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 Practice by only using the thumbs to move from one note to the other while keeping 

the frame of the hand open, nearly at the distance of the octave. 

- While doing so, practice initially without the written rhythms. 

- After having learned well the trajectory of the thumbs, add in the notated 

rhythms and accents. 

 Do the same work for the fifth and fourth fingers. 

 Add to this exercise by playing both notes in different dynamic and articulations: 

- The thumbs loud and longer, while the fourth and fifth fingers play softly and 

staccato. 

- Reverse the roles. 

 Besides achieving greater accuracy with the octaves, these exercises will 

also enable you to free the motion of the wrist. 

Level 3 

Special hand-tapping challenge: 

• The overlaying syncopations may be quite challenging for someone who is not used to 

such writing, particularly since they are split within and between the hands. 

• Taking away one element, in this case the pitches, and practicing only the rhythm is a 

useful and creative way of approaching these figurations. 

 For mm. 28 (first beat) and 29-30, practice by tapping the rhythms with your palms 

on the piano lid (with movement similar to hand-drumming). 

- Since within the right hand there are two simultaneous syncopations and 

accentuations on off beats, it is helpful to practice the right hand by itself first. 
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 Give more emphasis to what would be the top voice, if you were to play it 

and keep the other notes lighter. 

- Practice the left hand by itself making sure that you bring out the accents, 

particularly the oddly-placed dotted-eighth-note in m. 29. 

- After each hand feels comfortable with the rhythmic figuration, move on to 

tapping both hands. 

 Once you have tried this in one placement, see if you can move the left hand 

towards the direction that it is written in.  

 With this last step, you are closer to playing these measures smoothly and 

with ease and flair, which are quite fitting to the character and notation. 

FIRST BRIDGE 

 Different from most of the previously-discussed danzas where the bridge or 

transitory material stems out of its preceding sections, here the bridge is constructed based 

on elements of the first theme and a small rhythmic reference to the second. As such, I have 

included it as a separate section for discussion. 

Level 1 

Figure 5.25. Héctor Campos-Parsi, Mercedes, harmonic diagram of the first bridge.  
 
 
 

 

 

FIRST BRIDGE : measures 33-40 

G minor  V7 of B-flat major, E-flat major, A-flat major (bII)  
G minor  (A7)  G minor  
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Compositional Features: 

• The melodic material, and in general the right hand, is quite literally inspired by the 

first theme: 

 There are certain moments, for instance in m. 36, where the ‘alto’ counter melody 

brings forth an interesting contour.  

• M. 37, is rhythmically similar to m. 21 in the first theme, as is its placement in the 

phrase—being that in both cases this figuration happens on the fifth measure of each 

phrase. 

• The left hand is more loosely derived from the first theme, and it is here that snippets 

of the rhythmic element of (sixteenth – eighth – sixteenth notes), found in the  
 
      second theme, appear in mm. 34 and 39. 

 In m. 34, the syncopated figuration is part of a descending arpeggio in a cantabile 

and legato manner.  

 In m. 39, the same syncopated rhythm is part of an ascending, accentuated, and 

more emphatic figure leading to a suspension on the downbeat of the following 

measure. 

General Performance Considerations: 

• The atmosphere created is more intimate, and the composer’s marking is con passione 

ma sempre dolce. 

 There is a certain tenderness in the overall mood of this section, and although the 

content is similar to the first theme, its iteration in G minor provides a different 

color. 
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• Similar to the first theme, the phrase length here is eight measures, and requires the 

projection of a continuous line, which is difficult particularly with frequent stoppages 

in the surface rhythm. 

• The pick-up gesture to this section is identical to the one in the first theme: 

 Coming out of the second theme where the feeling is more dance-like, the sextuplet 

that prepares the melody of the bridge appears as a quick change of tone color and 

character (dolce). 

• In order to heighten the expressivity of the suspension and to emphasize the cadential 

figure, consider adding a mordent on the downbeat of m. 40 on the E-flat (first ending). 

Level 2 

• The counter-melodic material in the left hand in m. 35 is a new and interesting element. 

 In order to bring it out, practice only the left hand by voicing it towards the top and 

creating a legato line. 

 Use a similar strategy as for the octaves in m. 29 and practice by emphasizing and 

elongating the top voice while keeping the bottom voice light and short. 

 After having worked on it with only the left hand, practice both hands slowly:  

- Listen carefully if you can layer the sounds in such a way to hear the top voice 

of the chords in the right had as the primary melody, and the top voice of the 

left hand as the secondary melody, while the remaining notes of each hand are 

proportionally softer. 

 Similarly to m. 35, the interesting element of fragmented counter melodies can be 

brought out more in the ‘alto’ line and in the ‘tenor’ line in m. 36, thus creating a 

cross-voiced counter-melody and bringing textural variety. 
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• The right-hand passage in m. 37 resembles the opening of the paseo, but here each 

position is a chord and the inner intervals are changing from one to the other. 

 In order to make a smoother transition to the downbeat of m. 38, you may consider 

taking the low D of the last octave with the left hand, and use the third finger to 

play the top D. 

THEME 3  

Level 1 

Figure 5.26. Héctor Campos-Parsi, Mercedes, harmonic diagram of theme 3.  
 

 

 

Compositional Features: 

• This is the most expansive and stretched-out theme thus far. 

• The chordal melodic line covers a wide range of the instrument. 

• The phrase lengths are irregular (four + three + two + two + four). 

• What begins as a sprawling theme is soon fragmented and the composition does not 

return to it anymore. 

 The two-bar gesture in mm. 48-49 is sequenced in mm. 50-51. 

• In mm. 44 and 50, the left hand is recalling the walking bass in octaves found in the 

second theme. 

• The staccato gestures in both hands in m. 54 evoke the sounds of a typical Caribbean 

cadential figuration.  

 

THEME 3 : measures 41-55 

G major  A minor  D7  B minor  C minor  G major 
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Example 5.41. Héctor Campos-Parsi, Mercedes, mm. 54-55. 

 

General Performance Considerations: 

• Although the previous themes have all had melodic materials in chords, here in the 

third theme, their voicing mostly open spanning an octave. 

• In order to produce a good tone, it is important to remember to use the natural weight 

of the arm, conveyed through to the fingers without tightening at the wrist, even when 

playing widely-spanned chords. 

• In mm. 45-46, the articulation between the hands is essentially dissimilar: 

 The left hand is written in descending staccato thirds. 

 The right hand is written in ascending legato chords, spanning an octave.  

• Similar to the second theme, there are moments in the third theme where rhythmic 

coordination of the hands is crucial and quite tricky, as you would not want the shape 

and continuity of each one to be sacrificed 

Level 2 

• Legato in the chordal thematic material in the right hand: 

 Practice by playing only the fifth fingers, yet keeping a solid balance in the bridge 

of the hand: 
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- Release the key in the direction of the new note and create a chain of continuity 

for each one. 

- As you trace this melodic contour with only the fifth fingers, notice how your 

wrist and arm need to support the finger for appropriate tone production. 

 
Example 5.42. Héctor Campos-Parsi, Mercedes, mm. 41-44. 

 

 Practice only the lower voices and notice how the shape of your palm changes as 

you transition from one interval to the other.  

- Notice that in m. 52, the chord on the second beat does not span an octave. 

 As you add all the notes of the chord and you play the complete passage now, 

practice it slowly and softly, yet voicing the top notes. 

- Create the legato aurally by pedaling after each chord. 

• Similar to the contrapuntal nature of the left hand in the paseo, its figuration here is 

quite independent from the right hand. 

 Besides the rhythmic issue in m. 41 (quarter-note triplet against tresillo), which can 

be practiced by tapping the rhythm, the left hand should feel fluent on its own before 

playing it in tempo hands together. 
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 In order to avoid unpreparedness and uneven tone production, also practice it hands 

separate without rhythm and give similar attention to each note. 

• As mentioned above, one of the most challenging passages in this composition is the 

one at m. 45. 

Example 5.43. Héctor Campos-Parsi, Mercedes, mm. 45-47. 

 
 

 The chords in the right hand continue a mostly-ascending melodic line, while the 

left hand descends in staccato thirds. 

- Initially, practice each hand separately.  

- For the left-hand passage, begin the practice by isolating only the thirds: 

 Certainly, fingering is an important step towards executing this passage 

seamlessly (you may find my suggested fingering above useful). 

 Practice it legato initially (wherever possible)—in doing so you are creating 

a physical and mental connection between the notes, since you are not 

allowing for the “additional” space in between (when playing staccato) to 

distract you from the continuity of the passage. 

 Then practice each voice with accurate fingering as if it were a single 

melodic line, still in legato. 
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 Add to your practice now both voices: connect the top notes of the thirds 

while releasing the bottom notes—the upper voice is in this case legato, 

while the lower one is played as the finger grips the key lightly. 

 Repeat the same step by balancing on the lower voice: 

o With this method, add rhythmic practice (dotted rhythms, and triplets 

with shifting accents). 

- Before playing the left hand as written, keep the legato on the bottom and 

staccato on the top voices of the thirds (as in the previous step) and add only 

the top notes of the chords in the right hand (melody – fifth finger). 

 However, listen carefully for the contrary movement of the lines and notice 

how your bigger muscles (your upper arm) react to this motion as the right 

hand ascends and the left descends. 

- Another step that can be explored before playing both hands as written, is to 

play the right hand as written while you lightly tap the left hand. 

 Thus, away from the pitches, you are creating a channel for the 

coordination of varying articulations in both hands. 

 Pedaling for this passage could become quite tricky since the legato line of the right 

hand is practically impossible and pedaling based on harmonic movement would 

be overwhelming for the staccato in the left hand. 

- Practice very slowly by lightly pedaling after each eighth note, which works 

quite well for m. 45. 

- Because of the sixteenth notes in the left hand, in m. 46 pedaling needs some 

modification: 
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 Hold the right-hand chords slightly longer than in the previous measure to 

give yourself enough time to move passed two sixteenth notes and flutter 

the pedal if too much sound is accumulated.  

 In order for this to happen successfully, it is important to know how to adjust 

the reattack after the shorter duration of release and not to produce an 

accented sound. 

 In your practice, experience creating the same desired tone as when it was 

released sooner by comparing the two renditions back to back without 

worrying about the left hand. 

- Start this practice at about eighth note = 62 and slowly bring the tempo up to 

eighth note = 144. 

 Although this type of practicing appears as if it is dissecting the music, it will help 

in building the foundation for a unified execution of this passage. 

Level 3 

Challenge: create your own set of practice strategies for the following measures (mm. 48-

49) 

• I have added my suggested fingering in Example 5.43. 

• As you choose how to approach this passage, which is repeated in mm. 50-51, keep in 

mind the following items: 

 Right-hand chordal melodic content: 

- How can you split the voices to facilitate learning of the positions and realize 

the point of relaxation between each chord? 

- How will you practice voicing? 
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- How can you group certain notes in order to create continuity of the line? 

 Left-hand passage: 

- What could be challenging in this figuration (distance, difference in 

articulation, something else that you notice)? 

 In regards to distance, I would suggest to practice the descending staccato 

G major arpeggio in continuation to the low E, then place the D which 

begins the subsequent step-wise fragment. 

Example 5.44. Héctor Campos-Parsi, Mercedes, mm. 48-49. 

 

   

 

SECOND BRIDGE  

Level 1 

Figure 5.27. Héctor Campos-Parsi, Mercedes, harmonic diagram of the second bridge.  
 

 

 

 

5    5      5        5      5        5                5 
3    4      4        3      4        3                3 
1    1      1        1      1        1                1 

SECOND BRIDGE : measures 56-64 

G minor  D major  G minor (7) 
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Compositional Features: 

• The second and final bridge, before the return of theme 1, explores similar melodic 

content to mm. 48-51 in the third theme. 

• The left-hand figuration has taken elements from all the previous themes, and the 

syncopation continues to be a prominent feature. 

• This transitory section is comprised of short, fragmented, and sequential gestures. 

• Before its cadence in D major, there is a subito p that swiftly changes the tone of the 

section, since it is framed by the f poco rit. ma deciso and [subito] f . 

 All these abrupt changes happen in a very short span of time—within only four 

measures. 

General Performance Considerations: 

• Although the gestures are quite short, as it has been the case with most phrases in this 

danza, they still overlap, creating larger units.  

 For instance, as it may be noted in the example below, between mm. 61 and 62, 

the right hand ends its gesture, while the left hand continues the legato of the 

arpeggiated and step-wise figuration. 

Example 5.45. Héctor Campos-Parsi, Mercedes, mm. 60-63. 
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Level 2 

• Voicing has been an important element to target throughout this danza, and the right-

hand sextuplet in m. 60 is another example that needs attention. 

 As you have practiced in the previous passages, all the steps apply to this example 

as well. 

 In this case, the task is slightly more difficult since the register of the right hand is 

closer to the left hand than in previous cases. 

 The dynamic level of forte adds another layer to the challenge: 

- It would also aid the balance between the hands if you were to voice the left-

hand octaves towards the lower notes and the right-hand thirds towards the top 

notes. 

- With the further notes played more prominently, the middle voices can be in 

the background and simply provide harmonic color. 

- In this case, then the balance within and between the hands will be more 

clearly differentiated.  

Level 3 

• For the coordination of the three against four rhythm in m. 62: 

 Try starting hands together on the beat, continue only with one hand, and arrive 

with the other on the next beat. 

 Repeat the same exercise by switching the sides. 
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RETURN OF THEME 1 

Level 1 

Figure 5.28. Héctor Campos-Parsi, Mercedes, Harmonic diagram of the return of theme 1, 
mm. 65-72*                                                                       
*71 for the second ending. 
  

 

 

 

General Compositional Features and Performance Considerations: 

• The return of the first theme is an exact repetition of its initial statement, until the last 

two measures. 

• Although the right hand keeps the same chords as in the beginning of the danza, what 

seems to be a similar cadence to the first one is interjected by the assertive accentuated 

octaves in the left hand marked sinistra f.  

 An element to consider is the marking of sinistra (left hand): 

- Does the composer intend for only the left hand to be loud? 

- If so, balance and projection of the right hand will become quite taxing. 

- Practice the left-hand octaves similarly to the suggestions given for the second 

theme. 

• The last phrase is articulated in only seven measures:  

 This aspect, coupled with the abrupt dynamic change of the left hand could make 

for an uncertain phrasing and interpretation of the cadential figure. 

RETURN OF THEME 1 : 65-72 (71 for the second ending) 

C minor  E-flat major  C minor  viiº7 and V7 of G major  C minor 
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- The last phrase of this danza could be treated as more extroverted—louder 

overall level of dynamic, more emphasis on accents and syncopations, and 

crisper articulations in m. 69. 

- It could also help to slow down towards the end, taking the cue of the subito f 

to mean slowing down, which could make up for the shortness of the phrase. 

 The above approaches could be good solutions to projecting a cohesive 

ending of this composition. 
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CONCLUSION 

 As classical pianists, we are fortunate to have a vast, diverse, and masterfully-

crafted repertoire spanning four centuries. While for professional pianists the choices are 

immense, the younger pianists, namely of “middle intermediate” to “early advanced” 

levels, have a narrower window of options. Much of the time, teachers and students are 

bound to the more advanced standard repertoire because of the lack of knowledge of other 

compositions that can fill the breach between easy and difficult works, particularly of the 

Romantic period.  

 The Puerto Rican danzas explored in this study, as well as many others that have 

been written since the mid-nineteenth century, comprise a well of versatile works that can 

be assigned to students of the above-mentioned levels. Exposure to a variety of repertoire 

enables the student to draw from multiple sources in their technical and musical approach 

of a composition. Working on a set of danzas could inform the way a student will approach 

a Chopin mazurka in the future, and vice versa. Besides diversity, these works bring forth 

elements that are essential in the artistic and pianistic growth of each student, such as ability 

to voice correctly, continuity of phrases through chordal passages, inflections of rhythmic 

figurations in dance-like forms, and independence of the roles for each hand. More 

importantly, the genre of the danza instills in the young pianist the concept of needing to 

interpret the engraved score, and not simply reproduce it. Certainly, all music has this 

attribute, but the danza would not come close to sounding authentic unless such approach 

is taken right away.  

 The five compositions selected for this study trace the development of the genre 

and display its multifaceted nature. ¡Margarita! by Manuel Gregorio Tavárez is one of the
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earliest prototypes of the danza for piano. It displays some of the most elegant writing in 

the paseo and it challenges the ability to interpret the figurative tresillo elástico and to carry 

a line through long notes in a moderately slow tempo. ¡Bendita seas! by Juan Morel 

Campos brings to the foreground the danceability of the danza. Since Morel Campos used 

to be in an ensemble that accompanied the choreographed danza, his compositions tend to 

be more upbeat and instrumental. José Ignacio Quintón, although not a prolific danza 

composer per se, is represented in this study with one of the most virtuosic works, where 

agility, refined touch, voicing of thick textures, and overall flair are at the centerstage.  

 José Enrique Pedreira belongs to the generation of composers who studied in the 

United States. He was a pianist himself, and the beautifully-constructed Tus caricias 

showcases his understanding of the instrument in terms of depth of tone, individuality of 

the left hand, and variety of articulations. The last composer of the set is Héctor Campos-

Parsi, who comes to the genre of the danza more so on a tangent, since he is not necessarily 

a “danza” composer.92 However, in Mercedes, Campos-Parsi explores some of the most 

expressive melodies, features visibly the playfulness of the rhythmic section, and uses a 

harmonic language saturated by strings of seventh and ninth chords, which to such level 

were unprecedented in the genre of the danza.  

 For the composers of the twentieth century, including Pedreira and Campos-Parsi, 

not always did the manipulation of rhythm take priority in interpreting the left-hand 

figuration. They generally notated the rhythm as they intended it to be performed, as 

opposed to the tresillo elástico figuration. Campos-Parsi, for instance, used his classically-

                                                           
92 Luciano Quiñones’ music was initially going to be the representative of the twentieth century. 

However, research pointed this study in the direction of Campos-Parsi for the same reasons that Rivera 
points out. Quiñones’ music will be studied in the coming months and will be added to the list of repertoire 
on the website. 
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shaped compositional style to micromanage the notated rhythmic inflection as part of a 

unifying, yet varying motive. Notwithstanding, the danza never lost its swaying charm and 

moldable pulse, which have been engrained in the music for centuries now.  

 Due to the fact that the Puerto Rican danza, as a genre of music, has an inherited 

assemblage of origins—Spain, Venezuela, Africa, Cuba, and the creole gentrification—its 

compositional characteristics are eclectic and quite attractive for young pianists. Through 

evocative and rhetorical musical language, these works inspire the student to seek 

connections between the notes, further than the bar lines, and beyond the notated text. 
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APPENDIX A 
Written Correspondence with Mr. Luciano Quiñones during March 2017 

 
IG: How do you see the place of the danza currently in the educational system in Puerto 
Rico? For instance, at the conservatory level, do students learn and perform these works 
much? 

LQ: I [do not] have much information about what is the educational system doing, and 
[my personal opinion is that]93 they are not doing too much about the danza. Except for the 
"Puerto Rican week" where they teach many things about our culture, I don't feel there is 
much information offered about the danza. In the music schools, as the danzas are 
intermediate to advanced level, they are not taught very much either. And in the 
conservatory, my perception is that they mostly [choose] the European classical music. I 
notice some kind of disregard for the danza as lesser music, and it is seldom included in 
the concerts. That was the opinion of Arístides Chavier in the 19th century, who exhorted 
composers not to lose their time with “lesser genres” and dedicate their efforts to the “real 
music.” I feel that it still prevails among most scholars. 
 
IG: How do you personally approach the composition process? Do you already have a 
clear idea, theme, or plan in mind, or do you simply react to momentary inspiration? 

LQ: How do I approach the composition process? Most of the time I [am] provoked [by] 
the inspiration. The biggest problem is to get a first theme. Once I get that, the rest flows 
pretty naturally. I do have some guidelines, mostly to make an interesting composition in 
terms of harmonic progressions, introduction of modern chords, and rhythmic interest 
especially in the accompaniment. I also try to get the most of the piano sound, so that it 
sounds full with an interesting arrangement - not [only] with a melody independent from 
[its] accompaniment. Many times they interlock with each other, and also I begin a phrase 
with the left hand which is completed by the right hand, etc.94 

 
IG: Who is the danza composer that you draw inspiration most from (if there is one, or 
more of them) and why? 

LQ: The most influential composer for me is Morel Campos, but now I am composing 
more in a contemporary style, so I have created my own style regarding that. I try to 
incorporate jazz ideas, but also trying to keep the traditional danza sound when at all

                                                           
93 Mr. Quiñones has used at times colloquial English words or freely-written sentences. When I 

spoke to him over the phone, he agreed for me to edit the text to better reflect his thoughts. All edited 
words or rephrased sentences are in [ ] brackets.  

 
94 Besides being a composer, Mr. Quiñones is a professional pianist and as such he begins his 

compositional process at the piano, as a player. Due to this, his danzas are idiomatic for the instrument of 
the piano.  
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possible. There are contemporary composers who have taken the genre to a very 
contemporary style which makes it almost unrecognizable (in fact, totally unrecognizable 
for me) and I don't like that. I have changed some things, as making it more as a genre for 
listening than for dancing, as it was originally intended. The “danza beat” is not as marked 
as in the traditional ones, but it is almost always implicit and recognizable. 
 
IG: What do you think makes the danza Puerto Rican (in the hands of Puerto Rican 
composers). There are many similarities with Cuban danza also, but what do you think are 
the most special, defining qualities of the danza that make it a point of national pride for 
Puerto Rico? 

LQ: I have listened to, but not analyzed [danzas from other countries], so I [cannot] answer 
that question with authority. I think that mainly the form and rhythm of our danza is what 
makes it different. Our danza has pretty well defined parts—although they may vary a lot, 
but perhaps the repetition of the parts is one of the main characteristics. And the 
introduction or paseo, is also a very defining quality. The other important and defining part 
is the rhythm in the left hand. And as I mentioned [in my answer to the second question], 
the abundance of interesting harmonic progressions I think is also a defining characteristic 
of our danza. The Puerto Rican danza [does not] [stay within] the I-IV-V progression. It 
moves [quite a lot], sometimes unexpectedly, and sometimes [it] even modulates to other 
keys. That [is] what makes it different and interesting, in my opinion. 
 
IG: You mention (like many other historians and composers) the importance and 
distinguishing characteristic of the rhythm. I understand that it is referred to as tresillo 
elástico, “codified” by Julián Andino. To you, what does the tresillo actually do the written 
rhythm, since as I understand, it is not performed exactly as it is written. For many people, 
this feature creates a problem with interpretation, as they might keep it straight. Where is 
the manipulation of the beat, in your opinion? 

LQ: I have seen very little [written in regards to] the tresillo elástico or elastic triplet. In 
fact, I have my doubts regarding it. When I was [uninformed] about the danza and its 
composers, I thought that the elastic triplet was due [simply] to the lack of education of the 
composers (I [did not] know at that time of the enormous capability of Tavárez and Morel). 
I thought that they [did not] know how to write that rhythm and just wrote a triplet and let 
the musicians do it right because they already knew how to do it by tradition. And perhaps 
there is something [true] in it, but not that the composers [did not] know how to write it. 
The composers knew about it, but as they wrote for musicians with not as profound a 
musical education as them, they wrote it that way so as to not complicate things for them. 
And as everybody knew how it was played, things ran smoothly for everybody. Let me 
clarify that this is just speculation on my part, with no basis; just trying to find an 
explanation for that. 
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I found this quote from Monsita Ferrer’s biography, which I also think is interesting 
and pertinent:  

Monsita [Ferrer] points out something that Morel Campos had 
intuited (but only intuited), that the writing of the dance should be 
done in a way that is well-read by the interpreters, by means of the 
graphic elimination of the capricious elastic triplet.95 

 
And finally, I am attaching a newspaper article about the elastic triplet published in 1965, 
written by Prof. Tomás Agrait (whom I met and even got to play in his orchestra just 
once).96  In it he makes reference to an article written by a “Doctor Barasoain” and 
published in the “El Mundo” newspaper, which I [have not] seen. If you find it, I would 
appreciate if you send me a copy. Prof. Agrait advocates for the continuation of the elastic 
triplet, something in which I [do not] agree with him. My danzas (and most modern 
composers’ danzas) are written as they should be played, although I [would not] mind a 
little sway to give them “gusto,” as long as the basic rhythmic pattern is kept.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                           
95 “Advierte oportunamente Monsita algo que había intuido (pero sólo intuido) Morel Campos, 

que la escritura de la danza debe hacerse de modo que sea bien leída por los intérpretes, mediante la 
eliminación gráfica del caprichoso tresillo elástico.”  
Luciano Quiñones’ writing was originally in Spanish. The English version has been freely translated by the 
author. 
 

96 Tomás Agrait, “El tresillo elástico en nuestra danza,” El Día (November 13, 1965): 24-25. 
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APPENDIX B
Publisher’s Permission for José Enrique Pedreira’s danza, Tus Caricias 
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