resistance, as Annie Randall 

shows, citing The Movement’s Moving On, composed in the United States in 1965 to 

simultaneously evoke abolitionism in the 1860s and the 1960s civil rights movement, 

while alluding to anti-Vietnam war sentiment (2005:19). In Mallorca, Al-Mayurqa’s 

song had become so popular that lyrics were no longer needed to infuse the music 

with independentist semantics. Hijacking such a drinking song proved the perfect act 

of resistance. Its performance could not be condemned, especially without lyrics, as 

it was a well-known song enticing people to drink. However its performance had 

become highly significant, especially in this demonstration context. A striking fact 

about it is that, despite Toni Roig’s death some years before, the song continued to 

be widely sung and played, keeping its new connotation. It perpetuated Al-

Mayurqa’s leitmotiv, and was echoed in the title song of Roig’s last album with the 

band, Temps de Revolta (Revolution Times):91 ‘No ens fareu callar’ (You will not 

silence us).92 

Many tunes are semantically heavy. Like an Irish Ulster pipe band playing 

Unionist tunes to clearly mark its allegiance (Ramsey 2013), it was similar in 

Mallorca, where a few well-chosen tunes such as No en volem cap clearly stated the 

thoughts of the bagpiper. In November 2012, a social gathering of bagpipers was 

organised; its sole purpose was to celebrate the instrument, and the day included 

concerts, sessions and a maker’s fair. The event ended with a dinner offered to all the 

                                                

90 At times the lyrics also felt hostile to me as I was not ‘one of them’ but one of the many forrasters 

(outsiders) who had come to the island. 
91 Temps de Revolta, 2007, Ona Digital ODCD 267. 
92 http://www.al-mayurqa.org/index.html, last downloaded 1 July 2013. 
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pipers, as is customary in such gatherings. This setting became the stage for a short 

battle of politics carried out in music. One younger attendee had read how a certain 

xeremier who was at the gathering had played the national hymn on the bagpipes at 

an event organised by the Guardia Civil, the military police. His table discussed this 

over dinner. They decided to provoke him. At the end of dinner, the youth and his 

colla started to play Els Segadors, the national anthem of Catalonia. They also 

played the Internationale and Cant dels Maulets, a song by the politically engaged 

band Obrint Pas. Although lyrics were not sung, the tunes carried the political 

meaning. This proved to be too much for the xeremier in question, who, I am told, 

‘got up with his daughter and walked out amidst shouts of “where are you going?!” 

and “fascist”’ (Trujillo, Facebook communication, 28 March 2013). The shunned 

xeremier wrote to me the following: ‘I think traditional music should not be mixed 

up with politics and it is even less necessary to be drunk in order to start playing Na 

Riego … or any other political tune’ (Facebook communication, 17 June 2013).  

 

 3  Visible vs invisible politics  

Visibility 

Left-wing resistance and political actions in the xeremier world were very 

visible. Demonstrations with bagpipes often made it to the front page of the island’s 

newspaper, and piping at demonstrations spread by word of mouth very quickly. 

When Pau Mas, for instance, was reported to have participated in a sit-in with 

students, the entire xeremier community knew about it within a few days. Visibility 

also increased because of the unwillingness of the right-wing government to support 

cultural activities. Looking elsewhere, Swedenburg (2004), in an article about post 

9/11 Arabic music, explains how hostile governments encourages cultural activities 

that promote minority cultures, thus creating more visibility for the minority. 

Because xeremiers were Mallorcans located in Mallorca, they represented a 

linguistic and cultural minority in the Spanish nation. Bauzà’s constant reminder that 

the Balearic Islands were part of Spain created hostility among those who, since the 

fall of Franco, had promoted their culture and valorised their language. The pride of 

the minority was provoked.  
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Visibility worked on different levels, from the personal to the pan-regional. 

Allegiance to the language and cultural movement was often manifested individually 

through small pro-Catalan items attached to instruments and clothes. The llaço seen 

at the march was one such representation, pinned to a shirt pocket or knotted around 

their wrist like a bracelet. When, in July 2013, a motion was passed to stop school 

facades displaying the striped ribbon, xeremier Pep Toni Jaume posted on his 

Facebook account the following comment on 27 July: ‘The four striped ribbon will 

not be permitted on school facades … but what about on backpacks? And on keys? 

And on clothes? And in the hair? Kids, for this school year think about buying a 

four-striped belt!!!’ Xeremier Miquel Tugores provided some of his friends with 

small flowers featuring a striped red and yellow heart to attach to their bagpipes and 

drums. 

 

 

Figure 50: Xeremiers playing at the Cosso in Felanitx, wearing Cosso Tshirts and a hat designed 

by Tugores with a llaço held by a plastic flower. From left to right: Tomas Salom, Josep Rotger 

and Miquel Tugores, Felanitx, 2012. Photograph: Cassandre Balosso-Bardin. 
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Others chose their moment in order to increase the visibility of their actions, 

so stage and public events become their platform (much as Street talks about in 

another context, 2012: 66-67). Hence, bands such as Al-Mayurqa, Eixut and 

Taverners clearly showed political involvement. Demonstrations offered a good 

platform, although in most, participants and audience members would share the same 

sentiments. The Cosso, an annual street celebration in Felanitx pictured above, was 

also used as a platform for the xeremiers and like-minded people to voice their 

independentist views publicly. Xeremier Artigues managed to get his message across 

by speaking directly at the authorities though improvised verses call gloses. Gloses 

are well known for their prominent role during the annual celebrations of Sant 

Antoni. Francesc Vicens describes a glosador as a specialist who used to practice his 

art in cafés or theatres (Vicens 2011b:15). Thanks to his linguistic prowess in battle, 

the glosador benefited from a good social position that enabled him to say whatever 

he wanted within the coded art form. Thus gloses became ‘the ideal medium to 

channel communicative situations in order to express feelings ... social criticism, 

share news and thoughts on different themes’. Towards the end of the twentieth 

century, gloses shifted from being a daily activity embedded in rural life to a symbol 

of local culture. ‘Gloses have become a space where one can defend a concept of 

culture linked to a language, Catalan, and tradition’ (Vicens 2011b:15). On certain 

nights of the year, they opened a realm of words that enabled people to talk directly 

at each another, openly criticising politics, society, or even each other. The power of 

improvised gloses was harnessed to cultural heritage (Ayats 201093), and so Artigues 

used them in this fight for local language. 

  On 1 May 2012, Artigues was asked to talk about Joan Pubil, a prominent 

old-generation xeremier of Ses Salines who he had known in the 1970s. On a side 

note, this brought criticism from the Gari sisters who were the only people to have 

learned from Joan Pubil, but who were bypassed by the organising committee. The 

xeremiers of Ses Salines and Pubil’s descendants organised a trobada to celebrate 

the centenary of his birth, coinciding with the annual village fair. The authorities 

were invited and the recently appointed right-wing governor Bauzà came, 

                                                

93 http://www.sibetrans.com/trans/articulo/21/chanting-what-cannot-be-said-the-chants-of-saint-

anthony-in-arta-majorca, last accessed 16 June 2015. 
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accompanied by a large entourage. After a long speech, Artigues suddenly launched 

himself into a few improvised and provocative gloses: ‘Yo estim en Català, tant de 

dia com de nit, i per aixo tenc un crit: Fora en Jose Bauzà !’ (I love Catalan, as 

much by day as by night, and for this I have one shout, Get out José Bauzà !).94 Most 

of the xeremiers applauded and cheered. When I talked with Artigues a week later, 

he was proud of this moment, and on taking the opportunity to make his opinion 

public. For weeks, xeremiers talked about the audacious words. Artigues was further 

pleased when a video was uploaded to YouTube, where it could be relived ad 

libitum, and where viewers could post their admiration. Indeed, social media and the 

Internet have become useful tools to disseminate and share acts of resistance, 

reaching a far larger audience than that present at an island performance.  

 

Invisible apolitical musicians 

High visibility political people and low visibility seemingly apolitical people 

form part of a multi-dimensional continuum. Whilst politically active left-wing 

xeremiers were prominent on the local and even regional scene, the majority of 

bagpipers were reluctant to become involved in politics, although this did not prevent 

them from having political opinions. Most, from whichever political camp, would 

agree that politics should be an individual choice. Even Pau Mas, who was perhaps 

one of the most politically visible young xeremiers, stated in interview that ‘culture 

should not be politicised’ (24 April 2012, Palma). Another example of individual 

political choices cohabitating was exemplified in the colla de Son Roca with Pere 

Joan Martorell and Bartomeu Camps: Martorell was a strong pro-republican, pro-

Catalan figure, member of Al-Mayurqa, while Camps was a quiet pensioner who 

kept out of politics. Camps summed up their political differences, implying that 

although they had different takes on politics, they were in reality the same: ‘Pere 

speaks Catalan from Mallorca. I speak Mallorquin from Son Roca’ (Camps, 

interview, 23 May 2012, Son Roca ). 

Camps deplored the politicisation of the xeremies: ‘[Before] you would walk 

with the xeremies over your shoulder and a kid would come up and ask: Which festa 

                                                

94 https://www.youtube.com/watch?v=aDukGSj2M20, at 8 minutes 15, last accessed 26 July 2013. 
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are you going to? Today they ask you: What are you demonstrating for?’ (interview, 

23 May 2012, Son Roca). Others, not necessarily anti-Catalans, rued this 

politicisation of traditional music. Gabriel Frontera Mestre, after a conference about 

traditional dancing, complained that a speaker had insisted too much about the 

political nature of dancing in Mallorca. He told me: ‘We go dancing because we like 

to dance, not because we have any political agenda’ (Frontera Mestre, informal 

conversation, February 2012, Palma). His son, Pere Fontera Luna put it more bluntly: 

‘It seems that because you play the xeremies you have to be left-wing, republican, 

independentist, separatist, communist and with the estalada up your back. Let’s say a 

big NO’ (Frontera Luna, interview, March 2012, Palma). He spread his arms wide to 

emphasise the strength of his statement; the estalada is the starred flag used by 

independentists. Fabián Blesa, with a Facebook page that suggests he is not 

sympathetic to the independentist movement, writes: ‘In our association, we all have 

ideas, political and personal and we try to not mix them up with music ... music is 

something more than political ideology, it’s more of a sentiment, which in our case is 

the sentiment of a people.’ 

Discussing music in a diaspora, Tina Ramnarine expressed how difficult it 

was to picture the dynamics involved, since societies are complex webs of 

paradoxes. She uses the notion of ‘calibration’ to allow the researcher to ‘move away 

from bipolar models’. Calibration ‘shifts attention to competing claims, theoretical 

disagreements, and even social and musical realities that might not have much to do 

with our conceptual models’ (Ramnarine 2007:12). The group Boc exemplified the 

complex multi-dimensional musical scene in Mallorca. Bandleader and composer 

Joan Frontera Luna explained that his group was ‘profoundly Mallorcan’ and ‘a 

vision of the world stemming from Mallorcan instruments’, but with music that was 

not just Mallorcan but ‘a bit like playing Russian music on the uillean pipes’ (Luna, 

interview, 12 June 2012, Palma ). The conscious choice of maintaining the band as 

an instrumental group with no singer created difficulties for marketing, as a singer 

would give strength, although without one, ‘everyone [could] understand easily. 

There are no barriers, be they political or other. Everyone understands the music. It’s 

nice’. Despite this unifying vision, the band’s musicians had very different 

backgrounds. Most were dancers at the Escola de Música i Dances de Palma, and all 

were involved in traditional music beyond the band. Three played with the left-wing 
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band Oprimits (Oppressed), and one was openly independentist. Joan and his two 

brothers were less involved politically, although they were ready to demonstrate to 

protect Mallorca’s natural environment against the building of more hotels (see 

Chapter 6). The multiple identities were harmoniously integrated in the project of 

making music, as the band focused on newly composed music influenced by many 

different styles. Through their music, Boc disengaged from debates on identity, 

authenticity and politics. John O’Flynn would call this process hybridization, ‘an 

antidote to essentialist notions of identity and ethnicity’ (O’Flynn 2007:35). Boc, by 

using Mallorcan instruments and playing music influenced by many different genres, 

refused to categorise itself politically, thereby enabling Mallorcans to read their 

music individually. Somewhat surprisingly, people from across the spectrum enjoyed 

their concerts; the band seemed to be one of the only music platforms in Mallorca 

that reconciled the nostalgia of a lost past with modernity – by using traditional 

instruments but with a new, multi-influenced repertoire – stepping around the 

treacherous stones of politics and beliefs.  

 

Concluding remarks: a political instrument? 

As a traditional instrument, many say that the xeremies are not political and 

nor should they be. However, in specific contexts music and instruments become 

politically meaningful. On such occasions, whether played in demonstrations for 

language and culture, decorated with independence symbols or used in politically 

oriented bands, the xeremies are charged with meaning. They become a symbol of 

cultural heritage and are used to carry political messages. When this happens, they 

become political instruments, and the strong impact that these moments convey stay 

in people’s memories. Over time, this has created a politicised image of the 

instrument, and feeds into controversies among musicians who do not support the 

same political views as others or who wish to stay detached from politics.  

The perception of the instrument’s political function varies. For example, 

although Artigues agrees that the instrument in itself is not political and that, for 

some people, playing it is not related to any political ideology, for him the opposite 

applied. The xeremies enabled him to express his identity as a citizen of the Països 

Catalanes. Whenever possible, he played at demonstrations. He appeared in 

newspapers as he reintegrated music after a long absence into leading a 



!
231 

demonstration for the protection of Sa Rapità beach – where a big hotel was planned 

(an event I will return to in the next chapter). The use of the xeremies in such 

political ways was restricted to a small numbers of highly visible individuals. Most 

xeremiers spread out along the political continuum, and while I do not believe 

anybody can be completely neutral – since being against politics is, in a way, 

political – many advocated that music and politics did not belong together. 

Aside from the fact that in some contexts the xeremies were highly 

politicised, the instrument is a vector for personal identity. The bagpipes have as 

many individual representations as people who play them. In her article about rap 

and race, Rachel Sullivan explained how rap meant different things to different 

teenagers. Each found their own meaning behind the words and related to lyrics in 

different ways. What I witnessed was that the xeremies reflected all the different 

facets of Mallorcan identity. They were used in all sorts of events by people from 

different backgrounds and political inclinations. Whether used to play the Spanish 

national anthem or to protest against the current government, the instrument 

channelled the personal identity of its musicians. As Biel Frontera Luna told me, 

they were a sign of personal and cultural identity (interview, 25 May 2012, Palma). 

Biel seemed to echo Martin Stokes, who writes that ‘contexts are constructed by 

musicians, audiences and media in these events in which meanings are generated, 

controlled and negotiated’ (1994:15). Indeed, music is not political in and of itself. 

Nor is the act of playing it. However, when contextualised, music and the 

instruments used for it can become strong identity markers, with widely understood 

associations to political sentiments and views, and embedded with strong 

representations of a place and its complex cultural heritage.  
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Chapter 6 

Piping for tourists 

 

 

A dazzling island 

On 22 June 2010, I stepped off the plane into Mallorca’s busiest building, the 

airport. I was one of the 5,950,560 tourists to visit the island in 2010; in 2014, this 

number had grown to over 9.6 million.95 As I walked down the long, white corridors 

towards the exit, I was greeted by posters in Spanish, English, French, Catalan and 

German, welcoming me to Mallorca with images of spotless beaches, white sand 

gently sliding into turquoise waters and beautiful, stone patios from Palma’s old 

town centre. At this point, many foreign tourists are driven to resorts around the 

island, not to emerge until their return flight. Self-contained resorts take away the 

incentive for tourists to leave the area and travel guides discourage exploring beyond 

planned excursions, describing the use of public transport and individual expeditions 

as harrowing and undesirable experiences (Andrews 2006:225). An informative 

tourist website about Mallorca explains that:  

‘[p]ublic transport around all of the east coast is at best ‘unreliable’, but for 

the very brave or very foolish, buses do run into Palma 4 times each day 

during the summer ... [Bus] timetables are published each year on the bus 

stops ... and also on local bus operator's ... web site, although, clearly no 

responsibility can be accepted as to either the content or accuracy of 

information provided by these external sources’.96 

Mallorca’s natural beauty and clement weather have been the principal attractions for 

tourists since the nineteenth century and in June 2011 the island’s mountain range 

was nominated by UNESCO as a World Heritage Site. As tourism expanded and 

                                                

95 Govern de les Illes Balears, Estadísticas del turismo, 

http://www.caib.es/sacmicrofront/contenido.do?mkey=M10072911244127834137&lang=ES&cont=2

7994, accessed 25 August 2015. 
96 http://www.majorca-mallorca.co.uk/sillot.htm, last accessed 5 January 2015. 
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became the island’s main industry, attractions around folklore, geology or history 

have been created (Waldren 1997:59). Picturesque villages such as Valldemossa and 

Deià have become favourite tourist destinations both for day visits and longer stays. 

The coastline was colonised by resorts catering to seekers of carefree beach holidays. 

However, between the beautiful mountain villages and the sprawling beach resorts, 

the rest of the island was more or less left untouched by tourist developments. It was 

in this ‘back region’ (after MacCannell 1999:92) that I found the bagpipe culture of 

Mallorca to be thriving, hidden from the ‘tourists’ gaze’ (after Urry 1999). This 

chapter explores how tourism has proved instrumental in maintaining the continuity 

of the traditional practice of the xeremies, the Mallorcan bagpipes. After a short 

history of tourism in Mallorca, I detail the development of presentational 

performances both for tourism and for the post civil war ideology. I then explore 

how the shift of economies to tourism led to the professionalisation of the xeremiers. 

I will then address the role of amateur musicians in tourism while developing the 

issue of authenticity. The final part of the chapter is dedicated to the Mallorcan’s 

resistance to tourism, exploring how the traditional world managed to stay hidden 

from the gaze of tourists. 

 

1  Historical development 

Early Tourism 

The first time I went to Palma, I found myself renting a cheap, spartan room 

just off Plaza Gomila with a single bed and a partial view of the sea, framed by a big 

hotel and a large complex of modern flats, a few yards away from popular clubs. I 

was ignorant to the fact that today’s main clubbing district has a long and dark 

history. A little over 300 years ago, the road junction now called Plaza Gomila 

witnessed one of the darkest events in Mallorca’s post-medieval history. Mallorca, as 

with the rest of Spain, had not escaped the Inquisition. In the second half of the 

seventeenth century, it turned against the converted Jews of Mallorca. In 1691, 86 

converted Jews were condemned to death. Some had already left the island and were 

safe from execution. However, 36 were burned at the stake, three of them alive on 6 

May 1691 (Piña Homs 2004:131). Plaza Gomila had been chosen as it was far away 

enough from the city to prevent the fumes choking the 30,000 onlookers (Garau 2010 

(1691)).  
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Two hundred and fifty years later, El Terreno, the lush slope between the sea 

and the castle Bellver – the residence of medieval kings made a prison in the 

fourteenth century and a museum in 193197  – was host to quaint white stucco houses 

owned by foreign artists (Walton 2005:188). Unbeknownst to me, the place I had 

chosen to stay for my initial investigation was thus central to Mallorca’s history of 

tourism. Early tourists were wealthy people from northern Europe, many attracted to 

the island for its paradise qualities (Walton 2005:179; 182-183). During the first half 

of the twentieth century, winter tourism was gradually replaced by summer tourism. 

Plaza Gomila, at the heart of El Terreno, was far enough from Palma to provide a 

sense of peace and nature, and artists’ houses were spread out on the slope leading to 

the imposing castle. Later, clubs such as Tito’s opened, where famous artists 

performed, including Frank Sinatra and Marlene Dietrich.98 The clubs created a hub 

of entertainment in an exoticised setting. Live performers were gradually replaced by 

the modern DJs and scantily dressed dancers that continue to feature on Tito’s 

webpage.99 Today, Plaza Gomila is still one of the most popular places for clubbing, 

offering entertainment for all tastes ranging from hard rock to mainstream pop. In 

June 2010, an open-air pop-up club was set up on a concrete car park a few metres 

away from my hostel. The music went on all night and prevented any local residents 

from sleeping. The slight insecurity I felt walking in the area was later justified by 

tales of drug feuds that seemed to happen regularly a few streets up the hill 

(Dankworth, informal conversation, November 2011, Palma).  

Since the early nineteenth century, ‘the forgotten islands’ (Vuillier 1893) 

have been a constant source of attraction for Spanish and international travellers, 

many of who published their memoirs. The first two were written by gentlemen who 

travelled to the island for professional reasons. José Vargas Ponce, member of the 

armada, the Spanish fleet, arrived in 1784 to chart nautical maps. He published 

Descripciones de las islas Pithiusas y Baleares in Madrid in 1787 with a full account 

of Mallorca’s geography, towns and art collections (Barceló i Pons 2000:32). A few 

                                                

97 Enciclopedia.cat, Gran enciclopedia catalana, 

http://www.enciclopedia.cat/enciclop%C3%A8dies/gran-enciclop%C3%A8dia-catalana/EC-GEC-

0008914.xml#.UkqmcVMntJs, last accessed 1 October 2013. 
98 Rawson, http://www.mallorcadaysout.com/2.2.html, last accessed 1 October 2013. 
99 http://titosmallorca.com/, last accessed  on 5 January 2015. 
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years later, French diplomat Jacques Grasset de Saint Sauveur spent four years in 

Mallorca between 1801 and 1805. In 1807 he published Voyage dans les Baléares et 

Pithiuses with more descriptions of local society than in Ponce’s work. One of the 

most famous travel accounts is George Sand’s A winter in Mallorca (1841) 

(discussed in chapter 3). She spent a few uncomfortable months on the island with 

her famous lover, Frederick Chopin. Over 100 years later, her memoirs prompted the 

town of Valldemossa to create a lucrative business around classical music, 

celebrating her stay at the Carthusian monastery (Waldren 1997:59). Finally, a 

further famous visitor was the Archduke Ludwig Salvator from Austria who, after a 

short trip in 1867, decided to make Mallorca his home. He went on to publish nine 

encyclopaedic volumes about the Balearic Islands, detailing customs and traditions 

(Salvator 1897; discussed in Chapter 3). His descriptions of traditional costumes 

became a reference for Mallorca’s later understanding of traditional dress, fixed in 

time by his images and descriptions (after Abram 1997:40; Waldren 1997:65), as I 

detail below.  

Tourism gradually became an organised industry. In 1897, a pocket guide to 

Mallorca was published in Palma; there were other similar volumes in various 

languages (Barceló 2000:36). In 1903, Bartolomé Amengual published La industria 

de los forasteros (The industry of the foreigners), comparing Mallorca’s 

underexploited potential with Italy’s and Switzerland’s tourism businesses. He gave 

recommendations on how to improve Mallorca’s appeal and increase its 

attractiveness to rich tourists. One was to create an organisation called ‘Pro 

Maiorica’ to develop tourism by improving maritime and land transport. He argued 

that tourism would not only benefit hoteliers but also the general population. But, for 

that to happen, Mallorcans would have to work together in an organised fashion 

(Amengual 1903). His book was probably essential to the creation of the Fomento 

del Turismo de Mallorca in 1905, an organisation dedicated to promoting tourism, 

presided over by businessman and journalist Enrique Alzamora Gomà (1866-1914). 

According to Barceló (2000:36), the Archduke Ludwig Salvator also participated in 

the creation of the Fomento del Turismo. The Fomento’s current website states that 

the goal of the organisation was to ‘help the tourist, such as providing sufficient 

publicity promotion in order to guarantee a good touristic foundation for the future.’ 

The website further adds that this organisation was the first of its kind in Spain; in 
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1907 it was declared to be an ‘institution of public utility’.100 By 1910 maritime 

communications were improved, followed two decades later by the creation of Aero-

taxi, an air service founded in 1934 dedicated to tourist flights (Walton 2005:188).101 

The surge of tourism in the late nineteenth century led to the development of 

the postcard business. Postcard production boomed, rapidly superseding stamp 

availability. Thanks to their popularity, they were increasingly exchanged between 

locals and foreigners. Postcards became more than a means of communication: Palá 

Laguna writes that they became a ‘cultural vehicle’ showing landscapes and towns 

from other places (2004 :39-40). Many also illustrated local customs and traditions 

including music and dance. Even before the creation of the Fomento del Turismo, 

several postcards with images of local musicians and customs were published for 

national and international use. Palá Laguna considers the very early 1900s to be the 

‘golden age’ of postcards. 

Two postcards issued by the newspaper Ultima Hora in 1902 and 1903 show 

xeremiers and flabiolers. Both are well-known photographic representations of the 

Cavallets of Felanitx and of the cossiers of Montuiri, ritual dancers in flamboyant 

costumes posing with the musicians (to be discussed in Chapter 7). The xeremiers, 

however, were simply dressed in a fashion contemporary to their time. Another early 

image of bagpipers is a postcard edited in Palma in 1905 by José Tous. As we can 

see below, it features five xeremiers and flabiolers lined up in front of the general 

hospital of Palma.102 Just as in 1902 and 1903, the xeremiers were all simply dressed 

(I discuss costumes below). According to Pep Rotger, this was most probably a 

group of xeremiers gathered for the express purpose of the photography as bagpipes 

were only played in colles at the time (Rotger, Facebook message, 28 November 

2013). Although big groups of xeremiers did not appear until the 1990s, 

photographic evidence shows that several colles were available and could be hired 

                                                

100 http://www.fomentmallorca.org/historia, last accessed 4 January 2015. 
101 www.airport-technology.com/projects/palma-de-mallorca-airport-balearic, last accessed 28 January 

2015. 
102 http://www.paraisobalear.com/index.php/galeria/galeria-fotografica/view-

photo/94/3286.html#dgtop, accessed 17 October 2013. 
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for large events. This, for example, was the case in 1929 for the 700th anniversary of 

King James’ arrival in Palma.  

 

Figure 51: Postcard with five xeremiers. Published by José Tous, Palma, 1905. 

 

 

Figure 52: Postcard 'Ball de pajesas' (peasant dance), with a piper on the far right.  

Published by José Tous, Palma, 1908. 
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The postcard picture above, circulated in 1908, depicts a group of dancers 

moving to the music of a guitarist and a xeremier. This image was most likely 

staged, as the sight of a bagpipe and a guitar playing together would have been 

highly unusual. Linda Dankworth writes that the flourishing tourist industry at the 

beginning of the century encouraged rural dancers to create acrupaciones 

(agrupaciós in Catalan), folk dance groups that would perform for tourists to earn 

some money (Dankworth 2011). Dance groups were formed by regular dancers at 

patron saint celebrations, common in the Mediterranean, who decided to organise 

themselves in a more professional way: ‘the group Lamparillas were the ones who 

decided to create a group, which was, let’s say, a bit professional, in order to dance 

and sing at celebrations’ (Estaràs, interviewed in Frontera 2009).103 Lamparillas was 

the foundation for the Parado de Valldemossa dance group. The latter is considered 

to be the first agrupación to have been created, in 1925, before official groups were 

formed by the Sección Femenina after the Spanish Civil War (1936-1939)  (Mulet 

1956:71, cited in Dankworth 2011). This was the beginning of ‘presentational 

performances’, a term that Thomas Turino describes with reference to other musical 

traditions as: ‘one group (the artists) providing music for another (the audience) in 

which there is a pronounced artist-audience separation within face-to-face situations’ 

(Turino 2008:51-52). The divide between the audience and the performers was 

highlighted by the use of traditional costumes, marking the performers as culture 

bearers and thus lending authenticity to the performance (after Trimillos 2004a:38). 

The people who organised themselves into presentational groups originally stemmed 

from ‘participatory performances’. These, taking my lead from Turino, focused ‘on 

the activity, on the doing, and on the other participants’ (Turino 2008:28).104 

 

The Sección Femenina 

The Civil War and the ensuing autarky put an abrupt stop to tourism. Most 

hotels shut down and only a small number continued a reduced activity until the end 

of World War II. By then, Franco was firmly established, and the Fomento del 

Turismo had to cooperate with his new government in order to develop tourist 

                                                

103 https://vimeo.com/7627530, last accessed 25 August 2015. 
104 I am aware that Lonan Ó Briain uses these terms in a similar way in his 2014 article. 
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activities. Their first activity promoted Mallorca as a honeymoon destination.105 

Franco’s regime changed to some extent the nature of dance groups. In 1934, the 

Falange party created the Sección Femenina. With Pilar Primo de Rivera at its head, 

it was responsible for women’s culture, sports, education and welfare and a 

Department of Music was included in its Council for Culture (Añon Baylach 2011). 

It was only in 1936 that the Sección Femenina was fully implemented in Mallorca 

(Morote Pons 2000:244). A Sección Femenina delegate was appointed in every 

town, coordinating and controlling the activities of the female population. In some 

towns, the delegate was responsible for collecting songs and dances, and for creating 

dance groups that were included in the female physical education programme. 

Folkloric material was collected all over Spain to ‘restore and promote music, songs, 

romances and popular dances’ (Primo de Rivera 1983, cited in Añon Baylach 

2011:9). The dance groups from the Coros y Danzas (Choirs and Dances) section of 

the Sección Femenina were exclusively female until the 1950s and 1960s, and 

created a strong gender imbalance (Dankworth 2011, Añon Baylach 2011). 

Mallorcan dance groups performed at national folklore festivals as Balearic 

representatives of the Spanish trade union organisation Educación y Descanso 

(Education and Rest) (Martí Cañellas 1998:63-64).  

The activity of the Sección Femenina, transforming local traditions into 

staged performances, can be compared to how the Soviet government used peasant 

music and dance to their advantage. In Bulgaria, the most adept musicians became 

waged workers for ‘state folklore ensembles’, performing at competitions and 

festivals in a rigid style (Rice 1996:179,181). Further north, in the 1930s, Stalin 

requested official Soviet folklore and all ensuing choirs were based on the Piatnitsky 

Choir, the best institution for folklore at the time. First, lyrics were changed to 

transmit political messages, then, new music was written, to become the choirs’ main 

repertoire (Levin 1996:18). In Spain, folkloric music was also used to promote a 

united nation through standardised formats decided on by the government (after 

Slobin 1996:2-3). 

                                                

105 Fomento del Turismo Mallorca’s website, http://www.fomentmallorca.org/historia, last accessed 4 

January 2015. 
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  In his book, Bernat Martí Cañellas explains how Jaume Company founded 

the dance group Aires Mallorquins in 1940. Jaume Company reported that most 

dance groups ‘were born in the shadow of a dance master, often with a disc-player; 

others came from a group of string musicians, in other words, a rondalla; many 

started as a society’s cultural activity, almost always with a lot of enthusiasm’ (Martí 

Cañellas 1998:53). Company’s dance group included several male dancers. Despite 

mixed-gender dancers, the musicians – all string instrument players – were men. The 

dance group performed at national folklore festivals as the Balearic representatives 

for the Educación y Descanso trade union  (Martí Cañellas 1998:63-64). Educación y 

Descanso also collaborated with mixed dance groups that were not part of the 

Sección Femenina (Añon Baylach 2011:11); Company’s Aires Mallorquins was 

most likely one of these.  

The opening of Spain’s borders in 1951 led to an economic boom. In 

Mallorca, tourist numbers went from 98,000 in 1950 to 321,000 in 1959, with 80% 

of these visiting from abroad (Barceló 1998:42). The development of transport 

communications led to an even greater surge in numbers and by 1973 Mallorca was 

welcoming over seven million visitors a year (Barceló 1998:43). With renewed 

tourism in the 1950s, local groups started performing for tourists, and men were 

accepted back into dance groups. By the end of the decade dancers were issued with 

licenses that allowed them to perform for tourists. Local performances did not 

require such licences, but they were ‘watched by the police’ (Guillem Bernat, cited 

in Dankworth 2011106). The groups performed often: ‘[in 1950] Aires Mallorquins 

was performing two days a week at the Hotel Mediterráneo whose director was the 

senyor Cubeles, a good friend’ (Martí Cañellas 1998:63). Margalida Colom 

‘Colomet’, who used to dance with the Parado de Valldemossa, remembered that 

they would dance almost daily for tourists: ‘They would say: “a boat is coming, a 

boat is coming!” and we would dance every day, every day, every day’ (Colom, 

interviewed in Frontera, 2009). Although these groups were generally accompanied 

                                                

106 http://www.dancevoices.com/index.php?option=com_content&view=article&id=188:a-

retrospective-of-mallorquin-dance-during-the-seccion-femenina-womens-division-of-the-falange-

party-1939-1975-and-their-continuing-legacy-in-mallorca&catid=21&Itemid=46&lang=en, last 

accessed 25 August 2015. 
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by string instruments, xeremiers were sometimes featured, especially when it came 

to street processions. In 1970, for instance, Aires Mallorquins went to Saragossa with 

‘twenty people and a bagpipe duet; the xeremiers were indispensible because in 

Saragossa the street parade was very important’ (Martí Cañellas 1998:64). A 1940s 

Odeon recording showcased two tunes,107 Corregudes Populars and Jota de l’Oferta, 

both played by excellent xeremiers, Pere and Bartomeu ‘Bestard’. Such a recording 

was rare – recordings of Mallorcan songs accompanied by plucked string instruments 

were more common – but it showed how the xeremiers, although seemingly less 

involved with the agrupaciones than other musicians, were considered representative 

of local culture.!

The agrupaciones, although very prominent in Mallorca’s society through 

showcases and regular rehearsals, were not readily accepted by all. Older dancers 

from the end of the nineteenth century resented presentational performances and 

many felt that the essence of improvised dancing had been squeezed out by 

rehearsals and set steps. Guillem Bernat wrote how ‘the agrupaciones tended to 

create new music, new varieties, new dances including large choreographies and at 

the end, the original dances lost their appearance, some too ceremonious, others with 

accelerated rhythms in order to make it more spectacular’ (Bernat 1993:10 cited in 

Dankworth 2011). On 22 March 1959, Bartomeu Ensenyat – who founded the new 

Escola de Música i Danses de Palma in 1975 (discussed in Chapter 4), now one of 

the best-known dance groups of the island – was able to collect the words of Juan 

Mas Frau, a 71-year-old xeremier, flabioler and tamboriler who ‘travelled 

throughout Mallorca to play in village celebrations’: 

I have danced in nearly all Mallorcan villages, the female dancers would 

always lead the dance and we had to follow and imitate them. Some good 

dancer would start by doing a difficult step for us and then again, and again, 

and there wasn’t one who couldn’t follow… It’s not the same as what they 

are doing now with the agrupaciones where god knows how many times they 

will have rehearsed before going out and studied the step combinations that 

                                                

107 This dating was established in collaboration with Andrew Pace based on the group’s history, the 

aesthetics of Odeon recordings throughout the twentieth century, and other dated Odeon recordings 

with similar serial numbers. 



!
242 

they then showcase, and this, let me tell you that it is neither dance nor 

dancing. The modern dancers do no more than walk and kick, they don’t 

follow the rhythm of the drum (Ensenyat 1975:148). 

Despite this critique, the agrupaciones were instrumental in maintaining a certain 

dance practice. As the current director of the Escola de Música i Danses, Biel 

Frontera Mestre, pointed out to me, although the actual dancing may not have been 

aesthetically pleasing nor representative of actual Mallorcan dancing before the 

regime, it did help to bridge the gap between the beginning of the century and the 

1980s, when a new generation was ready to take over (Frontera Mestre, interview, 

March 2012). Antoni Bibiloni, director of a cultural centre in Alcudia, stated that 

although the dances were performed in an ‘adulterated and diluted form’, they were 

maintained throughout the twentieth century (Bibiloni 2004, cited in Dankworth 

2011).  

 

2  The creation of professional xeremiers 

From shepherd to xeremier: a lucrative business 

Over the course of the nineteenth century, visitors and tourists were integrated 

into the locals’ everyday-life; Waldren (1997:57) describes how they were given 

house names and nicknames, and fused to the social tissue of the villages. The small 

number of visitors fit into the existing social hierarchy of landowners (senyors) and 

peasants (pageses), identifying with the former. When tourism began to expand, 

Mallorca’s social structure changed drastically: peasants became businessmen, 

white-collar employees or property owners (Waldren 1997:58). The divide between 

landowners and landworkers became irrelevant as more and more people went to 

work for the service industry in towns. Between 1960 and 1970, the Mallorcan work 

force shifted from the primary (agriculture) sector to the tertiary (service) sector 

(Barceló 1998:43, Waldren 1997:58). Due to the great numbers of tourists, close 

social interaction was no longer possible and an organised ‘front region’ was created 

in order to control moments of contact with tourists. MacCannell describes this space 

as ‘the meeting place of hosts and guests or customers and service’ (MacCannell 

1976:92). Hotels, resorts and newly developed cultural sites enabled locals to limit 

the invasion of tourists, putting in place a structure that protected everyday life. 
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Tourists were offered Mallorcan culture in controlled environments where they were 

able to sample traditions that had been picked out for them. Amongst these were 

music, as well as dance and food. 

From the 1950s onwards, bagpipe players were offered increasingly more 

work as colles in hotels and barbacoas – big barbecues in old rural houses where 

local food was served to the sound and sight of folkloric music and dance. According 

to xeremier Josep Rotger, ‘at some point or another, everyone worked in tourism, 

especially from the mid-sixties onwards’ (Facebook message, 8 October 2013). 

During one of our interviews, he listed pre-revival colles that were involved in 

tourism during the 1960s and 1970s. The colla Fideu and Tix from the north-east of 

the island played on Muro’s beach as well as at the barbacoa restaurant Es Mal Lloc 

(The Bad Place). This colla also used to play in an unnamed formation with four 

dancers and a ximbomba (local friction drum) in the tourist area of Ca’n Pica Fort. 

Another xeremier, Ciutadenet, worked in a hotel as a kitchen assistant and even 

featured on a tourist advert for Mallorca. The colla formed by Sebastià de Pina and 

Matxo played in Lluchmayor for tourist events. Benet d’es Capdellà used to play in 

Calvià and Es Capdellà before mass tourism transformed the area. Later, these 

villages created new celebrations for foreigners designed to bring in more money 

(Rotger, interview, 28 August 2012). Other postcards showed Mallorcan xeremiers 

dressed in traditional clothing, posing and playing in tourist environments. A 

significant photo pictured below, well known to xeremiers today, is that of a piper 

walking down a beach, playing Galician bagpipes (gaita) in a Mallorcan costume 

next to scantily dressed sunbathing tourists. This may be the same xeremier that Toni 

Genovart mentioned in interview: ‘In the 1970s, a man from San Llorenç had a gaita 

because he had no xeremies and he would go dressed up as a peasant to play on the 

beaches. He could earn 10,000 pesetas in one day, the equivalent of a month’s 

salary’ (interview, June 2012, San Llorenç). 
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Figure 53: Postcard featuring a piper playing the gaita (right) and a flabioler (left),  

both in traditional Mallorcan costume. Publisher unknown. 

 

Figure 54: Postcard picturing a colla in traditional Mallorcan dress. 

 Heliotipa Artistica Espanola, Madrid. Circulated in 1950. 
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Although these musicians were all involved in tourism, they were not 

considered professionals due to the irregular nature of their musical activity. When I 

asked Pep Rotger which colles were active in the 1970s, he named only a few: the 

Llargos, the Camps, the Pineros and the newly formed Xeremiers de Sa Calatrava. 

During my fieldwork I understood through many comments that the Llargos were 

unanimously considered the true masters of the xeremies. The first Llargo colla was 

formed by Miquel Aloy from Sencelles (ca.1897–1982) and Joan Pubil from Ses 

Salines (1901– ca.1989) (Rotger, Facebook message, 1 February 2015). They were 

called ‘Llargo’ (long) after Miquel Aloy who liked to run long races. The nickname 

stuck and the colla was called the ‘Llargos’, a name that is still commonly used 

today for pipers of the Aloy family. For the last hundred years, the Llargos have been 

known for the quality of their music; their skills were passed down in the family. 

Despite their profession as farmers, music was a central part of their lives. Their high 

level of performance led them to play at celebrations all over the island; their 

extensive practice meant they could be considered professional xeremiers. Although 

the Llargos were best known for performing at local celebrations, they also played 

for tourism. Xeremier Tomeu Aloy (born 1934), son of Miquel Aloy ‘Llargo’, 

recalled how the colla was asked to play for hotels. One year, they played for nine 

months at Paguera, a tourist beach location in Calvia. Another year, Tomeu Aloy and 

his nephew played for three months at the San Martí restaurant for eight or nine 

buses of tourist (interview, 12 September 2014, Sa Pobla).  

The Camps colla, on the other hand, were famous for playing for tourists. 

Unlike the Llargos, they played less often at local events and concentrated on ‘front 

region’ performances. A postcard from 1966, pictured below, shows an impressive 

view of a 6 square meter barbecue in a rural house’s courtyard – Son Amar – 

surrounded by a chef, a quartet of three guitars and castanets, a horse mounted by a 

rider in black, a row of six cooks preparing the meat, six dancers and a colla of 

xeremiers in their black costume and round hats. The colla is most likely the 

xeremiers Camps who, when tourism boomed, played at Son Amar every evening.  
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Figure 55: Barbacoa at Son Amar with a colla on the right.  

Publicity postcard by Son Amar, Bunyola, 1970. 

 

Tomeu Camps, son and godson of the Camps colla, described their busy 

schedule to me during interview. The musicians, who were from a peasant family but 

also from a long line of xeremiers – supposedly the eleventh generation (Camps, 

interview; see also Miralles 1978) – played for tourists three times a day, every day, 

at three different venues. In the morning they played at the Carthusian monastery of 

Valldemossa where Georges Sand and Frederic Chopin stayed in 1838. In the 

afternoon, they played at La Granja, an old rural domain that was transformed into a 

museum, showcasing different aspects of Mallorcan culture and daily life (discussed 

below). Later, this task was taken over by younger colles. In the evening, they played 

at Son Amar where huge barbecues were organised. From 1964 onwards, they also 

played at a restaurant in their hometown, Son Roca, after the area became urbanised 

(Camps, interview, 23 May 2012, Son Roca). Pep Rotger recalled that the Camps 

brothers also played at Son Gual and Son Moragues. While playing for tourists was 

not always as respected as playing for local celebrations, Pep Rotger considered that 

their extensive playing had helped to keep the repertoire alive as they performed 

much more often than most xeremiers (Rotger, interview, August 2012).  

Cassandre

Cassandre
Copyrighted image



!
247 

Tourism not only provided many performance opportunities, it was also 

financially rewarding. Tomeu Camps was quite vocal about the monetary benefits of 

playing for tourists. He compared his salary as a naval port manager for the company 

Transmediterranea to the monthly salary earned playing at Son Amar by his father 

and godfather. In his day job he would earn 9,000 pesetas a month (ca. £46) while a 

month of concerts at Son Amar would generate 15,000 pesetas (ca. £76) for the 

musicians.108 Additionally, the colla was registered and had a permit that allowed 

them to play in the streets. Musicians had their own union and when his godfather 

decided to retire, he chose to retire as a musician rather than as a farmer, as the 

musician’s pension was noticeably higher (Camps, interview, 23 May 2012, Son 

Roca). Tomeu Aloy confirmed that playing for tourism was very lucrative. Indeed, 

there were not many active colles at the time. This meant that they were in great 

demand, thus earning more money playing music than working with their flocks.  

However, this extensive presentational performance practice did not mean 

that the musicians were always comfortable with tourist performances. Pep Toni 

Rubio remembered how they would turn up at hotels and expected to play bagpipes, 

flute and drum in the morning or at lunchtime (interview, 12 November 2011, 

Palma). He told me how he often felt uncomfortable as he thought they were 

probably disturbing the guests by playing loud instruments at inappropriate 

moments. However, the discomfort could be surmounted due to their status as 

professional musicians, financially dependant on the performances. This illustrates 

Stephen Cottrell’s idea that professionalism involves a ‘notion of servitude’ (Cottrell 

2004:10) where musicians are obliged to play despite their personal reservations 

about the quality or relevance of the performance. Young xeremier Càndid Trujillo 

philosophically summarised the power play in three words: ‘qui paga mana’, or, in 

other words: the customer is king (Trujillo, email, 13 August 2013). This echoes 

other tourist performances around the world such as the Cat Cat village shows in the 

Suta region of Vietnam described by Lonán Ó Briain. The performers were not 

specifically native to the region they were representing and would wear traditional 

costumes and play instruments for the sole purpose of earning money (Ó Briain 

2014:41). Unlike Cat Cat show performers, xeremiers performing in Mallorca all had 

                                                

108 Currency exchange, as on 22 October 2013 at www.xe.com. 
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a strong Mallorcan identity and were faithful representatives of the culture they 

performed. However, the tourist performances were completely separated from the 

back region and carried out in very specific front region locations (after MacCannell 

1976). 

  

La Granja: a centre for cultural tourism  

One of the most significant generators of local music and dance entertainment 

was the domain of La Granja, a large rural house with a small farm, landscaped 

gardens and a restaurant. Not only did it provide a platform for the performance of 

traditional music and dance, it also supported local culture by generating regular 

financial income for the emerging traditional music professionals. La Granja’s 

history dates back to the medieval ages. The historical site had been exploited for its 

clear water at least since the tenth century. After the Reconquista, Mallorca was 

separated into plots of land that were handed out to nobles who had helped King 

James I in his venture. When one landowner moved to another property, he left La 

Granja to Cistercian monks who worked the land; and from then on the site was 

known as ‘La Granja’ (the farm). The current building was reconstructed at the 

beginning of the eighteenth century, when Italian elements were added to the 

architecture (La Granja 2007:6-7). In the nineteenth century, it was a place where 

artists and eminent travellers came to stay and it was ‘a reference for the pictorial 

and literary inspirations of great authors’ (La Granja 2007:4).  

La Granja opened to tourists in 1968 and activities representing traditional life 

in rural Mallorca were already an integral part of the visit. Since the very beginning, 

xeremiers were included in the programme. Josep Antoni Sans grew up on the 

domain and became its manager in 2008. Prior to this, his godfather managed the 

restaurant and his father was the general director of the museum. A xeremier himself 

since 2006, Josep Sans described to me the timeline of the xeremiers linked to La 

Granja. 

The old xeremiers from Son Roca played here right from the start [1968]: Pep 

Camps (flabiol and tamborí) and his brother, Jaume Camps (xeremies), father 

of the current xeremier from Son Roca, Tomeu Camps.  Along with them, the 

dancers ‘ball de Mallorca’ would do the dances: Joan Jordà (who then created a 
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ball de bot school), Pep ‘el Ferrer’, Petra and other younger dancers. The main 

idea was that tourists who came to Mallorca could enjoy authentic Mallorca in 

a privileged location such as La Granja from Esporles … so since 1968 music, 

traditional dance and artisans were included. 

When Master Jaume Camps died in 1979, Master Pep Camps (alma mater of 

the La Granja show) started to play with a musician called Jaume dels Calafats 

who played the xeremies. At the beginning of the 1980s, Pep Toni Rubio and 

Pep Rotger (Xeremiers de Sa Calatrava) replaced the old [xeremiers] from Son 

Roca. Pep Camps died in 1985. 

 In 1982, the band Música Nostra was formed when nearly all its members 

were working at La Granja: Toni Roig, Pep Rotger, Pep Toni Rubio. Toni 

Roig, musician and sculptor, sculpted the xeremiers that are [displayed in La 

Granja´s courtyard] with the occasional help of Pep Toni Rubio. At the 

beginning of the 2000s, Pep Toni Rubio left La Granja and his partner Pep 

Rotger took over the functions of the xeremier with Toni Roig who had already 

started to play the xeremies. Toni Roig played the xeremies alone for a few 

years until he died suddenly in September 2007. After him came a man called 

Bernat who used to work here as a dancer. [He played] until 2009 (Josep Sans, 

email, 5 December 2013). 

 

Figure 56: Josep Sans (left) with l'amo en Pep de Son Roca, Sa Granja, 1971. 

Photograph: Sans Collection. 
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In 2007, La Granja’s brochure advertised that folkloric dances were held 

‘only on Wednesdays and Fridays during the artisan demonstration’. The fair, 

complementing the visit of the stately home and its magnificent gardens, re-enacted 

nineteenth century customs and activities such as lace making, blacksmithing and 

woodturning. Live fiddle, recorder and bagpipe music accompanied visitors as they 

walked around. A homemade video recorded in May 2009 and posted on YouTube 

by Susanne Pacher, an enthusiastic Canadian tourist, shows the atmosphere of the 

artisan days.109 On those days of the week, folkloric dances were organised, 

providing an all-round experience of Mallorcan local tradition. Videos of these 

folkloric dance demonstrations posted on YouTube show the musicians lined up at 

the back of a small stone stage and dancers in full traditional dress demonstrating the 

steps in front of them. The tourists sat on long wooden benches and were roped off 

quite far away from the stage in order to avoid the hot sun. The repertoire played in 

these performances was the same as any usual dance carried out in contemporary 

Mallorca with a mix of jotas, boleros and mateixas. The costumes, the setting, the 

artisan fair and the demonstration of traditional skills intentionally transported the 

tourists to an imagined past. If one were to look closer, however, many elements of 

the mock nineteenth century setting were anachronistic. Costumes, as we shall see 

later, were reconstructed from different Mallorcan fashions and even the musical 

instruments were taken from the contemporary folk dance scene, including the 

plastic recorder. The latter was introduced to Mallorcan music by Tomeu Estaràs, 

son of the founder of the Parado de Valldemossa. It became a popular instrument and 

was adopted by other folkloric bands (Estaràs, interviewed in Frontera 2009). The 

sight of Yamaha or Moeck instruments was commonplace during my fieldwork and 

many bands seem to have integrated the recorder into their instrumentation.  

Despite these inaccuracies, which were of little importance to the audience, 

and despite the presentational aspect of the show, the foreign public seemed to find 

the display impressive as it provided an insight into what some perceived as 

‘authentic’ Mallorcan traditions. YouTube video titles demonstrated the tourists’ 

interest as well as their perception of the show: ‘Real Mallorcan folk music @ Sa 

                                                

109 http://www.youtube.com/watch?v=cdv8ePpnETw, last accessed 5 November 2013. 
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Granja’, ‘Authentic Mallorcan folk’ and ‘Cheery Mallorcan folk’.110  All these 

elements feed directly into the notion of authentic experience analysed by many 

scholars since the early 1970s when MacCannell first applied the notion of 

authenticity to social sciences (Wang 1999:349). Tourists are in the presence of 

various elements that provide them with different experiences. The objects, originals 

and replicas, are linked to the museum aspect of tourism. Constructive authenticity 

scholars such as Bruner (1994), Cohen (1988) and Hobsbawm and Ranger (1983) 

posit that, through their expectations, beliefs and perspective, individuals construct 

their personal symbolic authenticity of the toured objects (Schwandt 1994:125, in 

Wang 1999:354). At La Granja, tourists were conscious that an imagined nineteenth 

century scenery had been reconstructed for them. They were also aware that the 

show they witnessed was not how Mallorcans danced in every day life, especially not 

in these costumes. However, tourists realised that La Granja offered them a different 

vision of the local culture to the one imposed on them by the foreign tourism 

business; polka dot dresses, bull fighting and flamenco guitars were the common 

themes of tourist resorts and souvenir shops, widespread phenomena that presented 

reconstructed symbolic images of Spain as a whole, ignoring the vast variety of 

cultures throughout the country. This would particularly aggravate my Galician piper 

friends, who would curse whenever they drove past the large effigy of a bull on the 

A-52 motorway to Orense (Galego, informal conversation, August 2005, Orense). La 

Granja was and still is a place where curious tourists go looking for interesting 

‘toured objects’ available at the museum (after Wang 1999). Conscious of the staged 

authenticity, the open-air museum offered an escape from the imposed culture of the 

resorts and hotels. Tourists not only experience authenticity through the objects on 

display but also through the experience of walking through the grand house, strolling 

through the grounds, tasting Mallorcan food and mingling with costumed Mallorcans 

at the artisan fair. The nostalgia of the setting, created by the nineteenth century 

theme – albeit full of anachronisms – adds a feeling of authenticity to the experience 

(Berger 1973:82, Wang 1999:360). In this frame of mind, it is understandable that 

tourists who have not previously been in contact with Mallorcan culture will refer to 

                                                

110 http://www.youtube.com/watch?v=v3cfqL_0BeM, last accessed 5 November 2013. 
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the staged and choreographed dances in traditional costumes as ‘real’ or ‘authentic’ 

Mallorcan folk. 

Back to La Granja’s shows and the fate of the xeremiers performing for the 

museum. The Granja performances were especially important in winter when there 

were fewer local festivities and opportunities to play with other bands. Pep Toni 

Rubio recalled that his workload would double in summer. He played at festivities 

with his colla and would regularly perform with his band, Música Nostra. In winter, 

his main activity was playing two or three days a week at La Granja (Pep Toni 

Rubio, Facebook communication, 16 January 2015).  2009 was not a propitious year 

for the xeremiers. After the major financial crisis of 2008, and despite the manager’s 

love of the bagpipes, the company was forced to reduce the cost of tourist 

entertainment by cutting the musicians and the dancers out of their programme. The 

only elements kept on by the management were ‘three horse and falcon dressage 

shows a week with as well as artisan demonstrations (only a few) on Wednesdays 

and Fridays from 15:30 to 16:30 from February to October’ (Josep Sans, email, 5 

December 2013).111 These were much less expensive to finance than a group of 

musicians and dancers.  

Dance and music have become increasingly prominent in local Mallorcan life 

since the 1980s. They are practiced in almost every village, informally and without 

costumes. If these traditional activities had not become commonplace on the island, 

it may have been more difficult for local managers to cut them out of tourist 

attractions. Indeed, thanks to a successful revival, they now no longer represent a 

golden past but have become part of a very real modern world. Nostalgia is no longer 

part of the performance process as many locals integrate this form of expression in 

their daily lives, practicing it frequently and informally. While this seems to be 

encouraging for the health of the local dancing and music scene, cutting this show 

out for financial reasons at La Granja meant that traditional music and dance became 

even less accessible to tourists. It was also a big upheaval for musicians whose 

livelihood depended on such events. As previously discussed in Chapter 4, the 2008 

crisis led the ensuing right wing government to impose substantial funding cuts that 

were strongly felt by professional traditional musicians. As the financial crisis 

                                                

111 http://www.lagranja.net/museum, last accessed 5 November 2013. 
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spread, more and more shows were cancelled and professional musicians found 

themselves having to look for work in different fields, often completely removed 

from the musical world. This caused an identity crisis for some as they were forced 

to reinvent themselves after a lifetime dedicated to the xeremies. Pep Toni Rubio, for 

instance, took up the saxophone and started to study jazz intensively. Another 

professional xeremier opened a small tavern with fellow musicians and refused to 

play except at specific celebrations that had stayed loyal to his colla (Trujillo, 

informal conversation, September 2014, Palma). The surge in tourism and its heyday 

had provided these musicians with a sense of employment security. Tourism had 

enabled them to become professional musicians, living by their trade. The fluctuating 

economy and a sharp increase in competition due to a successful revival movement, 

then forced professional musicians to diversify, each choosing different paths. 

 

Benefits and drawbacks 

As events testify, tourism brought both benefits and drawbacks to the locals. 

Regular paid presentational performances facilitated the continuation of cultural 

activities that had already disappeared in other Western European countries such as 

France and Sweden. The Gascogne bagpipes, for example, were only re-discovered 

by accident in the 1970s, the last piper having died in the first half of the twentieth 

century. The reconstruction of tradition was a long process as it was painstakingly 

pieced together with written and audio testimonies from the turn of the century 

(Bohaires de Gascogna 2011). In a different example, Linda Scarangella-McNelly 

describes how tourism facilitated revival and creativity in Native American dance. 

The Híwus feasthouse, where ceremonies were re-enacted for tourists, became a 

place where culture could be performed and brought to life. Linda Scarangella-

McNelly writes that ‘although not part of a strategic ‘cultural revival’ plan … the 

opportunity to revive this dance and make [the] claim [of connection to the land and 

cultural continuity] was facilitated by the chance to perform it at Híwus. Kwel-a-

anexw’ (2012:90). The performance space, although central to touristic activity, was 

essential for the creation of new culture ‘owned and created in the same tradition as 

other public and private dances, and expressing personal experiences’ (Scarangella-

McNelly, Linda 2012:91). In a similar way, tourism in Mallorca created a space 

where presentational performances were in demand. I could even go as far as 
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suggesting that by encouraging the multiplication of dance groups and musicians, 

tourism helped to reduce the control of the Sección Femenina on the artistic output. 

Indeed, Guillem Bernat noted that spontaneous, independent groups were formed to 

perform for tourists when dancers were not previously engaged with more formal 

groups and rules relaxed as tourism increased (Dankworth 2011112).  

In the late 1970s, when Spanish regions were transitioning to democracy and 

autonomy, individuals involved in folklore groups re-asserted their right to tradition. 

The work carried out by Ensenyat in the 1970s helped to reintroduce improvisation 

and aesthetic freedom to Mallorcan dancing. These elements, according to his 

extensive research, were much more characteristic of the early twentieth century 

dancing than the stiff choreographies and invented rules implemented on stage 

during the regime years (Ensenyat 1975; Frontera Mestre, interview, 11 January 

2012, Palma). Música Nostra showed the way from 1982 onwards: they detached 

themselves from the official xeremier status at the Escola de Música i Danses de 

Palma, and performed in jeans and T-shirts as they stepped off stage at the end of 

concerts to encourage the audience to join in the dancing. As people became 

increasingly involved in these participatory events, they created continuity with a 

past that was disconnected to the regime and the Sección Femenina. They were re-

writing tradition through their own experiences, setting their own terms for future 

traditions (after Hobsbawm and Ranger 1983). 

Despite creating continuity through the years, tourism hindered tradition in 

specific ways. Matt Gillan describes in relation to heritage in Okinawa how sanshins 

were sold to ‘wealthy Okinawan emigrants in Hawai’i and the American mainland’ 

(Gillan 2012b). Josep Rotger and Tomeu Aloy told me that Mallorca had suffered 

from the same problem. In the 1960s, many old instruments hoarded in family homes 

were sold to tourists for little money. Josep Rotger thinks that there are still some 

instruments kept out of sight in private houses, but that the great majority of good-

looking instruments have probably been sold as curiosities, thus depriving the 

                                                

112 http://www.dancevoices.com/index.php?option=com_content&view=article&id=188:a-

retrospective-of-mallorquin-dance-during-the-seccion-femenina-womens-division-of-the-falange-

party-1939-1975-and-their-continuing-legacy-in-mallorca&catid=21&Itemid=46&lang=en, last 

accessed 25 August 2015. 
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revivalists of precious information about the older instruments. The small number of 

instruments left in Mallorca also meant that before anyone started making xeremies 

again, there was a lot of competition to acquire good instruments, and the new 

generation often played on patched-up bagpipes pieced together from different 

instruments. Tourism also damaged tradition through its constant economical 

pressure. The decline of rural activities meant that traditions were left behind as they 

were increasingly considered old fashioned and unworthy of attention (Waldren 

1997:59). Old xeremiers in Artigues’ book describe how their sons and nephews left 

for the city, uninterested in their elders’ activities (Artigues 2000). Similarly, Pep 

Toni Rubio wrote on an online forum that a lot of older people in the 1960s had 

stopped playing the bagpipes because they had gone out of fashion (Rubio 2005).113 

What was left of the older customs was crystallised in a timeless and idyllic past that 

was then showcased to tourists as well as to the rest of Spain through inter-regional 

festivals and national events. 

With this in mind, I now turn to a very different aspect of tourism, developed 

since the fall of professional work in the business. This aspect profited amateur 

players who still play for tourists and who envision the experience as an opportunity 

for social interaction. 

 

3  Tourist performance as a hobby 

Ethnography of a day at a resort 

On 16 June 2012, I was invited by the Xeremiers del Puig de Sa Font from 

the north eastern part of the island to visit them. They regularly invited me to their 

concerts, providing me with scores so I could play along because their repertoire was 

slightly different to the usual traditional pieces played in the island. On this occasion 

I was invited to play at Cala Ratjada, a popular tourist resort amongst Germans 

according to the website Majorca-mallorca.co.uk.114 The Xeremiers del Puig de Sa 

Font were invited to play at the resort every year and parade down the waterfront for 

a couple of kilometres until they reached the restaurant. On this particular day, the 

                                                

113 http://xeremies.mforos.com, last accessed 28 August 2015. 
114 http://www.majorca-mallorca.co.uk/cala_ratjada.htm. 
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resort was celebrating the Rock and Tapas festival, organised by the friends of the 

local music school. The group’s director, Antoni Genovart, later told me that they 

played as a favour for the music school’s headmistress and received no fee other than 

tapas and a meal at the restaurant (Genovart, email, 3 October 2013). The xeremiers 

gathered outside the market square where vendors were selling a variety of souvenirs 

before walking down the pier towards the restaurant. At the sound of music, a few 

tourists smiled; some took their cameras out to take pictures, but most of them 

expressed little interest and continued eating or strolling along the path, glancing at 

the musicians as they walked past. The xeremiers, dressed in everyday clothes, shorts 

and sunglasses, slowly made their way down toward the restaurant where a 

‘Modenshau’, a modelling show featuring a German model was advertised for later 

that day. As we settled down for a traditional Mallorcan lunch at around 3 PM, other 

ensembles from the local music school started playing, featuring children, teenagers 

and amateur adults.  

 

 

Figure 57: Xeremiers del Puig de Sa Font playing for tourists, s’Illot, 2012.  

Photograph: Cassandre Balosso-Bardin. 
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Later in the afternoon, the xeremiers played at s’Illot, another tourist seaside 

town, pictured above. My fieldwork notes record the following: 

The second gig at s’Illot was organised by the ayuntamiento (the town 

council). There was a small artisan market, none of the musicians knew for 

which occasion it had been organised and only tourists were around. The only 

Mallorcans present were the local authorities. The xeremiers played for the 

tourists and didn’t seem to mind. Nobody knew what they were playing for, 

what was happening and nobody seemed to care. Down to earth, Toni said: 

‘they hire us because we are cheap’ (field notes, 16 June 2013, Mallorca). 

For this occasion, most of the musicians had donned a bright coloured waistcoat. A 

little girl in an Andalusian-style red and black polka dot flamenco dress watched 

them with great attention. Her outfit, bought ready made in one of the tourist shops, 

was symptomatic of the resort’s disconnection with its location (Andrews 2006). The 

tourists, thinking they were buying something typically Spanish, were actually 

stating their ignorance of the local culture, very different to the flamenco brilliance 

of Seville or Granada. Once the parade was over, the xeremiers played a few extra 

tunes in front of the brand new visitor’s centre. The main listeners were the odd 

interested tourists and local authorities that then greeted the xeremiers, clearly 

showing that they were separate from the rest of the public through their connection 

with the musicians.  

The evening ended with a meal and a beer at the terrace of a café where the 

blonde waitress spoke no Spanish. Orders had to be taken in English, a source of 

great amusement for the Mallorcans who made fun of each other’s language skills. 

While we were eating, the empty café lit up with moving disco lights that illuminated 

the stage where an old-time crooner started singing ‘hits’ that were probably more 

than a little out of date. Surrounded with the xeremiers all enjoying each other’s 

company, making the most of their time together and cracking jokes, I couldn’t help 

but feel sorry and slightly embarrassed for the singer who was up there alone, 

singing along to a recorded track, trying to make the best of the situation and his very 

thin and unresponsive audience. This was my one and only field experience on a 

tourist resort and, although I had fun thanks to the xeremiers’ company, I was 

grateful that my fieldwork did not involve more of these events.  
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As an amateur group, the Xeremiers del Puig de Sa Font probably charged 

less than professional xeremiers. They were regularly hired in the northeastern part 

of the island as they were the only local xeremies band. Monetary reward was not the 

goal of this group, nor that of any other amateur formation. They would participate 

just as willingly in unpaid events as long as they were treated correctly. Any extra 

money, Toni Genovart told me, was saved and spent on reeds and communal meals 

at a restaurant with the whole band. Playing was more of an excuse to gather socially 

and have a good time with like-minded friends. These outings were not considered as 

work: ‘They did not pay us anything to go to Cala Rajada. We went for the love of 

art and as a favour for the director of the music school of Capdepera [who had 

invited us to come]’ (Genovart, email, 3 October 2013). The meals that often 

followed such informal performances were testimonies to the fact that the social 

aspect of the event was just as important as the music. During my fieldwork, such 

social moments shared by the groups were actually quite rare. Other groups I 

frequented seemed to value the music-making moment and disappear as soon as the 

procession or concert was over. Playing was a fête every time, be it for inattentive 

tourists or equally inattentive locals. Here, the important moment seemed to be the 

informal social moments after the performance proper. Indeed, the members of the 

Xeremiers del Puig de Sa Font were all very clear that they were first and foremost 

meeting friends and having a good time. Toni Genovart was very conscious of the 

bitter competition amongst xeremiers so he had decided from the start to avoid it by 

not playing traditional music but by performing a different repertoire that included 

his arrangements and compositions. This and the choice to use instruments in C 

rather than the usual C#, as discussed in Chapter 4, meant that other unconventional 

instruments could be integrated in the group, widening its scope of participation and 

welcoming other musicians into the group. 

 

Dancing for our supper 

Although tourism was a source of steady income for several professional 

musicians, tourist performances such as the one just described were more akin to a 

hobby for the majority of the people involved in the traditional world. As I 

mentioned earlier, during my fieldwork in 2012, tourism was no longer considered a 

reliable source of income, as performances were cancelled. Professional musicians 
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were actively finding other ways of generating business, but, despite this, several 

hotels and resorts still offered traditional music shows to their clients. The difference 

was that the events were now animated by enthusiasts. Much like the Xeremiers del 

Puig de Sa Font, I encountered several non-professional musicians who regularly 

went to hotels to dance or play and who considered these moments as pleasurable.  

One of these was Biel Frontera Mestre, director of the Escola de Música i 

Danses. One afternoon, I saw him and his wife leaving his flat in full traditional 

dress. They were going to a hotel where they had danced for the past 30 years. 

Initially, one of the members of the group had an aunt who ran the Ponent Mar hotel 

in Palma Nova, a huge tourist resort. She had asked them if they wanted to perform 

every fortnight at the hotel. Eventually, the group went every week except in the 

winter season when the hotel was closed. The dancers, however, never brought live 

musicians as this would have raised the cost of the performance; since day one they 

had been dancing to recorded music. Biel Frontera Mestre explained to me that going 

to dance was ‘a bit of fun’ and that although the pay was not much, it was enough for 

him and his friends to go and have a meal after dancing. He added that he had been 

dancing for tourists since 1977, as well as participating in other local activities. He 

danced with another group from 1977 until the 1990s when they stopped getting 

paid. When I asked him about the public’s reaction, he replied that they were often 

surprised as they were expecting flamenco, but once the initial moment of 

adjustment was over, he felt they enjoyed it, and sometimes even took part in the 

dancing (Frontera Mestre, emails, 8 and 11 November 2013).  

On the night I saw them leaving for the hotel, I asked Biel how it had been 

possible that in the seven months I had spent in Mallorca and gradually got to know 

his family well, I had never heard about him and his wife dancing at a hotel. I had 

spoken to him several times and even interviewed him formally but not once had it 

come up and only my witnessing their departure along with my usual inquisitive 

questions revealed their weekly habit. Biel replied that he did not think that it was 

very significant for my study and that it was only a bit of fun with friends: dancing 

followed by a good meal. Biel was not the only person to place little importance on 

such a hotel activity, which he considered as a pleasant social moment. Yet another 

xeremier at the Escola de Música i Danses also went regularly with friends to the 

Northern coast of Mallorca to play and dance at a hotel. Similarly, Guiem Serrano 
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from the Xeremiers de Sóller was part of a folkloric group that performed at hotels in 

Sóller during the summer season, the Estol de Tramuntana. I always seemed to 

stumble upon this information, as it was never deemed important enough to be 

mentioned despite my constant insistence that no detail nor event was too small or 

low-key for my research. During the touristic season Guiem Serrano performed for 

tourists every fortnight at the Edén hotel in the port of Sóller with Estol de 

Tramuntana. Unlike Biel Frontera Mestre, Guiem did not see any of the money that 

was paid to the band as the €300 or €400 fee went straight to the common fund and 

helped to pay for festivals or trips abroad. On those performance nights the hotel 

served Mallorcan food. The musicians and dancers, dressed in traditional garb, 

explained the dances in French, German or English and showcased different aspects 

of Mallorcan tradition. The xeremies were not featured prominently. They were only 

demonstrated at the beginning of the show and then later with a 2/4 rhythm 

traditionally used for street processions. The rest of the show demonstrated 

Mallorcan dances, jotas, boleros, fandangos and mateixes, to the sound of local 

string instruments – guitar, llaúd, bandurria and violin – recorder and castanets 

(Guiem Serrano, Facebook message, 8 October 2013). Similarly to Biel Frontera 

Mestre´s demonstration, the audience was also invited to participate during the show. 

Guiem told me that the public was generally very happy with the performance and 

showed interest for Mallorcan culture. Although Guiem admitted that the shows 

could be a bit repetitive, he expressed his pleasure at playing the music he most 

enjoyed. He made sure not to miss any of the shows the group put on and would only 

cancel if they clashed with a performance by the Xeremiers de Sóller which, he 

stressed, were his ‘first priority’ (Guiem Serrano, Facebook message, 8 October 

2013). 

It seems quite paradoxical that an activity first created in a booming 

economic context in order to divert the tourists, a business deal between hotel 

managers and groups, generating enough money to enable certain individuals to 

become professional musicians, became a social activity to be shared with friends. 

While professional musicians gradually left the scene because of the lack of 

sufficient pay, some amateurs and enthusiasts managed to keep various performances 

thanks to the simple pleasure of playing regularly in public for little or no monetary 

reward. Entertaining tourists became an excuse to gather weekly and indulge in an 
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activity enjoyed by everyone, reinforcing their place in a social group. Even the 

smallest moments became significant as they strengthened the social links, such as 

driving together to the venue or having supper after a concert. These small and 

overlooked moments form the texture of social relationships and identities (after 

Moorhouse 1992, in Crouch 1999:10). Whereas professional musicians 

understandably left the scene because they were not paid, thus putting more of an 

emphasis on the ‘materialistic’ nature of the performance for them (Kwiatkowska 

1999:128), the enthusiasts seemed to focus mainly on the ‘non-consumptive’ values 

of the event, where ‘being’ was more important than ‘having’ (Kwiatkowska 

1999:128). Interestingly, some individuals shifted between both dynamics. Biel 

Frontera Mestre, for instance, stopped dancing with one group when the hotel could 

not pay them anymore but he continued to go dancing with another group although 

they were only receiving enough payment for a meal. This demonstrates that the 

social bond formed with a certain group of people around an activity can be just as 

important, if not more, than the activity itself.  

Literature highlights the fact that leisure activities contribute towards the 

understanding of identity and help to form it through special moments outside 

working hours. The amateur musician’s motivation lies in the weekly or fortnightly 

pilgrimage to a space where they know they will meet friends and share a common 

passion, despite leading very different professional lives. Finnegan illustrates many 

of these moments in her book about Milton Keynes’ musical life (Finnegan 1989). In 

Mallorca, people shared a passion for playing or dancing to traditional Mallorcan 

music and would do so regularly as it mostly made them feel part of a closely-knit 

social group removed from every day life concerns. Guiem Serrano used to call 

rehearsals his ‘therapy’, his own way of escaping his job and his worries, a moment 

of freedom from every day life (informal conversation, March 2012, Mallorca). For 

enthusiasts who performed for tourists, skills were acquired both through practice 

(rehearsals) and theory (music/dance steps). Emotionally, they were bound to each 

other through the moments that took them away from their daily routine. Although 

the musical activity was routine in itself, individuals such as Guiem Serrano and Biel 

Frontera Mestre interpreted them as moments of pleasure shared with friends 

repetitively throughout the years, continuously strengthening and reasserting social 
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bonds. In another context, according to Crouch, the emotional bond to a practice 

helps the improvement of a learned skill (Crouch 1999:10).  

 

Street tourism: experiencing the tradition 

So far, I have explored playing for tourists in traditional locations such as 

hotels and restaurants. These locations offered a specific context with an expected 

audience of foreigners. Performances were mainly restricted to a demonstration of 

Mallorcan dances in traditional dress with or without live music. There were, 

however, other forms of tourism present on the island that were a central part of 

dance and music groups’ activities. The Xeremiers del Puig de sa Font, for example, 

played every year at the medieval fair in Capdepera, a fortified village from the 

fourteenth century. All day, they walked up and down the streets, playing their 

arranged repertoire in fantasy medieval costumes. The visiting crowd mainly 

comprised of tourists from around Mallorca. Similarly, the Xeremiers de Sóller not 

only played at organised concerts and gatherings but also in the street. In 2012, when 

they were trying to raise funds for the association, the Xeremiers de Sóller gathered 

several times – either during rehearsal times or on the weekend – to play on the main 

town square or at the touristic port. They would busk for an hour or so and leave a 

hat out to encourage people to help them raise funds. Here again, the audience was a 

mixture of tourists from abroad and locals, both showing interest in the music. A 

third example was the Escola de Música i Danses. The Xeremiers del Puig de sa Font 

were hired by Capdepera’s council to perform for the day; the Xeremiers de Soller 

busked independently; the Escola de Música i Danses, however, had a contract with 

the town. In exchange for funding and a rehearsal space, they were to perform on 

certain dates in the streets of Palma. These free performances, open to the public, 

were effectively subsidised by the council. The audience in Palma was also a mixture 

of locals and curious tourists. The Escola performances were always carried out in 

full traditional dress with live music. The vivid colours, the intricate steps of the 

partly improvised choreography and the power of the music made for an impressive 

show.  
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Figure 58: Dance demonstration at Ses Voltes by the Escola de Música i Danses, Palma, 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

Although these three types of performances were put on deliberately for 

show, whether by the council, the organising committee or the association itself, the 

actors all experienced the performance differently. The Xeremiers de Sóller were 

striving to raise funds, thus creating a strong purpose and motivation to play. The 

Xeremiers del Puig de Sa Font were playing in their local area for one of the most 

festive celebrations of the year where they enjoyed themselves immensely and 

considered it as a fine moment to spend with friends in great costumes. And, finally, 

despite the fact that the Escola de Música i Danses was fulfilling a contractual 

agreement and that the members of its performing group were hand-picked, thus 

probably putting the group into a semi-professional category, none of the dancers 

received any fee for the performances and the majority of them danced for their 

pleasure. I was told that the dancers of the group were chosen for their talent, 

implying that the standard was high and that the dancers probably enjoyed 

themselves. Indeed, many were good friends, some even partners or family.  
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At the end of the Escola de Música i Danses performances, civilians dressed 

in everyday clothes would come out of the crowd to join the dancers, thus breaking 

the barrier between the performers and the audience and transforming the 

presentational performance into a participatory act (much as related elsewhere by Ó 

Briain 2014). This technique is used by other groups performing for tourists all 

around the world. Lonán Ó Briain, for instance, describes the exact same pattern 

after a performance in the Cat Cat village show organised by local government 

officials in places of tourist interest. The audience was invited to participate in the 

last dance – the bamboo dance that was easy to pick up (Ó Briain 2014:40). In 

Mallorca, the last few dances were also opened up to the audience. Theoretically, 

everyone was invited to join: family, friends, locals and tourists. The reality was that 

it was mainly friends and families already initiated in the dance who would come up 

and dance as there was no initiation for tourists to learn the basic steps. By 

systematically opening the dance to the floor, though, the Escola de Música i Danses 

re-enacted the liberation of the 1980s when Mallorcans broke away from staged 

performances and became once more able to experience dance differently, liberated 

from the rigid choreography codes imposed by the regime. Could it be that it is in 

this state of flow, described in detail by Thomas Turino, where individuals forget 

themselves in the action and are completely immersed in the present, that an 

authentic experience can be felt (Turino 2008:4; see also Czikszentmihalyi 1975)? 

Dankworth (2014:95) points out that the feeling seems to be sought out by many as 

dancers become ‘secular pilgrims’ (after Turner 1973; Turner and Turner 1978) 

continuously travelling to the next dance in order to re-live this experience.  

Although getting involved was difficult, tourists in Palma were able to 

witness these moments of participation by Mallorcans in civil clothes, breaking up 

the image of folkloric performance. To some degree, witnessing the dancers’ 

participatory experience led tourists to share an authentic moment. By mixing with 

costumed dancers, Mallorcans proved that their dancing practice went beyond staged 

authenticity. Although some performances required costumes and semi-organised 

choreographies, the participation of ‘civilians’ at the end of the show proved that this 

style of dancing was well and truly a practiced tradition. In this split second, the 

performance transformed into a live tradition and became an authentic experience. 

Just like the foreign tourists who travelled to Mallorca to forget everyday life and 
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live outside of their social norms (after Wang 1999: 361) the leisurely dancers and 

musicians could enjoy the exact same performance, interpreting it as a removal from 

every day concerns and an entry into a liminal state where they could experience 

communitas (after Turner 1982:44).  

 

4  Costumes 

In most of the situations described above, whether the musicians were 

amateur or professional, whether the events were presentational or participatory 

experiences, costumes were an essential part. Costumes completed the image given 

to the audience. They enhanced the authenticity of the experience by feeding into the 

imaginary golden past of local culture. Tourists are well aware of this staged 

authenticity: they do not expect Mallorcans to go about in traditional dress in their 

everyday life but they feel that they can witness the culture on a deeper level than if 

the performers wear everyday clothes. Thus, costumes are fully integrated into the 

experience of the performance. Further, wearing costumes not only creates a division 

between performers and audience, but also clarifies that the former are the culture 

bearers, people who ‘embod[y] immediate authenticity, ...insider[s] who “culturally 

[know]”’ (Trimillos, 2004a:38). While the costume is a reinvention that amalgamates 

several Mallorcan styles, this is not apparent to the audience who will take it for 

granted that this was how people used to dress.  Although one might assume that 

costumes are used only in tourist contexts, Mallorcan musicians often wear them at 

other official events where they are required to play. Albeit independent to tourism, 

such performances are public and the costume becomes a strategy to separate actors 

from the rest of the people, thus giving them a certain status. However, musicians 

and dancers playing and dancing publicly for local celebrations tend to wear 

everyday clothes.  

While there is a consensus on Mallorcan traditional costume today, this does 

not mean that every individual dresses the same. Indeed, there seems to be as much 

variation in costumes as in performances.  Historically, the costumes present some 

inconsistencies. Archduke Ludwig Salvator (1897:179) described in detail the dress 

of Mallorcan peasants. Already at the end of the nineteenth century, he mentioned 

that this kind of dress was worn by ‘old-fashioned’ Mallorcans, ‘only worn here and 

there by older people who have stayed true to the motherland’s customs’. Despite 
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this, his description of peasant dress have become the template for modern day 

traditional costumes, a fashion influenced by his nineteenth century drawings 

(Waldren 1997:65). Similarly, Simone Abram notes the time stamp of today’s 

costumes from the Auvergne, fashioned on early postcards, images fixed in time 

(Abram 1997:40). In Mallorca, historian Francesc Vallcaneras explains that by the 

end of the nineteenth century, dances and appropriate clothing for dancing were 

reinvented. New elements were introduced such as the wide sash for men’s dress and 

underpants for women, which, according to Ludwig Salvator, were only used in 

winter. Similarly, the wide baggy trousers worn by men had only been in fashion 

briefly in the early nineteenth century but today they are one of the defining aspects 

of the costume (Vallcaneras, Es Grall, April 2012:10). Vallcaneras also points out 

that in 1894, Noguera’s book Memoria sobre los cantos bailes y tocatas populares 

de la Isla de Mallorca qualified these dances as ball de pagès (peasant’s dances), and 

the costumes were probably arranged to fit this description. As discussed in chapter 

3, various chroniclers already used this term in the nineteenth century to describe an 

old fashioned public dancing jotas, mateixas, boleros and fandangos. The end of the 

nineteenth century, with the romanticisation of simple life, seems to have strongly 

facilitated the reinvention of local culture, with jotas and boleros danced in practical 

yet aesthetically pleasing costumes reminiscent of past traditional dress.  

Despite dancers’ adoption of a pseudo-nineteenth century peasant dress quite 

early on, the xeremiers seem to have adopted their traditional costume later. Pep 

Rotger told me in an informal Facebook conversation that Pere Bestard ‘Filo’ from 

Santa Maria was the first to have set the fashion for the xeremiers. Pere Bestard died 

around 1956, and is considered one of the best xeremiers of his time (Miralles 1978). 

Filo wore black with elements of white. He sported black shoes, white socks, black 

baggy breeches, a white shirt, a black jacket and a black hat with a round brim. In 

photos from the early twentieth century, xeremiers were often pictured with this 

round brimmed hat. It seems to have remained a constant all throughout the twentieth 

century although the costume itself varied from brightly coloured clothes to a smart 

suit or even everyday clothes. This black costume is still used by a few, namely the 

two main colles of the island, the Xeremiers de Sa Calatrava and the Xeremiers d’es 

Pla (as pictured below). Their loyalty to the costume may be due to their first-hand 

relationship with the older generations of xeremiers. However, these xeremiers 
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tended to dress normally as often as possible, wearing smart but everyday clothes on 

occasions and T-shirt and jeans when no formality was required. Francesc 

Vallcaneras points out that xeremiers have always dressed in the fashion of their 

time, as did the dancers until the end of the nineteenth century. Thus, he says that it 

would be ‘logical that today’s xeremiers would dress in jeans and a shirt’ (Es Grall, 

April 2012:10). Following this line of thinking, I note that the colles mentioned 

above seldom wear costumes. When they did during my fieldwork, it was in 

extremely formal contexts such as major processions organised by local authorities 

or for tourist performances. In these cases, the costumes marked them as musicians, 

divided from the audience not only spatially (on a stage or in the procession) but also 

visually.  

 

Figure 59: Xeremiers in costume. Left to right: Pep Toni Rubio, Miquel Tugores  

and Tomas Salom. Felanitx, 2013. Photograph: Cassandre Balosso-Bardin. 
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There seemed to be a clear divide between events where costumes were 

expected and where everyday clothes were the norm. Vallcaneras notes that for 

costume shows or folkloric performances, nineteenth century dress is required. 

However, for ‘a festive event, a demonstration or to celebrate ... people should dress 

as they are at home or at work’ (Es Grall, April 2012:10). Tomeu Aloy, born in 1936 

into a family of xeremiers, explained that when they ‘played for tourists they would 

dress up in traditional dress but when they played for local celebrations they went as 

they were’ (Aloy, interview, 12 September 2014, Sa Pobla). Illustrating both 

comments, musicians and dancers from the Escola de Música i Danses would dress 

up for public performances in Palma. However, both musicians and dancers would 

wear everyday clothes for local dances. Although some of these latter would take 

place in Palma, the fact that the dancers wore normal clothes meant that they were 

not a performance as such. Rather, they opened the floor to more people and the 

events were solely participatory, not presentational. Musicians playing, also in 

everyday clothes, facilitated the participatory nature of the event by distancing 

themselves from the regulated folkloric performances. As well as different dress 

codes, participatory dances were not organised in the same parts of town as public 

performances. Public folkloric performances were set in the most visible places such 

as the Paseo Born, a grand avenue lined with luxury shops, or in Ses Voltes, a 

performance space at the foot of the cathedral which was one of the main tourist 

attractions of the city. In contrast, celebratory participatory dances in Palma were 

mostly organised during festivities in January and took place in different squares in 

the town centre, closer to inhabitants’ everyday lives. 

Peasant and festive costumes were worn throughout the island. The cut was 

homogenous but the colours were a matter of personal taste (see image below). 

Rougher and more traditional material gave the peasant outfits a traditional look. The 

Mallorcan patterns were quite distinctive with straight or jagged lines of various 

colours. The silky materials, often with very fine Asian-style patterns, were used for 

more festive costumes and gave the outfits a very luminous and bright texture.115 The 

Escola de Música i Danses dancers, like many other people on the island, had two 

sets of costumes. Director Biel Frontera Mestre explained that one was for ‘normal’ 

                                                

115 For more about costumes and their manufacture, see Bernat in Es Grall, April 2012: 4-9. 
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demonstrations where the dancers dressed up as pageses (peasants) and the other was 

for dances that had more impact, where the dancers wore festive costumes made out 

of brighter and silkier material. Similarly to the Escola, the Xeremiers de Sóller also 

dressed differently according to the occasion. Pep Toni Jaume, the musical director, 

explained that the traditional costumes, either festive or peasant, were only worn on 

certain occasions: the annual three day Firó celebration of Sóller where the whole 

town participated in the re-enactment of a pirate attack; some big processions as 

required by the town council or the local organising committee; and international 

festivals. In all other cases, the group decided together what to wear (Pep Toni 

Jaume, Facebook message, 15 January 2015). For concerts performed locally, such 

as for the hundredth anniversary of the train of Sóller, the Xeremiers de Sóller would 

often wear their band T-shirts. At times, casual dress was required, mostly for 

practical reasons.  

 

Figure 60: Two different xeremier costumes. Tomeu Aloy (left) and Càndid Trujillo (right),  

Santa Margalida, September 2014. Photograph: Cassandre Balosso-Bardin. 
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Figure 61: The Frontera Luna brothers in full costume after an Escola de Música i Danses 

show, Palma, 2012. From left to right: Joan, Pedro and Biel.  

Photograph: Cassandre Balosso-Bardin. 

 

Traditional costumes varied slightly from group to group. Male members of 

the Xeremiers de Sóller, for instance, wore a headdress that looked like a pirate 

kerchief tied around the brow. It could also as interpreted as a peasant’s headdress to 
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keep sweat from trickling down their face and hindering eyesight. The xeremiers of 

the Escola de Música i Danses, as pictured above, wore sombre colours, regardless of 

the dancer’s outfits. Miquel Tugores, from the colla d’es Pla, played with them from 

time to time and forewent all costume rules. He would fit in visually but be dressed 

in contemporary clothes: a black T-shirt and black jeans with a black hat bought in 

the local bargain shop. Others categorically refused to wear traditional costumes. The 

Xeremiers del Puig de sa Font, for instance, never wore them. One of the younger 

female members even went as far as to describe them as ‘ridiculous’. Occasionally, 

they would wear a bright waistcoat that would set them apart from the rest of the 

crowd. And, interestingly, the group was not against dressing up in medieval clothes 

for the medieval fair in Capdepera. This may have been due to the fact that the 

medieval costume did not project any stereotypical images on the music they played 

but fitted in with the theme of the fair where stall holders, animators and other 

musical groups all dressed up according to a fantasy of medieval fashion. The 

reluctance to dress in traditional clothes and a willingness to blend into Mallorca’s 

everyday life clearly reflected the group’s ideology. Indeed, as previously discussed, 

the Xeremiers del Puig de sa Font were less intent on playing traditional Mallorcan 

music and were more interested in new repertoire, opening participation up to other 

traditional and even orchestral instruments. In light of this, they would have felt 

completely misrepresented by wearing a Mallorcan costume. In their opinion, the 

outfit was a costume in its literal sense and it probably made no sense to wear it if 

they were consciously disengaging from Mallorcan tradition in order to play 

different kinds of music.  

The Xeremiers del Puig de Sa Font were not the only ones to express their 

discomfort with dressing up. Indeed, costumes emphasised the separation between 

audiences and performers, further removing them from a participatory experience 

(after Turino 2008). Hence, it is not surprising that several xeremiers were 

uncomfortable with the traditional outfits requested by their employers. Revivalist 

Antoni Artigues, for instance, decided after his first tourist concert that he would 

never participate in such an activity again. He described it to me as an unpleasant 

experience: ‘I went to a hotel many years ago and, I said, I’m never going back. I 

didn’t go dressed up. I didn’t like that at all.’ He added that folklorisation ‘gives a 

dead and stiffened image of the instrument’ (Artigues, interview, 10 May 2012). 



!
272 

Similarly, when I asked Càndid Trujillo about playing for tourists, the young 

xeremier replied that when he had played in a hotel, he had considered it as work and 

nothing else. Although he was financially remunerated and thought that ‘it was very 

good that they should play for tourists’ in order to show them local culture, he did 

not like the folkloric aspect and felt that he was ‘made’ to wear the peasant costume 

(Trujillo, Facebook message, October 8 2013). Càndid was being forced into a 

presentational performance, narrowing his experience to what the employer wished 

to showcase for his clients. It is surely understandable that one may find this 

experience an unpleasant compromise of integrity on account of financial necessity.  

 

5  Resistance to tourism? 

The xeremies’ invisibility act 

According to Waldren (1997:66), the inhabitants of Deià, one of Mallorca’s 

most visited villages, dealt with the pressure of change imposed by outside forces by 

‘revitalising their own cultural heritage’ in order to maintain continuity with previous 

generations and traditions. This trend can be extended to the entire Mallorcan 

population of the island, especially to traditional musicians. Indeed, as discussed in 

Chapter 4, the xeremies has benefitted from revival since the 1990s and the 

movement, at the time of writing, counts over 500 musicians (Es Grall 2014). 

However, this social web, including local, informal participatory celebrations, is kept 

hidden from tourists. As Boissevain (2004:259) points out, local residents are not 

passive to tourism and actively protect their back region against unwelcome 

intrusions. In Mallorca, places of contact with culture seem to be clearly defined, and 

local festivities are generally a private affair. Boissevain details five different 

strategies for protecting the social tissue: covert resistance, hiding, exclusion, 

aggression and organised protest. All of these were in place in Mallorca, although 

hiding seemed to be the main tactic.  

Mallorcan traditional music was surprisingly invisible to the outsider. 

Adrienne Kaeppler’s notion of ‘airport art’ (Kaeppler 1977), a version of native art 

fabricated specifically for the tourists, might have been relevant at the turn of the 

century and until the 1960s and 1970s, but it was no longer so during my fieldwork, 

despite the huge numbers of visitors to the island. Cultural tourism was not a major 
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attraction for most tourists and Mallorcans seemed to have increasingly hidden the 

cultural aspects of the island from tourists. Music was part of this invisibility act. 

Audio-tourism did not exist for Mallorcan traditional music (after Howard 2009:8 

and Kassabian 2004). Music CDs were not sold in souvenir shops, nor was 

traditional music piped in the shops or on the streets. Matt Gillan (2012a) describes 

this phenomenon in Okinawa but one only has to travel to Edinburgh to experience a 

contrasting feeling as one is assaulted by pipe music in souvenir shops and/or 

serenaded by the local buskers who play decked in their full traditional attire. In 

Mallorca, piped music was only heard in the streets of villages before celebrations in 

order to set the mood, not unlike Christmas carols piped on the streets in some 

English towns. This, however, was not targeting the tourists but the local population, 

in anticipation of an upcoming celebration.  

Souvenirs did not represent the traditional music of the island. Little objects 

showed peasants in folkloric garb playing the castanets and the guitar, representative 

of an imagined Spanish identity, obliterating the regional customs. Only once did I 

stumble across a small plastic flabiol player; I never found a bagpipe player despite 

frequent visits to multiple souvenir shops. Although xeremiers had been featured on 

postcards in the 1960s, they seemed to be completely absent from the racks in 2012. 

The local musical tradition was hidden, out of sight for any outsider. Illustrating this, 

since the beginning of my research I have been approached by a number of bagpipe 

enthusiasts who have been unable to find any trace of the xeremies despite travelling 

to the island and looking for them. On 25 October 2013, I was at the MCR UK 

networking event, playing the pipes for eminent members of the music world. Mrs 

Wells explained how she once went to Mallorca and tried to find some information 

about the instrument for her husband, Graham Wells, a Northumbrian bagpipe 

expert. She told me how she visited various tourist information offices, but the staff 

would only vaguely recognise the name of the instrument and add that they were 

only seen and heard at village celebrations.  

Traditional music was not, then, commercialised for the tourist industry. It 

did not create the sprouting of folk-song clubs as in Okinawa (Gillan 2012:121), nor 

did it did create any surge in busking such as in Saga (Lonán Ó Briain 2014). 

Commercial recordings, such as those that can be found in Corsica (Bithell 1996), 

were not common in Mallorca. Every CD I brought back from my fieldwork was 
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given to me personally, and at no point was I recommended to go into any music 

shop to purchase traditional music albums. The label Blau seemed to be the most 

involved in local music, but it did not appear to be marketed outside the circle of 

culturally aware Mallorcans. Later, I understood that these recordings could be found 

in specialised Catalan bookshops, places where no tourist, whether from abroad or 

from Spain, would ever consider walking into out of curiousity. This did not mean 

that local music was not recorded nor published. On the contrary, each group seemed 

to have their own album, showcasing their music. Local labels signed bigger bands 

but none were marketed to a commercial scene beyond that of Mallorca and 

Catalonia. In short, Mallorcan music was not marketed towards a ‘world’ music 

scene. It was not globalised but remained very much localised. While tourists 

travelled to Doolin in Ireland to experience Irish folk music through their desire to 

witness what they hear on CDs and in films (Kaul 2013:81), no tourist travelling to 

Mallorca will be likely to have had any prior contact with local music. In Ireland, the 

tourist goes towards the music; in Mallorca, music is brought to the tourist in certain 

regulated spaces. Thus, the back region was and is truly protected, as tourists had and 

have no knowledge of its existence unless they were and are purposefully exposed to 

it during their trip. 

Although physical exclusion mechanisms such as those described by Poppi in 

Italy (1992) or Puijk in Norway (1996) were rarely a strategy in Mallorca, certain 

insider events did create elements of visible exclusion. As I write this, I am thinking 

of the annual Firó de Sóller, where the whole town dressed up in traditional or pirate 

costumes in order to re-enact a thwarted pirate attack on the town. Onlookers, 

whether from other villages or from abroad, would be dressed in everyday clothes 

and were therefore visibly excluded from the revelry. Visual exclusion was a 

common strategy but aggression or violence were exclusion mechanisms not unheard 

of. Stories of violence against tourists used to circulated during local festivities. 

Although no tourist was ever stoned to death in Mallorca (thinking of van den 

Berghe 1994:124), I was told that one tourist did receive a thrashing from a demon 

on a festive day in Montuiri. The demon’s function, as I discuss in the next chapter, 

was to create enough space for the ritual dancers to execute their steps, keeping the 

crowd at bay. Anyone who got in the demon’s way would get whipped. This was an 

accepted rule among villagers during those few days, applicable to every one, adult 
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or child, male or female, healthy or sick. When the said tourist stepped forward to 

take a picture, the demon struck him. When the tourist threatened to sue him and tell 

the police, the demon gave him a serious whipping. No one interfered, and the local 

police did nothing to stop it. On those days, the demon was king, a rule that the 

tourist transgressed at his peril. Covert resistance was much less aggressive, but 

tourists were the butt of many jokes. One of the younger bands, Eixut (see Chapter 

4), went as far as to call their political left-wing EP ‘Mallorcan Souvenir’, thus re-

appropriating the commodification of Mallorca and introducing it in the local market 

on their terms. 

The lack of enthusiasm for the instrument by the main population, the lack of 

promotion by international tourist companies more interested in Mallorca’s natural 

resources, and the complete ignorance of local Mallorcan culture all contributed 

towards creating a relatively protected environment for the instrument. Lack of 

tourism exposure meant that no specific expectations were created for the audience. 

In a way, this allowed the shows to retain some artistic freedom as they were not 

trying to fit into a pre-conceived idea of the music and dance. This contrasts with the 

buskers of the Love Market in Sapa, Vietnam, who played into the tourist brochure’s 

description of the performance by pretending they were looking for girls (Lonán Ó 

Briain 2014:45). Thus, it seems that the invisibility of the xeremiers is due to a 

deliberate absence of marketing. One can stumble across bagpipes constantly, but 

only as long as one is aware of them. Since presentational events drastically 

decreased due to economic hardship some years ago, the xeremies have today 

become even less visible to tourists at a time when, paradoxically, the number of 

people playing the xeremies in Mallorca has never been higher. 

 

Music and environment 

The last element of resistance actively carried out by the Mallorcans is 

organised protest (after Boissevain 2004:259). Although the xeremies may be 

invisible to tourists, musicians play them to fight against the invasive nature of mass 

tourism. Mallorca’s natural beauty has been exploited to the advantage of the tourism 

industry. To cite some literature as background, Henri Lefebvre, in his book 

Production of space (1991), uses Marxian ideas to philosophise on nature. He makes 

a distinction between the ‘domination of nature’, which involves destruction, and the 
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‘appropriation of nature’, which leads to consumption (1991:343). Tourism 

anthropologist Urry (1999) details the different uses of land. Four categories are 

identified: stewardship, which involves taking care of the land and leaving a better 

inheritance; exploitation, which leaves space for the maximal instrumental 

destruction; scientisation, the scientific investigation of the land; and consumption of 

land through gardens, landscape and the seascape. The latter is, as Lefebvre writes, a 

manifestation of the human appropriation of land (in Urry 1999:35). Since the advent 

of Mallorcan tourism, contemporary stewardship, or taking care of the land for future 

generations, has not been a priority. Apart from the agricultural exploitation of land 

passed on for generations, only a few coastal places have been protected from 

extreme urbanisation. The latter include the four national parks: Sa Dragonera, 

s’Albufera de Mallorca, the Calas de Mondrágo, and the Llevant peninsula.116 On 28 

June 2011, Mallorca´s longest mountain range was declared a UNESCO World 

Heritage site in the cultural landscape category.117 And so, over the years, 

Mallorcans have become aware of their natural environment even though only a very 

few parts of the coastline remain untouched. Promotional videos for luxury 

properties available on YouTube show how much has been built.  

During my fieldwork, a march and a human chain were organised at the 

southeastern beach Es Trenc in Sa Rapita. This protected piece of coast had been 

chosen to develop a 1,200-bed hotel complex complete with a golf course, using up 

40 hectares of land. Although the hotel was not to be built on protected land, it was 

to be situated on its border and experts feared that this would exert too much 

pressure on the natural environment.118 Already extremely popular amongst locals 

and tourists, this beach has a high demographic presence in the summer, further 

promoted by tourist websites who claim that Es Trenc ‘is more than three kilometres 

of white sand and beautiful clear blue waters’.119 The population’s concern was 

palpable as an unexpectedly high number of demonstrators turned up on 29 April 

                                                

116 http://www.mallorcasuite.com/es/espacios_naturales.htm, last accessed 10 November 2013. 
117 http://www.serradetramuntana.net/en/noticies/, last accessed 10 November 2013. 

http://whc.unesco.org/en/list/1371, last accessed 23 January 2015. 
118 Diario de Mallorca, 29 April 2012 http://www.diariodemallorca.es/part-forana/2012/04/29/marea-

humana-protesta-hotel-sa-rapita/762511.html, last accessed 11 November 2013. 
119 http://discover-majorca.com/sa_rapita.htm, last accessed 11 November 2013. 
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2012. The ecological groups that had launched the action, ‘Chained for Sa Rapita 

and es Trenc’, had hoped to gather 1,500 individuals in order to create a symbolical 

human chain.120 Between 5,500 and 12,000 people were present, including local 

politicians. The xeremiers played a large role in the demonstration as they led the 

people along the beach to create the chain, entertaining them with tunes for dancing. 

Antoni Artigues, who had not played in public for many years, used this opportunity 

to make a comeback and led the procession with his fellow musicians, marking his 

return to the piping scene. The fact that xeremiers were present was significant. Not 

only did it show the individuals’ concern for the wellbeing of the island, but, to use 

UNESCO terminology, it also tied the land (cultural landscape heritage) to music 

(intangible heritage) via a local traditional instrument (tangible heritage). The 

musicians were expressing their connection to the land by playing, fulfilling their 

role as leaders, leading people from one geographical space to another, and 

transforming them from everyday people to Mallorcan protestors concerned about 

their own island’s welfare, echoing their role at a village celebration.  

Despite this great mobilisation, it is not yet clear whether the demonstration 

succeeded in preventing the construction of the hotel. An article published in July 

2013 in the daily newspaper Ultima Hora restated that the government was 

favourable to the project despite such large social protest.121 Javier Tejera, a 

Mallorcan blogger, published on ecomallorca.net the arguments both in favour and 

against the construction of the hotel, stating that these were the same as those put 

forward 30 years ago by the government when a similar problem arose. The debate at 

the time had been long and acrimonious and had resulted in ‘a historical ecological 

victory as the zone was declared to be a Natural Area of Special Interest’.122 In 2013, 

the government’s lack of support for the preservation of protected land was pettily 

demonstrated on the day of the human chain as all demonstrators who had parked 

their cars to attend the protest returned to find their vehicles with a ticket, an action 

                                                

120 Diario de Mallorca, 29 April 2012, http://www.diariodemallorca.es/part-forana/2012/04/29/marea-

humana-protesta-hotel-sa-rapita/762511.html, last accessed 11 November 2013. 
121 Ultima Hora, 19 July 2013, http://ultimahora.es/mallorca/noticia/noticias/part-forana/govern-

apoya-recurso-contra-paralizacion-del-hotel-rapita.html, last accessed 11 November 2013. 
122 Tejera, 8 May 2012, http://www.ecomallorca.net/blog/argumentos-a-favor-y-en-contra-del-

proyecto-hotelero-en-es-trenc, last accessed 11 November 2013. 
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that angered many. Despite the unsure outcome of the motion and the lack of 

government support, the xeremiers and the demonstrators were resisting a seemingly 

relentless industry that brought economic power to the island but also took its toll on 

the natural environment. The event, I argue, was symptomatic of the role of the 

xeremiers in Mallorcan society. A truly living instrument, the local instrument was 

used to protest against an invasive use of the land by an organisation focused more 

on economic gain rather than the island’s heritage. In this context, the xeremiers led 

the protestors into the demonstration, reaffirming their tight connection with the 

island and its heritage, stating that they were the culture, the people and the land.  

 

Concluding remarks 

As tourism changed Mallorcan lives, musicians and dancers adapted by 

‘reinventing’ their tradition. Hobsbawm explains his concept of invented traditions 

as the ‘response to novel situations which take form of reference to old situations’ 

(1983:1-2). Mallorca experienced several stages of reinvention despite a seemingly 

continuous tradition. With the arrival of the first tourists, dancers and musicians 

organised themselves in presentational groups to showcase their culture. Not long 

afterwards, Franco’s regime and the Sección Femenina transformed this 

presentational form by putting it on stage and establishing aesthetic rules for 

folkloric dance through rigid and controlled choreographies. Although not all 

agrupaciones were formed by the Sección Femenina, these staged performances 

helped to promote the regime’s ideology, promoting a warped image of a unified 

Spain. When tourism started to create new opportunities, the financial benefit meant 

that aesthetic rules were relaxed and individuals were able to form unofficial groups 

and perform with a licence.  

Xeremiers were also able to get licences and, as performance opportunities 

increased, farmers went through a process of professionalization, sustaining a 

musical practice that might otherwise have been abandoned due to its increasing old-

fashioned reputation. As they generated significant income through playing at hotels 

and restaurants, several became full-time musicians. In places such as La Granja, a 

new version of tradition was created. The local xeremier was not the shepherd 

anymore but a shrewd businessman, generating income through presenting an image 

of his past. Finally, in the 1980s, Mallorcans took tradition back into their own hands 
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and deconstructed the regime’s effort to make folklore solely presentational. 

Musicians literally stepped off the stage and encouraged people in the streets to 

dance to their music, referring to past times when this participatory activity had been 

commonplace. Through repetition, this became the new norm, recreating a tradition 

that revival actors felt was closer to them than the past versions of tradition created 

both by the Sección Femenina and by tourism. Although music practice was 

continuous throughout the twentieth century, the revivalists’ goal was to establish a 

link with a pre-presentational tradition, a past that they could identify with. 

Paradoxically, the revival was established by musicians who were able to become 

professional partly thanks to the financial stability offered by the presentational 

performances given for tourists. In more recent years, financial hardship led venues 

to cut professional musicians from their budget. Performances for tourists continued, 

but as a platform for amateurs who enjoyed the regular social interaction with like-

minded fellow dancers and musicians. However, this remains a minority practice and 

the reality is that since the 2008 crisis, local dance and music traditions have reverted 

to the back region that tourists are today discouraged to explore. The xeremies have 

therefore become more and more invisible to the greater public as stratagems are 

developed to keep the tradition within a local culture, separate from the destructive 

forces of mass-tourism. 
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Chapter 7 

Of demons and saints:  

from winter rituals to summer revelry 

 

Festa de l’Estandard, La Seu, Palma  

On 31 December, the imposing cathedral of Palma looked magical: long 

white paper garlands delicately hung from the high stone ceilings, enhancing the 

ethereal beauty of the imposing building. It was a special day for Mallorcans as they 

celebrated the Festa de l’Estandard (Celebration of the banner) and commemorated 

King James I’s arrival in Palma in 1229 and the reconquista of the town and 

island.123 Every year the festivities included a procession from the town hall to the 

cathedral, with local authorities and institutional bodies including the Ministrils, the 

municipal brass band, the horses of the brotherhood (confraria) of Sant Jordi,124 the 

Tamborilers de la Sala, and the traditional cossiers and cavallets. This was followed 

by a service in Catalan officiated by the bishop to a full assembly of people dressed 

in their Sunday best, the re-telling of King James’ story in front of the town hall, a 

speech by the mayor and, finally, a dance demonstration by the Escola de Música i 

Danses de Palma. On 31 December 2011, at 10:30 in the morning, the xeremiers first 

led the horsemen to the Plaza del Cort where the cossiers and cavallets were waiting 

in line. The cossiers were a group of six male dancers and a dama, a female figure 

danced by a man, all dressed in vivid costumes including hats, handkerchiefs and 

ankle bells. I will go into more detail about their background later. The cavallets 

(little horses)125 were a group of dancers that imitated mounted horsemen. Their 

costume included a brightly decorated hobby horse around their bodies with their 

two legs protruding from it. Although the cavallets were historically thought to have 

Byzantine or Arabic origins, they can more specifically be traced back to fifteenth-

                                                

123 For more about this celebration, see Alomar i Canyelles (1998) and Quintana i Torres (1998). 
124 http://www.diariodemallorca.es/palma/2011/10/09/cofradia-sant-jordi/710126.html, last accessed 

23 May 2015. 
125 Also called cavallets cotoners after Barcelona’s cotton trade union, whose members interpreted the 

dance.  
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century Corpus Christi processions in Barcelona where eight horsemen reenacted 

fights against Turkish soldiers, protecting their Christian faith (Mas i Vives 

2003:167). Over time, the cavallets became an independent dance, devoid of its 

original biblical meanings. In Mallorca, they were first documented in Palma in 1458 

when an inventory of the town’s possessions included nine old hobby horses. Over 

the centuries they were recorded in different towns including Sóller, Manacor, 

Felanitx, Pollença and Inca. By the end of the twentieth century, the dance was 

performed in Felanitx, Pollença and Artà with varying numbers of dancers and 

different costumes. Mas i Vives specifies that by then, the dances had lost all their 

‘medieval meaning’ and were used to ‘accompany the authorities to the service and 

to collect money for the festivities’ (2003:167).126 The cavallets from Palma were 

revived in the 1980s by the Escola de Música i Danses, featuring six horsemen and 

one horsewoman. As we can see on the photograph below, the dama was danced by 

a woman, an unusual decision taken by the Escola for what had traditionally been an 

all male dance (Frontera Mestre, informal conversation, June 2012). 

 

 

Figure 62: Cavallets of Palma, dancing in the streets for the Festa d'el Estandard, Palma, 2011.  

Photograph: Cassandre Balosso-Bardin. 

                                                

126 For more about the cavallets, see Llompart 1958, Caravajal and Lliteras 1998 and Caravajal, 

Lliteras and Gomila 2000 
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In 2011, the cavallets and cossiers danced from the town hall to the cathedral, 

where important men and women sat in the front pews. I was given a seat next to 

them at the front and followed the Catholic mass until I was rewarded for my 

patience and heard the xeremiers enter the cathedral and make their way slowly 

down the central aisle toward the altar, leading the dancing cossiers with their music. 

The pipers, Tomas Salom and Miguel Tugores, walked solemnly to the edge of the 

choir, beyond where the nave meets the transept, the area known as the crossing, and 

stopped playing. Tomas then played a solo, the Oferta, on flute and drum while the 

ritual dance was performed. Salom (Facebook conversation, 12 May 2014) later 

explained to me that no trace remained of the old music and dance of Palma’s 

cossiers and cavallets. The revivalists had therefore borrowed repertoire used in 

official and religious settings in other villages, such as the Oferta, a melody only 

played in church during the offertory. The cossiers, after using Manacor’s music for 

several years, danced to two compositions by Salom, one for a colla and the other for 

flabiol and tamborí, as tradition had it in other villages.127 Decked in full costume, 

the dancers of the Escola de Música i Danses de Palma executed the steps, twirling to 

the music as the small bells around their ankles tinkled. Pedro Frontera Luna, a tall, 

broad-shouldered, bearded young man, wore a white dress as he performed the 

female figure of the dama. One by one, he led the dancers into the crossing and each 

of the short dances ended as the dama and the cossier knelt in front of the steps 

leading to the altar. Each then went to stand next to the xeremiers as a new dancer 

stepped into the crossing and started twirling with the dama.  

 

                                                

127 See Huguet (2007) for an extensive list and transcriptions of different Oferta melodies. 



!
283 

 

Figure 63: Xeremiers d'es Pla leading the cossiers of Palma to the cathedral during the  

Festa d'el Estandard, Palma, 2011. Photograph: Cassandre Balosso-Bardin.  

 

Once the cossiers finished their dance, the sound of the xeremies filled the 

cathedral’s portal again. This time, a colla formed by Pau Mas and Bartomeu Camps 

led the six cavallets and their bright pink dama into the majestic building. When the 

colla musicians reached the transept, they went to stand next to the first xeremiers 

and continued to play the Processó melody – borrowed from Pollença ’s repertoire – 

as the hobby horses danced. One by one, they joined the dama, until all six had 

joined her in the crossing, imitating the rocking movement of a horse as the bells on 

their feet accompanied the rhythm of the music. After a short pause, both colles  

started playing the Oferta from Felanitx and the cavallets resumed their dance as 

they exited the cathedral in single file. The cossiers followed the horses and the 

xeremiers closed the procession. As soon as the musicians reached the cathedral’s 

portal and stopped playing, the organ launched into Bach’s dramatic Toccata in D 

minor, filling the cathedral with a very different kind of sound. All rose as the bishop 

stood behind the altar, ready to consecrate the bread and wine. 
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This chapter explores a key aspect of the xeremies. According to Tomas 

Salom, flabioler and music teacher at the Escola de Música i Danses de Palma, the 

xeremies were functional instruments (interview, 24 August 2012, Palma). They 

were not only used in entertainment contexts such as dancing or reveling, they were 

also closely associated with formal and official events: street processions, opening 

the festivities (crida a sa festa, lit., ‘call to the celebration’), accompanying the 

officials and playing for the offertory during mass on significant days such as the 

December 2011 event described above. I will build on this to show how the 

xeremiers are used at key moments in celebrations as they create musical marks and 

frame the event. The sound of the colla on a feast day or at an important event was 

enough to mark the unusual aspect of the moment, creating an audio cue for 

laypeople, announcing that something exceptional was about to happen or had 

begun. I endeavour to show the instrument’s importance by citing theories of 

liminality and rites of passage (e.g., van Gennep 1908, Turner 1969) and through 

reference to two occasions that I witnessed in 2012. For the purpose of my research, 

I have chosen to focus solely on the xeremies, but I recognise that an in-depth 

anthropological study of any such celebration could reveal more richness than my 

narrow focus here is able to do. 

 

1  Ritualization and liminality 

Before describing the two occasions, I must give a basic definition of what a 

ritual is, and then establish that the events I am referring to can be described as 

rituals. On the basis of this, I will determine when the xeremies can be considered as 

a ritual instrument. Rituals have been studied by many, most notably by van Gennep 

(1908), Durkheim (1912) and Mauss (1925). In his Rites of Passage (1908), van 

Gennep introduces a classification of rites. His main theory, one that has been used 

by many since, is a tri-partite nature of rites. These, van Gennep argues, can be 

subdivided into rites of separation (preliminal rites), rites of transition (liminal rites) 

and postliminal rites (rites of incorporation) (1960 (1908):11). Turner, who focuses 

on transition rites, describes the status of individuals as ‘betwixt and between the 

positions assigned and arrayed by law, custom, convention and ceremonial’ 

(1969:95). Catherine Bell’s introduction to her 1997 monograph highlights the 

complex nature of ritual and how it is perceived differently by scholars depending on 
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their subject. Ritual, however, seems to encompass several qualities that help to 

identify practice. Grimes (1990:14), for example, outlines a number of qualities that 

can be linked to rituals: performed, embodied, enacted, gestural (not merely thought 

or said); formalised, stylised; repetitive, rhythmic; collective, institutionalised, 

consensual (not personal or private); patterned, standardised, ordered; traditional; 

valued highly, deeply felt, sentiment-laden, meaningful, serious; symbolic, 

referential; religious; and functional.128 

A number of these same qualities apply to the cossiers and cavallets dance I 

described above. Namely, they are performed, gestural and stylised (with rehearsed 

choreographies imitating horses, and with props such as basil branches and 

handkerchiefs), repetitive and rhythmic (repeated steps and figures executed to the 

melody of the flute and pipes and the beat of the drum), collective and 

institutionalised (performed in public for lay people and local authorities in official 

and liturgical settings), traditional (repeated over the years, anchored in local history) 

and at times religious (both through historical origins and the presence in the 

cathedral during mass). Grimes states that ‘when these qualities begin to multiply, 

when an activity becomes dense with them, it becomes increasingly proper to speak 

of it as ritualised, if not a rite as such’ (1990:14). Building on this, Bell focuses on 

the process of ritualisation as ‘a way of acting that is designed and orchestrated to 

distinguish and privilege what is being done in comparison to other, usually more 

quotidian, activities’ (Bell 1992:74). In light of this, the Festa del Estandard and the 

two case studies I will present in this chapter are rituals. They are unique 

celebrations that are formally organised each year, marked by their extraordinary 

status and so removed from everyday life. All of them include a religious element, 

whether through a spoken service or the presence of the clergy. Reflecting on my 

own data, I would suggest that their ritual aspect is also partly due to their 

transformative power, as we shall see below. Indeed, Bell points out that, despite 

many scholarly discussions, one common trait of ‘an effective or successful ritual 

performance is one in which a type of transformation is achieved’ (Bell 1997:74). 

This leads us back to van Gennep and his tripartite analysis, which I find useful for 

understanding the role of the xeremies in the Mallorcan annual celebrations: the 

                                                

128 See also Womack 1992. 
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preliminal stage facilitates the separation of people from their everyday lives in order 

to enter the liminal stage where the status quo is suspended, ending with the 

postliminal stage that brings them back to everyday life, transformed.  

 

2  Two case studies 

‘Sant Antoni’ 

Sant Antoni (Saint Anthony), patron saint of the animals, is a huge occasion 

in January in Mallorca, celebrated in many towns and villages. Saint Anthony is 

popular all around the Mediterranean where his feast day, 17 January, is widely 

celebrated.129 In Mallorca, where he is a much loved saint, many towns and villages 

organise festivities that vary in size, form, and intensity, from the bonfires of Sa 

Pobla with traditional improvised singing (gloses) to the demon dances in Artà.130 

During most of January, and especially on the days around the 17th, different 

arrangements of the Sant Antoni song are heard everywhere: played, sung or piped in 

the shops. The song sets the festive atmosphere, an atmosphere that reaches its 

culmination in different ways in different villages. I reproduce Pep Toni Rubio’s 

instrumental transcription for the song below.  

The main ritual event, however, is the beneïdes, the benediction of the 

animals by the local priest. Older people recalled shepherds leading their entire 

flocks to the front of the church in order to receive Saint Anthony’s blessing. 

Nowadays, especially in urban centres such as Palma, one is more likely to see 

domestic animals including dogs, cats, birds and hamsters as well as military horses, 

police dogs and horses led by their breeders to show their beasts off as they perform 

complicated steps in front of the crowds. In some parts of Mallorca, farm animals are 

brought to the priest: one specific man in Felanitx was in 2012 known to bring his 

                                                

129 A quick Google search shows that the benediction of animals on Sant Antoni’s feast day is 

celebrated in Italy (http://it.wikipedia.org/wiki/Antonio_abate), mainland Spain 

(http://es.wikipedia.org/wiki/Antonio_Abad), Malta (http://www.xaghraparish.org/groups-and-

societies/the-church-of-st-anthony-the-abbot-in-xaghra/) and even Switzerland 

(http://fr.wikipedia.org/wiki/Fête_de_Saint-Antoine). See also Ignazio Figus and Cosimo Zene’s 

recent (2014) film about Sardinia, S’impinnu: The Vow. 
130 For more detailed information about the Saint Anthony celebrations in Mallorca, see Vicens 2010. 
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flock of geese and his smart sheep dogs who were great favourites of both the 

crowds and the xeremiers. 

 

 

 

Figure 64: Sant Antoni melody, instrumental version. Transcribed by Pep Toni Rubio. 
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During the beneïdes, the priest distributes the saint’s protection as he blesses 

the animals brought to him. Thus, Saint Anthony assists the people practically as, 

through the priest’s mediation, he offers an additional layer of support for the 

animals and their owners during the year (after Bowen 2001:247). The bagpipes, 

although not essential to the ritual in the sense that they do not directly aid the 

blessing of the animal, were nevertheless a key element to the ceremony. Their 

presence and music punctuated the sequence of events as they opened the ritual, led 

the effigy of the saint to the priest, played throughout the procession and finally 

closed the blessings with music and led the saint back to its chapel. The colla had the 

same role in both animal benedictions I attended, Palma in 2012 and Felanitx in 

2013, marking different moments of the ritual. Here, I will first give a more detailed 

account of the beneïdes of Felantix. 

On 20 January 2013, two colles , the Xeremiers d’es Pla (Miguel Tugorres 

and Tomás Salom) and the Xeremiers de Sa Calatrava (Pep Rotger and Pep Toni 

Rubio) were hired by the town of Felanitx to play at the beneïdes. Felanitx is a 

beautiful small town to the east of the island with a majestic sixteenth-century church 

standing at the top of a gentle slope, adorned with shallow steps.131 When I arrived, 

the musicians were getting changed into their traditional black costumes in a small 

chapel on the church square. They waited until the priest was ready and looked on as 

four men dressed for the occasion lifted the effigy of Saint Anthony onto their 

shoulders and went to stand in front of the church, at the top of the stairs. The 

xeremiers stood in front of the small procession, prepared their instruments and 

started playing Sant Antoni as they slowly descended the steps, leading the saint and 

the priest towards the awaiting crowd. At the bottom of the steps, the statue was 

installed on a pedestal beside the priest and, once everything was ready, the 

xeremiers stopped playing.  

 

                                                

131 http://www.ajfelanitx.net/content/parroquia-de-sant-miquel-itinerari, last accessed 25 August 2015. 
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Figure 65: The priest (centre) in front of Sant Antoni's effigy. To the right, the two colles. 

Felanitx, 2013. Photograph: Cassandre Balosso-Bardin. 

 

The priest was introduced and then, as can be observed in the picture above, 

given a microphone to explain the nature of the event, reminding the people that this 

event continued the tradition of blessing the animals for the year to come. He 

proceeded to give a short sermon before a brief folkloric dance performed by nursery 

children dressed in traditional costumes. Then, the benedictions commenced. Locals 

came forward one by one with their animals and put a few coins into the church’s 

basket before the priest blessed the animals, sprinkling them with holy water under 

the watchful eyes of Saint Anthony’s effigy. The streets were lined with curious 

onlookers and some of the owners were only too proud to show off their beasts. Most 

people were seeking benediction for dogs or cats, but some took the opportunity to 

parade their livestock in decorated carts, adding to the folkloric aspect by dressing up 

in traditional costumes. The demon collectives of Felanitx were also present, 

amusing the crowds with their antics as they paraded a small goat.  



!
290 

 

Figure 66: Felanitx's priest blessing a horse, Felanitx, 2013.  

Photograph: Cassandre Balosso-Bardin.  

 

 

Figure 67: Xeremiers de Sa Calatrava (left) and Xeremiers d'es Pla (right) playing for the 

beneïdes, Felanitx, 2013. Photograph: Cassandre Balosso-Bardin. 
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The xeremiers punctuated the benedictions with their music. They made their 

way down the main road that led to the town square where people were waiting to 

join the slow procession towards the church. They entered a bar and were offered 

drinks and food before playing a few tunes outside. Once refreshed, they walked 

slowly back up, playing Sant Antoni when they felt it was needed, staying close to 

their favourite item in the animal procession: a flock of geese with the clever sheep 

dogs that made them walk in a line. They played Sant Antoni as the geese arrived at 

the priest’s level, and by doing so conferred a certain importance on the flock owner 

and his animals. Once the sheep dogs left, running after their owner and the geese, 

the xeremiers went to stand to the left of the church officials, looking on as the last of 

the animals and carriages paraded past them. Once the benedictions were over, the 

xeremiers started to play Sant Antoni one last time as they led the saint’s effigy back 

up the steps, followed by the priest, closing the whole ceremony. As the chapel door 

opened to welcome the saint back inside, Pep Rotger gave a signal and the music 

stopped. The beneïdes were now over and a whole year would pass before the pipers 

initiated the ceremony again by playing Sant Antoni at the top of the church steps. 

 

The cossiers of Montuiri  

Around the world, feasts and celebrations linked to the religious and 

agricultural calendar are socially significant. According to Bell (1997), who builds 

on theories elaborated by scholars such as Turner, Bakhtin (1965) and Kelly and 

Kaplan (1990), feasts and festivals can be understood either as social dramas where 

‘the group enters into a dialogue with itself about itself’ or ‘occasions of licensed 

reversal or ritual inversion’ (1997:120). In many instances, certain dances, melodies, 

instruments, structures or costumes are brought out solely for one annual event. To 

give some examples, Plastino (2001) describes the annual drum festivities in Bajo 

Aragon, Spain, heard only one day a year; Lortat Jacob (1998) offers a striking 

description of the annual holy week songs of the confraternita in Sardinia; further 

afield, Richard Widdess describes Nepalese stick dances witnessed only at a specific 

time of year (2006:181). Similarly, in Mallorca, the sound of the xeremiers evokes 

specific memories and feelings to people who remember life in their youth, some 

decades before. Many people I spoke to told me that the sound of the xeremies is 

synonymous with celebrations, as they heard them in the morning waking the village 
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from its slumber, announcing the day of festivity to come. As children, they would 

run out of their houses and follow the pipers around the village all day. For some, the 

xeremies was a sound they remembered hearing just once a year, as instruments 

directly related to an excess of festivities as the pipers played when they collected 

prizes from shops, accompanied races, led processions, played the oferta in church, 

played for officials and, in earlier days, played for dancing late into the night. The 

xeremiers, who often travelled from other villages, were perceived as mysterious 

men who came once a year to reverse the social order of the village until they played 

their last piece and left, putting an end to festivities until the following year.  

The three-day August celebration in Montuiri was one such event where the 

colla was intricately linked to events as the village moved to the sound of the 

bagpipes, flute and drum, and as people followed the cossiers, watching them dance 

to the sounds.  

 

Figure 68: The musicians of Montuiri. Left to right: Pep Toni Rubio, Tomas Salom (flabioler) 

and Josep Rotger, Montuiri, 2012. Photograph: Cassandre Balosso-Bardin. 
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The cossiers have been the subject of many written studies in Mallorca 

including Pinya (1956), Llompart (1966), Vallcañeras (1990) Carjaval, Lliteras and 

Gomila (1998, 2000). Already by the 1890s, the Archduke Ludwig Salvator could 

provide a lengthy description of the dance in the first volume of his encyclopedic Die 

Balearen (1897:206-208) and folklorists such as Noguera (1893:63) could mention 

the dance in his book about Mallorcan traditional music. Mallorca has, according to 

Pujol (1996:16) three kinds of dances, ball de bot (jumping dances),132 ball de pages 

and ball de figures (figure dances). The latter are ritual dances that include many 

different pieces including the aguiles of Pollença, moretons, indios, cavallets and 

cossiers.133 According to Ensenyat, however, indios and moretons had completely 

died out by the end of the twentieth century (1975:171). The Mallorcan cossiers were 

first documented in Sóller in 1544. In the following centuries, cossiers were recorded 

all over the island, including in all of Palma’s parishes.  

Originally part of the Corpus procession, they rapidly became part of the 

most important local festivities, for dancing in churches, in the streets, and when 

accompanying officials. By the beginning of the nineteenth century, however, most 

cossier groups had disappeared. And, by the twentieth century, only five villages still 

featured cossiers at patron saint celebrations, including Montuiri (Mas i Vives 

2003:208). Local historian and ex-cossier Joan Socies discovered in 2012 that the 

cossiers from Montuiri were already active in 1750, when the cost of their costumes 

was recorded in the accounts of the Confraria del Santissim Sagrament y Sant 

Barthomeu (1691-1849).134 The cossiers of Montuiri traditionally danced on 15 

August (Assumption of the Virgin Mary) and 24 August (Patron Saint 

Bartholomew). They now also perform on 25 August in front of houses and cafés 

that reward them with food and drinks, and they accompany the clergy and civil 

authorities from the rectory to the church, where they dance during the offering to 

                                                

132 For more about ball de bot, see Dankworth 2013 and 2014. 
133 For more about these dances, see Bernat (1993), Galmés (1952), Mulet (1956), Noguera (1893) 

and Pujol i Roca (1996). 
134 Joan Socies’ presentation: https://prezi.com/bj_i5gj4e2kt/cossiers, last accessed 20 May 2015. 

Before this discovery, the cossiers from Montuïri were thought to have originated in 1750.  
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the sound of the flabioler playing l’Oferta (Miralles 1998:118-119). It was a point of 

honour for the people of Montuiri that their cossiers descended from an unbroken 

practice, dancing every year except during the Spanish civil war in the late 1930s 

(Salom, interview, 24 August 2012, Palma). Thanks to this, Montuiri counts around a 

dozen melodies and dances specific to its cossiers (Miralles 1998:119).  

As mentioned earlier, the cossiers are a group of six dancers guided by a 

dama. They are often, but not always, accompanied by a demon that is not an 

integral part of the dance but revolves around the dancers in order to make space for 

them whilst frightening the children and entertaining the youths (Mas i Vives 

2003:207). The cossiers of Montuiri currently consist of six dancers, one dama and 

one dimoni (demon). The cossiers I saw in August 2012 were dressed in white with 

colourful ribbons, white hats, bells around their ankles, basil leaves in one hand and 

a handkerchief in the other. Small rectangles with images of saints were sewn onto 

their shirts and hats.135 The dama was a man in a white dress, leading the dance and 

the steps. The demon was dressed in a wide brown body suit with a big painted mask 

and a whip in his hand. The costumes of the demons are very distinctive: each village 

has its own way of representing it, and Montuiri’s demon, pictured below, was very 

different to those in Artà, San Joan or Manacor. Earlier testimonies note slight 

variations in the line-up: In Alaró, Archduke Ludwig Salvator remarked that there 

were two demons, one played by a man, the other by a child. Even today, the number 

of demons varies from village to village. They have become so popular that many 

demon collectives have been set up, each out-doing themselves with ever more 

frightening costumes. These collectives animate festivities with loud drums, un-

coordinated leaping, running after frightened children, and setting off fireworks in 

the streets. They do not, however, have the same role as the ritual dimonis, as the 

latter cannot be hired for entertainment. These demons appear only once a year and 

occupy the imagination of children throughout the year as their parents threaten them 

that the dimoni will come for them if they behave badly.  

 

                                                

135 For a more detailed decription of the costumes, see Miralles (1998:120). 
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Figure 69: The demon of Montuiri, Montuiri, 2012. Photograph: Cassandre Balosso-Bardin. 

 

On 15 August 2012 the people of Montuiri congregated around the stage 

erected on the village square. Young people, passably inebriated after an afternoon of 

drinking, clapped and hit the stage while they chanted in unison for the cossiers to 
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appear and expressed their defiance at the demon. The tension built up until the 

sound of the xeremies and the flabiol and tamborí emerged from the town hall 

behind the stage and the chants transformed into overwhelming cheering and 

clapping. After one piece, flabioler Tomas Salom walked to the stage and one by one 

the cossiers appeared, performing several dances before being led off stage again by 

the xeremiers. They then made their way around the village, stopping regularly to 

dance for the crowd, as pictured below. The dancers executed the choreographed 

steps to the sound of Salom’s flabiol and drum and ended every dance with the death 

of the demon symbolised by the demon falling to the floor and the dama jumping 

over him.  

 

 

Figure 70: Cossiers dancing in Montuiri, Montuiri, 2012.  

Photograph: Cassandre Balosso-Bardin. 

 

At the end of the dance, the xeremiers took over and led the people through 

the streets to the next stopping point. The demon followed the cossiers and flogged 

people when they obstructed the way of the dancers or when the young men of the 
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village provoked him. At the end of the festivities, the wounds inflicted by the 

demon were displayed and admired; the wounds might remain visible weeks and 

months after the beating, as I was able to see for myself, having received a smarting 

blow on the leg when I stood in the dimoni’s way. The demon was the law. He 

passed out arbitrary judgments accepted by all. Anecdotes were told about a foreign 

tourist who threatened to report the demon after he hit him whilst taking photos of 

the cossiers, too close to the dancers for the demon’s liking. The angry tourist’s 

complaint was not well received and he was terribly beaten as the whole village 

looked on, including local police officers, accepting and supporting the demon’s 

punishment as a legitimate form of justice (I have discussed this more in Chapter 6).  

The colla led the people and dancers from place to place as the cossiers with their 

performance honoured locations chosen in advance such as the mayor’s house, the 

priest’s house, houses of people who the village committee felt deserved special 

treatment such as a newlywed couple, a widow, or shopkeepers who had contributed 

to the cost of organizing the festivities.  

Both of the two main revelry days (15 and 24 August) ended with the sound 

of bagpipes leading the cossiers back into the town hall. After dancing around the 

village, the cossiers and the musicians socialised with the revelers and went to a bar 

on the corner of the main square. The colla played for another hour, entertaining the 

revelers, letting their younger ‘apprentices’ play a tune or two. The continuation of 

the revelry was less infused with protocol and more light-hearted, as the musicians 

outdid themselves in outrageous exhibitions of virtuosity and occasional obscenity. 

The end of the music, however, marked the end of the day and, as piped music took 

over, the musicians left their instruments and joined the drinking in the bar or went to 

listen to the bands put on for late night entertainment. On the third day of the 

celebrations, the colla awoke the village by playing on the top of the bell tower early 

in the morning and led the cossiers to mass where they danced the Ofterta to the 

sound of the flabiol. The xeremiers then played for the offertory as people passed a 

hat around while others lined up to receive communion. The cossiers then left the 

church and led the villagers around the village in a more subdued way – the main 

revelry had ended the previous day. The demon was now more tame, and small 

children dressed in their Sunday best were part of the onlooking crowds. When the 

final rap of the drum and breath of the bagpipes died out, after the cossiers 
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disappeared into the town hall, the celebration was over and another year would pass 

before this music, these characters and this wild revelry would once more occupy the 

streets of Montuiri. 

 

 

Figure 71: Xeremiers de Sa Calatrava waking the village of Montuiri to the sound of the 

xeremies, flabiol and tamborí, Montuiri, 2012. Photograph: Cassandre Balosso-Bardin. 

 

3  The xeremies : An audio-key to the ritual sequence 

As I have shown, the xeremies are used in ritual events all around Mallorca at 

different times of the year. The colla is often an essential element and plays a key 

role in the different stages of rituals. During the beneïdes of Sant Antoni, the 

xeremies provided the music for the transition from the preliminal stage  – where the 

village or town was prepared for the ritual, the animals washed and brought into 

town, the carts decorated and the chairs set out for onlookers – into the liminal stage. 

Their music then brought the liminal stage to an end once the last tune was played, 

accompanying the effigy of the saint back to its chapel, announcing to the village or 
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town that the ceremony was over and the festivity had come to an end. The animals 

were now blessed for the forthcoming year. The end of the music marked the return 

to everyday life, with the added value of blessings that had taken place. During the 

liminal stage, bagpipe music was present although not as prominent as for the 

transitioning into and out of the actual ritual. Music punctuated the procession and 

the colles were joined by other municipal bands and entertainment groups such as 

local demon collectives, folk dance groups or brass bands. The status of the colla, 

however, was notably higher than any other musical entity as, in both Palma and 

Felantix, they opened and closed the ceremony, and they occupied a place of honour 

next to the priest when they were resting. 

During the festivities of Montuiri, the colla occupied a similar role. The 

music of the bagpipes, flute and drum transitioned the village into a liminal state 

where a different order was established. The preliminal stage extended backwards to 

the months leading up to the festivities, with preparations including rehearsals with 

the cossiers and flabioler, fitness training by the person acting as the demon to 

enable him to run up and down the streets in a heavy costume for three days, 

decorating the town with paper streamers, building the stage on the main square, the 

agreement of the cossiers’ itinerary on each festive day, and the design of the 

festivities’ new T-shirt. The more immediate preliminal stage occupied the hours that 

led to the first appearance of the cossiers as young people, decked in their newly 

designed T-shirts, drank and socialised with local friends. The uniformity of the T-

shirts created a sense of unity and facilitated a feeling of belonging as the community 

reveled in the pre-festivity, drinking, singing and generally making merry. This 

parallels the build up to the drumming ritual in Aragon described by Plastino (2001). 

In both instances, the participants celebrated and prepared for the imminent event by 

creating enhanced feelings of belonging through alcohol and singing. In Montuiri, 

some of the revellers travelled from different parts of Mallorca in order to be part of 

the celebrations and honour their familial ties with the village. These three days 

reinforced their sense of identity with the village, forged through family and through 

participation in local festivities. Being unable to participate in the annual cossiers 

festivities would have felt disastrous to many. Other villages or small towns knew 

the same phenomenon, as people from the city flocked back to their ancestor’s 

villages to celebrate together and restate their identity as a villager rather than as an 
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inhabitant of Palma. Many young people from Palma who I met had strong 

allegiances to different areas, invariably the villages of their parents or grandparents 

and their pilgrimages to those places were regular, either weekly to visit family, or 

annually to attend village festivities. Extreme loyalty to their own rural origins 

resulted in some people never witnessing festivities in other villages; rituals are, 

ultimately, part of socialization. 

 

 

Figure 72: Crowd before the first appearance of the cossiers in Montuiri.  

Photograph: Cassandre Balosso-Bardin, Montuiri, 2012. 

 

In Montuiri, the preliminal crowd built up in numbers as people congregated 

around the stage erected on the village square, and as a volume of young people, 

passably inebriated, chanted in unison for the cossiers to appear (pictured above). 

The colla was essential to the transition into the liminal stage where social norms 

were reversed. As soon as the xeremiers stepped on stage, the village truly entered, 

as Turner would have it, ‘a realm of pure possibility whence novel configurations of 

ideas and relations may arise’ (Turner 1967:97). The demon became master of the 

law, protecting the cossiers at all costs against the excitement of villagers 
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participating in the revelry. For a few hours every day, the demon was the law, 

passing out arbitrary judgments accepted by all. This echoes the ‘ritual inversion’ or 

the ‘licensed reversal’ witnessed in carnivals and other such festivals where a new 

norm takes over for a few hours (as documented by Bell 1997:120 and Kelly and 

Kaplan 1990: 136-9). The analogy to carnival can be taken further, as jesters or fool-

kings may be elected for the duration of the ceremonies, becoming temporary rulers 

and mocking the powers in place (Bell 1997:126). In Montuiri, the demon was a 

darker figure, yet he was truly in control of the law during his reign, always framed 

by the xeremies’ music. During his period of influence, the whole village moved as 

one, following the xeremiers, leaping away from the demon, watching the cossies 

dance, and enjoying the revelry. Villagers were not onlookers but part of the 

movement, becoming a unified participatory body reinforced by their uniform T-

shirts and their communal understanding of the event and the appropriate behaviour 

to adopt. The cossiers festivities created a zone where the usual social roles were 

momentarily annulled, emphasizing equality between human beings, entering into 

Turner's state of communitas: people were ‘released from structure into communitas 

only to return to structure revitalised by their experience of communitas’ (1969:129; 

also, 1967).  

Each of the three days ended as the xeremiers led the cossiers back into the 

town hall and closed the festivities with music. After their procession, cossiers and 

musicians went to socialise with villagers at a bar on the corner of the square, their 

costumes in disarray, mingling with the crowd. The villagers, although still in a 

frenzy from their activities and the drinking, reverted to their normal state: the 

demon appeared unmasked and the xeremiers played for entertainment until piped 

music or other bands took over. The postliminal mirrored the preliminal with revelry 

and drinking until dawn. However, each night, the village gained a stronger feeling 

of community and belonging as the dance of the cossiers, led by the xeremiers and 

the flabioler, created a special bond that united its people. The following chart 

outlines the ritual sequence in Felanitx and Montuiri: 
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Stages Felanitx Montuiri Action 

Preliminal  Setting up chairs, 

preparing animals, getting 

changed, audience arrives 

at the square 

Travel to Montuiri from all 

over island. Getting dressed, 

audience preparing with 

alcohol and chanting, tension 

building around stage 

Community prepares for 

event.  

Transition Xeremiers open with Sant 

Antoni, lead saint effigy 

and priest down church 

steps to their location, stop 

playing. Priest gives 

speech, dancing 

demonstration. 

Xeremiers walk on stage and 

start playing. Demon walks 

out and teases the audience. 

When stop, flabioler walks on 

stage and plays as cossiers 

walk on and dance. 

Xeremiers open event.  

Liminal  Benedictions of all animals 

paraded. Xeremiers 

punctuate with Sant 

Antoni at their will. Walk 

slowly back up to priest’s 

location. 

Xeremiers play again and lead 

cossiers off stage, to their next 

dance location. Flabioler 

plays, cossiers dance. End of 

dance: xeremiers lead cossiers 

to new location. Etc. Demon 

always around, making space 

for cossiers and musicians. 

Ritual: Reversed social 

order/participatory revelry/ 

communitas/benediction 

and so on. 

Punctuated by the 

xeremiers who lead the 

movement of the people. 

Transition End of benedictions. 

Xeremies start playing 

Sant Antoni. Lead priest 

and saint effigy up church 

steps. Effigy enters its 

chapel. Xeremiers stop 

playing. 

End of dances, xeremiers lead 

cossiers back to town hall. 

Stop playing once they are all 

inside. 

Xeremiers close event. 

Post liminal  Everyone goes home. 

 

Xeremiers and cossiers go and 

socialise with revellers in 

local bar. 

Community bonds 

reinforced. Can travel back 

to respective homes on the 

island with a renewed 

sense of belonging to the 

village/ Animals blessed 

for the coming year 
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 In both celebrations I have outlined, the xeremies’ music framed the liminal 

stage by creating an audio-cue for the transition into a reversed social order (after 

Bateson, cited in Bell 1997:74). In Felanitx the priest distributed Sant Antoni’s 

blessings, while in Montuiri the demon ruled the village. Bauman (1974) and 

Goffman (1959) observe how rituals are framed with ceremonial speech, removing it 

from everyday talk and marking it as out of the ordinary. In Mallorca, the sound of 

the xeremies provoked an immediate feeling of excitement as the people associated it 

with extraordinary events. In both cases described here, the xeremies opened and 

closed the celebrations, aiding the transition from the preliminal to the liminal and 

from the liminal to the postliminal. In the postliminal, the community was revitalised 

because of the liminal. Indeed, already in 1845, Joan Cortada wrote about the power 

of the xeremies on a festive day in Montuiri: ‘We could hear the bagpipes (gaita) 

around the area, starting the festivities of the day and initiating movement in the 

people’ (quoted in Ensenyat 1975: 182).  

As I tried to analyse this, I began to think in terms of what I call 'soundmark'. 

Unfortunately for me, though, I discovered that the term has already been proposed 

by Murray Schafer:  

The term soundmark is derived from landmark and refers to a community 

sound which is unique or possesses qualities which make it specially regarded 

or noticed by the people in that community. Once a soundmark has been 

identified, it deserves to be protected, for soundmarks make the acoustic life 

of the community unique (1977:10). 

The two cases considered above illustrate how the xeremies provide a unique sound 

that is immediately associated with an event that is out of the ordinary. Thus, the 

xeremies are a soundmark: they clearly signpost that something unusual is about to 

happen or is happening. This facilitates the bagpipers' capacity to ritualise events; it 

clearly frames the action and allows people to remove themselves from daily life. 

Seen as a soundmark, we can understand why the xeremies are hired at official 

events, why they accompany local officials and local politicians. It also becomes 

clear how the xeremies have been transposed to non-traditional and non-official 

events in order to confer a specific status, such as at political or cultural 

demonstrations. At such events, the pipers place themselves at the forefront of the 

people, leading them for the duration of the demonstration, and in this way repeating 
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the xeremies’ role as the soundmark of the non-everyday, triggering, within a 

musical frame, controlled movement in time and space. 

 

Concluding remarks 

When we look closely at everyday events and music, the tripartite division 

seems to be present everywhere: sonatas are in three parts, dissertations (such as this 

one) include an introduction and a conclusion around the main body of text, a train 

ride will be framed by announcements at the departing and arrival stations, a 

restaurant meal traditionally has an entrée, a main dish and a dessert, and the list 

goes on. The Mallorcan festivities described throughout this chapter, however, depart 

from everyday life in several ways, thus becoming rituals. First of all, they include 

some religious element: many are organised on patron saint days or have religious 

origins (cossiers and cavallets), a mass or short sermon is often part of the 

celebration, effigies of saints are exhibited or paraded, clergymen are put in a visible 

position and even the demons evoke Christianity. Secondly, the events are annual, 

linked to one specific day or short period of the year. Although the celebrations 

follow the same form year after year, thus creating a form of routinised ritual, the 

villagers await the festivities eagerly as they prepare them weeks if not months in 

advance. The anticipation for one specific annual event enhances the uniqueness of 

the day or short period, breaking out from everyday life. Finally, the activities 

involved change from the everyday: costumes, instruments, groups, and animals; 

streets are closed down, cafés change their opening hours, people migrate to their 

places of origin to share the communal experience. All of these depart from the usual 

everyday functioning of a village or town. The festivities can therefore be described 

as rituals. 

The xeremies are a central soundmark at the celebrations. Although the 

instruments are not sacred – they can be played at non-ritual, secular, everyday 

events as well – they become a ritual instrument in these specific contexts. Their 

music frames the extraordinary, giving sense to the celebrations, authorising them in 

a way that allows people to step outside the everyday for a few hours or a few days. 

The ritual role of the xeremies was well understood by the revivalist colles. They 

described their role as essential to festivities, as licensing people to let go in their 

participatory revelry. However, the changes in the bagpiping scene brought on by the 
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boom caused by the revival in the mid 1990s have put pressure on the role of the 

colla, as outlined in Chapter 4. Although many recognise the xeremies as a 

soundmark, synonymous to celebration, the arrival of bagpipe groups replacing the 

colla has today changed the dynamics of many celebrations. Revivalists articulate 

this change by saying that ‘it is not the same’ or that newcomers do not know how to 

‘lead the party’ (llevar la festa). What often transpires in celebrations with bagpipe 

bands is a performative, less inclusive activity for the villagers, and this, in turn, 

changes the nature of the celebration.  

I have observed one bagpipe band that managed to emulate the festivity and 

create great joy and movement for the revelers: the Xeremiers de Sóller became the 

leaders of half the town’s inhabitants for a few days in May, when the Sollerics 

celebrated the Firó, reenacting a pirate attack on the town. As leaders of the Christian 

islanders (as opposed to the Turkish pirates), they piped the villagers into battle and 

led them through the different streets of the town. Here, the bagpipe band became 

one of the soundmarks of the festivity, signposting the centre of revelry. This, 

however, had taken years to build, and in many other villagers, we should be 

concerned about the transition from energetic colla to less experienced bands that are 

less conscious of their important social role in celebrations. Finally, I refer back to 

Murray Schafer, who states that identified soundmarks ‘deserve to be protected’. 

Although the colla is still present and active in Mallorca, its essential social role 

needs to be better understood in order to sustain it, or to adapt it in adequate and 

appropriate ways to the ever-changing demands of life.  
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Conclusion 

 

 

In this thesis, I have explored different facets of a single instrument, the 

xeremies, the vernacular bagpipes of Mallorca. As the first academic study of this 

instrument, I have chosen to approach it from an interdisciplinary point of view, in 

order to address the multiplicity of dimensions involved. As such, I have drawn on 

anthropology, ethnomusicoloy and musicology; I guess this is no different from 

much ethnomusicology today, giving, at least for some practitioners, a challenge in 

defining the discipline of ethnomusicology. As such, I have explored the 

instrument’s history and organology, its relation to politics, tourism and identity, and 

finally its social role in everyday life and ritual. My research has been strongly 

ethnographic, which has allowed me to keep my focus on key actors, the different 

individuals who I have cited throughout the study. My aim has been to explore how 

the Mallorcan bagpipe revival was not only reliant on musicians but also on 

instrument makers, on local scholars, dancers, teachers, and on a vast number of 

enthusiasts. Throughout my thesis, I have called upon interviews as well as 

ethnography and other local sources and documents, in order to shed light on what to 

date has remained a largely unknown musical field, hidden from scholarly gaze by 

Mallorca’s infamous reputation as a destination of choice for millions of tourists. If I 

have succeeded, then I hope I have furthered, in a small way, the field of 

Mediterranean music studies.  

I started from a single question: What are the xeremies and what is their place 

in Mallorcan society today? Through this, I hoped to address what it meant to play 

the xeremies in Mallorca’s contemporary society, in a post-dictatorship and mass-

tourism context. 

I opened this thesis with two chapters on the manufacture and standardisation 

of the xeremies. The revival and ensuing increase of bagpipe playing would not have 

been possible without the emergence of local manufacturing, skills that had been 

virtually absent since the beginning of the twentieth century. Chapter 1 and Chapter 

2 explored the process of making a bagpipe and how bagpipe materials were 

modernised in order to create greater reliability. The processes that followed often 
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involved intercultural collaboration and exchanges of skills across Europe, 

implicating manufacturers who had more advanced technology and more specialised 

facilities thanks to an often unbroken making tradition in their region. Musicians and 

manufacturers chose to modernise the xeremies not only by using new materials but 

also by standardising the scale and pitch.  The new technologies and organological 

developments described in Chapter 1 and the standardisation of pitch and scale 

explored in Chapter 2 resulted in the creation of xeremies that are more reliable than 

before, more accessible, and more useable. The new xeremies allowed the revival 

movement to thrive. And as instruments became more available, so did the access to 

tuition, allowing the movement to become larger in scale. 

Chapter 3 explored the history of the instrument in Mallorca, first going back 

to the Middle Ages and to the earliest written accounts and iconographical records 

available. Despite their presence since the arrival of James I in 1229, bagpipes in 

their present form only appeared in records in the eighteenth century. Since then, 

they have been perceived primarily as rural instruments played by shepherds. 

Functional in this rural use, playing them allowed the landowner to know his sheep 

were being well tended. But, in social use, the sound of the xeremies marked the 

unusual. The xeremies was played in public only on specific days throughout the 

year. The twentieth century proved a tumultuous time for its players as society 

shifted from a rural to a more urbanised way of life, particularly as mass tourism 

arrived. Prior to this, Franco’s dictatorship and the Sección Femenina’s staged 

folkloric activities limited Mallorcan cultural expressions. The combination of 

urbanisation and performative folkloric shows contributed to rapid decline. As 

people stopped playing, the tradition was not transmitted to the young generation.  

Chapter 4 detailed the revival movement, showing how it was part of a larger 

cultural and political movement across Europe that manifested itself in the region 

first through a surge of identity markers in Catalonia. These were exported back to 

Mallorca by young students who initiated a local cultural revival. They revitalised 

local music. The first revivalists were instrumental in creating a participatory-based 

music scene that not only involved village celebrations but also folk music concerts. 

Chapter 5 explored how, as part of revival, politics continue to be central to the 

Mallorcan bagpipe world. The xeremies have become a symbol of Mallorcan 

identity, both through historical and geographical anchors, and although many 
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xeremiers claim to be apolitical, the bagpipes remain strongly identifiable with the 

island and with a sense of ‘Mallorcanness’. 

Despite decline in the mid-twentieth century due to regime pressures and the 

arrival of mass tourism, I showed in Chapter 6 how these same factors also 

contributed to safeguarding traditional music long enough so that a new generation 

of young idealists could take over, ready to revitalise the tradition. Tourism enabled 

older xeremiers to professionalise their practice and to maintain their repertoire and 

performance skills. Tourism became the platform from which to showcase Mallorcan 

music; it provided an important source of income for xeremiers. The economic crisis 

of 2008 changed this, but as professional musicians disappeared from the tourist 

world, amateur musicians continued to perform for tourists, using the events that 

were offered as social platforms. Chapter 7 is the most significant part of this thesis. 

It sheds new light on the social role of the xeremies. I show how the xeremiers are 

more than simple musicians animating village celebrations; they are the veritable 

engines of celebrations, allowing communities to enter liminal spaces from which 

they emerge, stronger. The annual participatory performances of xeremiers are a 

necessary and fundamental element in the social fabric of Mallorcan community life. 

As I have written this thesis, I have come to understand that the xeremies 

remain functional instruments despite their increasing use in bands. The simple fact 

of their presence, as in a village celebration, heralds the extraordinary. The 

instrument instigates movement: processions, dances, revelry. The instrument leads. 

Unlike other everyday instruments, the xeremies is specifically used for official 

processions and village celebrations. The status of xeremiers is thus removed from 

everyday life and his or her role becomes essential for the social cohesion of social 

units such as a village or the districts of a town. Xeremiers encourage participatory 

activities and reinforce the social fabric of a community. Today, though, as amateur 

groups and bigger groups become more prominent, so the role and status of a 

xeremier gradually diminishes and is increasingly misunderstood. Indeed, the 

learning process of today’s newcomers is removed from the cultural contexts of the 

past, and I wonder what the consequences will be should the partipatory role of 

xeremiers disappear and bagpipe music revert to perfomative contexts such as 

processions and concerts. I have seen how some non-professional groups, organised 

as bands rather than traditional colles, manage to recreate this participatory side. The 
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Xeremiers de Sóller, for example, over a ten year period became an indispensible 

element of their town’s annual celebration, the Firó, and are today central to the 

town’s cultural activity. Following Thomas Turino’s argument that we should 

understand how music is socially meaningful (2008:1), I looked at the xeremies not 

only in relationship to different aspects of its use (policy, tourism, ritual, identity), 

but endeavoured to understand how it was relevant to the society in which it 

operates. My conclusion, that the participatory nature of the revival is essential to the 

sustainability of xeremies music, illustrates Turino’s notion that participation 

encourages heightened social interaction (2008:42-43). 

The Mallorcan bagpipe revival can be understood as a grassroots form of 

activism initiated by a generation of forward-thinking youths in the 1970s. This has 

been recognised as a common thread in many different cultures, as revivals have 

been linked to cultural and political agendas, so, considering Bithell and Hill’s 

(2014) four motivational categories for activity, I found that the Mallorcan xeremies 

revival fits into three of these. First, there was a general dissatisfaction with the 

modern world that, in Mallorca, could seem a result of urbanisation under pressure 

from mass tourism. Second and third, ethnic identity and political ideology, merge in 

Mallorca, as revivalists fought for their culture and their language in response to an 

oppressive right-wing regime which tried to systematically control arts and culture. 

As such, the revival was geared towards participatory activities that referred to a 

rural idyll of the past and yet still countered the performative aesthetics fostered by 

the regime. Participatory performances were both cultural and political statements, 

overriding years of rigid choreographed and controlled staged folklore. They were 

essential in rebuilding a sense of community and belonging (after Bithell and Hill 

2014:11) and they enabled folk music to regain popularity over time (see Dankworth 

2014). But, the xeremies have remained an inherently local instrument. The political 

and cultural contexts in which they have been played since the 1970s have reinforced 

locality, while the grassroots revival has enabled the instrument to re-establish itself 

in local community life. The discourse of Mallorcan bagpipes strongly anchors the 

instrument in local history and local people, and people from across the entire 

political continuum have turned to the bagpipes to express their sense of belonging to 

the island. The xeremies are therefore a Mallorcan instrument above all else. Indeed, 

even when musicians created a new version of the instrument that could play 
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alongside instruments from different musical and cultural backgrounds, they were 

always careful to maintain the distinct timbre and morphology of the original, at all 

times distinguishing it and highlighting its difference.  

 

Further questions 

My study can be extended because it only offers a preliminary, even if multi-

faceted, portrait of Mallorcan bagpiping. More observations of what Bithell and Hill 

call the ‘post-revival’ phase (2014:4) would be useful, to better understand the 

success of the work done since the 1970s and to measure the outcomes not only from 

a theoretical point of view but also by exploring further the perceptions of 

individuals – as society is never unified, there may be significant discrepancies that 

arise from different personal experiences. Tied to this is the ongoing global 

discussion about the sustainability of music. Preservation and safeguarding 

discourses for music developed over the second half of the twentieth century (see 

Howard 2006), leading to UNESCO’s Intangible Cultural Heritage Convention of 

2003.136 While much of UNESCO’s policy has been criticised by scholars (see for 

example, Titon 2008-2015; Norton 2014), there is, undeniably, an increasing concern 

about the ecology of music-making and the sustainability of revivals (see, for 

example, Bithell and Hill 2014; Schippers 2015). Catherine Grant, to give one 

example, examines the relationship between endangered languages and music and 

how the management of the former informs the latter (2014:6). Although Mallorcan 

bagpipe culture seems to be more alive than ever, the tendency to put aside 

participatory celebrations and to promote more presentational performances of less 

able musicians who have less understanding of the traditional, community-centred, 

role and status of the piper have led some who I have talked with in Mallorca to 

question whether the xeremies have entered a phase of decadence that will spell 

decline. The huge steps taken in order to ensure that the revival would last, such as 

the manufacture of new and standardised instruments, the institutionalisation of 

tuition and the creation of a large community following, seem threatened by 

uncontrollable factors such as the recent global economic crisis. Huge financial cuts 

                                                

136 http://www.unesco.org/culture/ich/en/convention, last accessed 25 August 2015. 
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to the arts threaten institutions, as well as community festivals. How do external 

economical and political factors affect the dynamics of a revival and shape it over 

time? 

Future research could also explore a wider geographical area such as the 

xeremies’ history, and its recent and contemporary developments, intricately link to a 

broader area, namely the northwestern Mediterranean, including southern France, 

Catalonia and Italy. A dilemma for ethnomusicologists is balancing the detail 

required for an ethnography of one place with themes and issues that have broader 

provenance, and in this thesis space has prevented me including many conversations 

I have had with instrument makers and players from outside Mallorca who have 

delved more deeply into the organology of the instrument and who at times propose 

different explanations for its use and dissemination. I have not had the space to 

situate the xeremies in a wider geo-political frame, and to explore the many cultural, 

political and musical parallels – and links – between the Mallorcan revival and 

revivals elsewhere. Additionally, the xeremies revival has proved key in the 

recreation of Catalan bagpipes, where makers in Catalonia and Southern France 

currently produce updated versions of the xeremies that, if considered alongside the 

new xeremies, offer a variety of takes on instrument modernisation and development. 

Extending from here, a larger study would need to include pipers from other cultures 

who share similar roles to the xeremiers, including, for instance, Italy and Greece. 

Again, although focusing on individuals has been a thread running through 

this thesis, I have failed to write a chapter to the persona of the xeremier. This would 

look at how folk legends are created and passed down, and at how xeremiers from 

traditional lineages feed into the image that is held by them and by others. There are 

many definitions of the term ‘xeremier’, and some might consider that this thesis 

does not deal with the human aspect of playing the xeremies in sufficient detail. For, 

as I hope to have shown, the xeremier is an important figure in the social life of 

Mallorca. How does this influence his or her role as a musician, when so many 

Mallorcans seem to separate other forms of music-making from playing the 

xeremies? And so questions remain: is a xeremier a musician or something else? Can 

anyone become a xeremier or does the role require some as yet undocumented innate 

ability?  
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Finally … 

What are the xeremies and what is their place in Mallorcan society? Succinctly, the 

bagpipe is a highly social instrument that takes on different meanings according to 

the musicians who play it. The xeremiers in their traditional role are an essential part 

of the social fabric of communities and villages. They initiate celebration and 

festivity, they trigger movement, and their status as the leaders of people for 

extraordinary occasions has been transposed to the non-traditional settings of 

cultural, political and environmental demonstrations. The transformation has been 

made possible because the xeremies are perceived as a local instrument, a symbol of 

the island. It is this that inspires many men and a few women from across the 

political spectrum to learn how to play them, and to become part of the growing 

bagpipe community of Mallorca. 

 

Figure 73: Pep Toni Rubio (left) and Josep Rotger (right), the Xeremiers de Sa Calatrava,  

leading the people of Montuiri during the village's festivities, Montuiri, 2012.  

Photograph: Cassandre Balosso-Bardin. 
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Appendix 1 

Technical drawing of a set of xeremies 

(Varela/Rotger)
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Appendix 2 

Glossary 

Amo – title referring to the manager of the possessió’s land. Many of the old 

generation xeremiers were referred to as ‘amo’. This can be translated as 

‘master’. 

Ball de bot – ‘jumping dance’, refers to Mallorcan traditional social dance. 

Ball de figures – ‘figure dance’, refers to Mallorcan traditional ritual dance. 

Ballada – a dance, used for traditional dances. 

Colla (pl. colles) – literally means ‘group’. Used to refer to the combination of two 

musicians and three instruments: the bagpipe, flute and drum. Colles are often 

stable formations that can last a lifetime. 

Falange party – Falange Española Tradicionalista y de las Juntas de Ofensiva 

Nacional Sindicalista (FET y de las JONS). Founded in 1933 by Primo de 

Rivera, this political party was the only legal party during the regime.  

Festa – celebration, can be a patron saint celebration or a village celebration. Often 

combined with a local fair. 

Flabiol – Mallorcan vernacular flute, played with one hand, accompanied by a small 

drum, tamborí. 

Flabioler – flute and drum player. 

Francoist Spain – (1939-1978) regime under the control of General Francisco Franco 

after the victory of the Spanish Civil war. Franco died in 1975 and the regime 

was officially ended in 1978 when the Spanish Constitution came into effect, 

transitioning the country into democracy. 

Glosa (pl. gloses) – improvised form of song, usually sang with a ximbomba in 

January. 

Glosador – performer of gloses. 

New generation – xeremiers who started playing after the 1970s. 

Old generation – xeremiers in activity before the 1970s. 
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Possessió – big property with land. 

Sección Femenina – women’s section of the Falange party, led by Pilar Primo de 

Rivera. 

Senyor – owner of a possessió, landowner. 

Spanish Civil war – (1936-1939) opposed the Republicans and the Nationalists, led 

by General Francisco Franco. 

Tamborí – small on-handed drum played with the flabiol. The flute hand holds the 

drum’s  strap and the other hand beats the drum with a wooden stick. 

Xeremier – Mallorcan bagpipe player. Can also be used for the flute and drum 

player. 

Xeremies – Mallorcan vernacular bagpipes. 

Ximbomba – Mallorcan friction drum. Mainly performed in January to accompany 

gloses. 
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Appendix 3 

List of people and groups referred to in the thesis 

Al-Mayurqa. Folk band, Palma 
Aloy ‘Llargo’, Miquel, Xeremier, father of Tomeu, Miquel and Mateu Aloy, Sa 
Pobla 
Aloy, Tomeu. Xeremier, Sa Pobla 

Amengual, Carles. Xeremier, Palma 
Artigues, Antoni. Xeremier, scholar, Universidad de les Illes Baleares 

Blesa, Fabian. Xeremier, Xeremiers de Marratxi 
Boc. Folk band, Palma 

Bonet, Sebastiana. Editor, Es Grall 
Carbonell, Xavier. Scholar, Palma. 

Costa Bauza, Antoni Carles. Folk guitarist, dancer, Palma 
Deyà Miró, Magdalena. Xeremiera, Xeremiers de Soller 

Eixut. Folk rock band, Palma 
Fiol Paris, Maria de Lluc. Xeremiera, Xeremiers de Soller 

Forteza, Pep. Xeremier, Xeremiers de Soller 
Frontera Luna, Biel. Xeremier, BOC bandleader, Palma 

Frontera Luna, Joan. Xeremier, BOC member, Palma 
Frontera Luna, Pedro. Xeremier, BOC member, Palma 

Frontera Mestre, Biel. Dancer, Director of the Escola de Musica i Danses, Palma 
Garí, Antonia. Xeremiera, Sencelles 

Garí, Catalina. Xeremiera, Sencelles 
Genovart, Antoni. Xeremier, Xeremiers del Puig de Sa Font, Es Grall 

Horrach, Guillem. Flabiol maker 
Huguet Balle, Francesc. Xeremier, Bunyola 

Jaume, Pep Toni. Xeremier, artistic leader of Xeremiers de Soller 
Manel, Pep. Xeremier, reed maker, Santa Maria. 

Marcé!‘Xisples’, Toni. Xeremiers de Santa Maria, Santa Maria 
Marroig ‘Píu’, Joan. Xeremier, bagpipe maker, Xeremiers de Soller 

Marroig ‘Píu’, Tomeu. Xeremier, BOC member, Xeremiers de Soller, Soller 
Martorell, Pere Joan. Xeremier, Xeremiers de Son Roca, Muro 

Mas, Pau. Xeremier, Palma 
Massat, Tomeu. Xeremier, bagpipe maker, Binissalem 
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Morey, Joan. Xeremier, instrument maker, Santa Maria 

Munar, Joan Carles. Xeremier, Palma 
Música Nostra. Folk band, Palma 

Piñeiro, Diego. Gaitero, bagpipe maker, Palma 
Rogter, Josep. Xeremier, Xeremiers de Sa Calatrava, Palma 

Salom, Tomas. Xeremier, Xeremiers d’es Pla, Palma 
Sans, Bartomeu ‘de Son Roca’. Xeremier, Xeremiers de Son Roca, Son Roca 

Sansó, Aina. Xeremiera, Manacor 
Serrano, Guiem. Xeremiers de Soller, Palma 

Solis, Xesus. Gaita maker, Asturias 
Aixala, Jordi. Bagpipe maker, Catalonia 

Taverners. Folk cover band, Palma 
Toni Rubio, Pep. Xeremiers de Sa Calatrava, Palma 

Torrens, Toni. Founder of the Trobades  de Sa Pobla. Palma, Sa Pobla 
Trujillo, Càndid. Xeremier, Palma 

Tugores, Miquel. Xeremier, drum maker, Xeremiers d’es Pla, Sineu 
Varela, Anton. Gaitero, gaita maker, Galicia 

Vicens, Francesc. Scholar, Palma 
Xeremiers d’es Pla 

Xeremiers de Marratxi 
Xeremiers de Pollença 

Xeremiers de Sa Calatrava 
Xeremiers de Soller 

Xeremiers de Son Roca 
Xeremiers del Puig de Sa Font 

Ximbomba Atómica. Folk band, Palma 
 


