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LETTERS

Dear JALEO,

Enclosed is my check for membership and
the newsletter. I did not know you existed
until I received a complementary copy of
the newsletter in the mail -- sent to me
from a list of names submitted to you by
Roberto Reyes of N.Y.C.

While we are on the subject of Roberto
Reyes, who as you know is a contributing
writer, I would like to say that his send-
ing to you the list of names is consistant
with his general enthusiasm in promoting
interest in flamenco. I know of no other
person who has done more for the cause than
he. 1In the past several years, he has
encouraged amateur dancers, singers, and
guitarists to perform in his shows whenever
the opportunity presented itself. As a
matter of fact, he was for years virtually
the only flamenco "entrepreneur' available
in the area who would give anyone a chance.

The result of this is that there are many
excellent artists who have grown out of

that early experience with him. Roberto
Reyes has never waivered in his attempts to
stimulate interest in flamenco throughout
the New York Metropolitan area and sees the
world as one big potential juerga. Who
knows, with you on the west coast and people
people like Roberto Reyes on the east coast,
maybe his dream will come true, and yours.

with you all the way,
Gene St. Louis
(New York, N.Y.)

Editors comments: We agree with your sen-
timents completely concerning Roberto Reyes
and have heard similar comments from others.
Roberto and La Vikinga have been a source
of inspiration for the JALEQ staff; if
there were more like them in other cities,
the newsletter would probably be further
developed and widespread than it is at
present.

Dear Editor,

Your method of announcing concerts in
your area is excellent. However, your
follow-up is sadly lacking. I realize that
when JALEQ was first started, your members
were drawing from only the San Diego area,
but hopefully, as JALEQ reaches all parts
of the country, the follow-up emphasis will
not be just to review the previous month's
juerga. For instance, there was the front
page story in your November issue about
Donn and Luisa Pohren, yet there was never
a follow-up. What did they do in their
lecture-demonstration? Was there any per-
forming? Now I believe I'm talking about a
review. It doesn't have to be a critical
review , . . just a descriptive one (see
the N.Y. Times review of Jose Molina by Don
McDonagh). Also, you mentioned that the
National Ballet of Spain was coming to your
area. Again, there was no follow-up, no
reviews from the newspapers, no one's feel-
ings about them from JALEQ. Also, Teo Morcds
performance in Sept. . many flamencos know
Donn, Luisa, and Teo and would have been
especially interested to hear what kind of
things they perform. An idea might be to
start a review colmn. Perhaps you could
interest your local newspapers in hiring
your reviewer or reviewers on a free-lance
basis.

Sincerely.
La Vikinga
(New York, N.Y.)
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Editor's comments: Thank you for the
excellent suggestions. There are several
reasons that we have not printed reviews in
the past. Our local newspapers do not seem
to be interested in reviewing these types
of concerts so we have not been able to
draw on that resource. We of the JALEQ
staff have been reluctant to do critical
reviews of artists who are our friends,
since honest reviews would very likely have
alienated some of them. Your suggestion to
do a descriptive review in those instances
is a good one. The most important reason,
however, is the fact that the JALEO staff
has consisted of two people during the past
few months. The burden of getting the news:
letter to the readers has been tremendous
and there has been no possibility of doing
extra things like reviews or even proof-
reading our articles (as some of you may
have noticed). Hopefully this situation
will improve in the near future as we get
more organized, and we will try to stimu-
late interest in doing reviews. The readers
in areas outside of San Diego should keep
in mind that we would like concert reviews
from their areas also. The reviewer need
not be an expert on flamenco, since a
review by a layman is just as valid in its

" own way as one by a flamenco authority; it
tells the artists what they are communica-
ting to the general public.

* X *

The following letter is from flamenco
guitarist, Charlie Blankenship, and his
wife, Vanessa, who left San Diego a year
and a half ago to make their way around the
world on minimum wages and a love of fla-
menco and adventure. After travelling exten-
sively in Mexico, visiting most of the coun-
tries of Central America, and island-
hopping through the Caribbean, they landed
on St. Croix in the U.S. Virgin Islands,
where they were stuck for the better part
of a year. Recent word says that they
finally found a yacht sailing for Europe
and are now on their way to Spain.

-- Jack Jackson

. .« . So what's been keeping us on this
little island, only 20 miles long -- lots
of things. Like it says on the V.I.

license plate, "American Paridise." Tropi-

cal climate, hidden beaches, rum $1.00 per
quart, rainforests, sailing to Buck Is. to
visit the coral gardens. . . all attract
tourists, which of course have to be enter-
tained, . . there are many small clubs

featuring live music, so there's lots of
association with musicians of all types.

A close associate is Carl Bernstein who,
among many other credits, studied with
Segovia. He's first class and is earning
$300 a week on this island (never mind what
I earn).

Nice you should mention seeing the Span-
ish National Ballet, for, in fact, they did
a show here on St. Croix and I was able to
meet some of the performers, including
Emilio de Diego, after the show. Later
that night I was hanging around the Chart
House Hotel and Bar, when the bus with the
company of Spaniards arrived after their
pizza dinner, and they proceeded to fade
away into their rooms. They had been flying
and waiting in airports since 6:00 a.m. and
had arrived on St. Croix an hour and a half
before show time; the next morning, they
were to leave early for Miami. It appeared
like no more flamenco this night. So I
rowed out to the boat (Charlie is a yacht
repairman and often '"boat-sits'" --Ed.) and
got my axe, determined to see if I could
stir something up. When I returned, there
were two pop singers wailing away through
their amplifiers and a couple of Spaniards
in the crowd at the bar, so I sat in the
corner and played a bit. They started to
gather around, first with a little quiet
palmas, and then a few poems sung and a
little tired dance. Soon, more flamencos
came out of their rooms, including Emilio,
we moved the pop singers off the stage and
took the place over. They chose up part-
ners and I played up all the sevillanas,
alegrias, rumba, and bulerfas I knew, and
Emilio played and showed me some runs. It
was quite late by the time stoned fatigue
overtook all. 1T hope their stay on St.
Croix was made a little more pleasant.

Flamenco de Verdad
Yours Truly,

Charlie Blankenship

LETTERS TO
THE EDITOR ARE
ALWAYS WELCOME.

THE RHYTHM OF THE MONTH FOR JUNE will be
TANGOS. We need from the readers: discus-
sions of traditional tangos, the new tan-
gos, different kinds of tangos, the phil-
osophy of the 'baile por tangos," and

unique guitar falsetas,
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PUNTO DE VISTA

From the Editor of JALEO:

Dance Magazine's April issue featured a
look at Spanish dance, including a history
of the Spanish dance touring companies, a
look at the Spanish dance today, especially
in the United States, an interview with
Spanish dancer, Jose Udaeta, a review of
ethnic dance companies (including Spanish)
that appeared in New York in the past year,
and a brief look at Spanish dance on the
West Coast. Especially interesting were
the abundance of photographs of many of the
top Spanish dancers currently working in
this country.

The following points of view are taken
from letters being sent to Dance Magazine
and are in response to the article, '"Fan-
ning the Spanish Fever'" by Lois Draegin.
One of the points made in this article is
that Spanish dance is at a low point in
popularity, and one factor responsible for
this situation has been an overemphasis on
flamenco with a neglect of Spanish region-
al and classical dance.

Dear Editor (Dance Magazine),

The article that appeared in the April
issue, '"Fanning the Spanish Fever" by lLois
Draegin, was very much appreciated. It is
by far the most complete written work on
Spanish dance and Flamenco that I have ever
encountered. I thoroughly enjoyed the for-
mat: the history was accurate, the photo-
graphs were fascinating, and the interviews
offered much '"food for thought.'

However, I disagree with Walter Terry's
statement, '"Most of the other parts are
gone now, except for brief excerpts, and
the entire accent is on flamenco.'" Entire
accent on flamenco.:? The real problem is
that companies have been performing in the
U.S. mostly Spanish classical and regional
dances, with the accent on flamenco fanta-
sies. One prime example is the popular
""duet-syndrome' which is geared for the
unknowledgeable public, Flamenco cannot be
truly danced with more than one dancer at a
time. 1It's time that the representatives
of all Spanish dance exercise respect for
the audience of today that is far more
sophisticated than the audiences of the
20's, 40's, or 60's. We're anticipating
quality flamenco.

As of today, no one person is an expert
in Spanish classical dance, regional dance,

escuela bolera, and flamenco. Like any
other discipline, each requires a lifetime
of love, dedication, and study. Yet, in
every company, dancers are expected to
dance all these styles. . . "Jack of all
trades, master of none!" It is no wonder
that there are SO many negative reviews.
There is a new generation of young aspir-
ing artists trying to make their way in the
"Spanish dance scene." But those who are
interested in flamenco, won't have time to
take part in Spanish classical, escuela
bolera, regional, and other dance forms.
They'll be too busy learning the different
styles of the song and the guitar music.
In the words of Dance Magazine's perceptive
Linda Small, '"Flamenco dancer, singer, and
guitarist are in touch with the source of
religious and secular passion, a place in
the soul where love and suffering are one."

Robert Reyes

« + o Lois Draegin's article, "Fanning
the Spanish Fever,'" was brilliantly execu-
ted. 1In her interview with Luis Rivera,
she quotes him as saying he's ". . . trying
to get away from a complete program of
polka dots and ruffles.'" What does he mean
by that? That there has been too much fla-
menco? If so, I disagree! 1I've seen every
Spanish dance company, flamenco recital,
and night club performance in New York City
in the last three years. There has been far
too much make-believe flamenco.

. » - Hidden away in the various studios
throughout the world, like caves in Granada
the "renaissance'" of flamenco is alive. I
hope that Dance Magazine will continue to
play a relevant role in keeping the public
informed of the current trends and changes
in flamenco and Spanish dance.

La Vikinga

Dear Jaleistas:

« « » It would serve Spanish dance and
flamenco very well if everyone would write
to the editor (of Dance Magazine) of their
interest in this subject, and, hopefully,
Dance Magazine will continue their coverage
more often than every 6 or 7 years. If you
are a professional dancer, send in your
picture, resume, and material about what
you've been doing. It's time that the
media be made aware of the ''mew generation"
of flamencos. Note: the deadline is the
10th of every month,

Sincerely,
La Vikinga and Roberto Reyes
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FESTIVAL

June 25, 1977

" Faco Sevdlla

The trip to Alhaurin de
la Torre had taken us about
four and a half hours --
first a train ride from
Arroyo de la Miel, a white-
washed pueblo on the Costa
del Sol, and then a long
wait for a bus in Malaga.
Alhaurin is a small pueblo,
about ten miles inland
from the city of Malaga,
and was to be the site of
the fourth "Torre del Cante"
or, "Festival de Cante Jondo.'" We had spent
the previous day finding out how to get to
Alhaurin (it seems that most people in Mila-
ga hadn't heard of the place, or else con-
fused it with another town, Alhaurin Grande)
and going there to buy our tickets. We had
found the town in the midst of a fiesta
with everybody out to watch a parade, and
had made our way to the ticket booth set up
in the town plaza. We bought the best
tickets, which cost about $7.50 and were
very formal with seat numbers designated
and the program included (the cheapest tick-
ets didn't cost much less at $4.50).

It was 11:00 p.m. when we arrived at the
Campo Municipal de Deportes (Municipal
Sports Field) and entered into a walled-in
area. The biggest surprise was the high
level of organization and the beauty of the
setting; the stage looked permanent with a
whitewashed back wall containing arched win-
dows and doorways, there were potted plants
all over the stage, and the lighting was
very well done. Along the sides of the seat-
ing area were arrayed a dozen huge speaker
cabinets, and folding chairs had been set up
in numbered rows to seat over two thousand
people, with standing room and a bar in the
back.

We found our excellent seats in the 20th
row and settled back to watch the arriving
crowd. Perhaps one third of the audience
were gypsies, dressed in their finest with
the women wearing multicolored dresses,
beautiful shawls, and flowers in their pony-
tails, and the men in fashionable, expensive

looking suits. Many people,
like us, carried large bags
of food and drink to see
them through the night. We
wondered how we enjoy listen-
ing to nothing but flamenco
singing for hour after hour,
especially since, the night
before we had witnessed a
flamenco singing contest in
Arroyo de la Miel that had
bored us to death within a
few minutes, with endless
malaguefias and fandangos,
barely audible over the noisy
;. crowd that was waiting for a
rock and roll band to begin.

However, tonight, when the
announcer, without much cere-
mony, presented the first \
performers, singer Agustin
NUfiez and the great guitarist,
Juan Carmona ''Habichuela,"
knew things would be different. The

crowd grew silent as Agustin, an old man,
began to sing '"por solea.'" Habichuela was
even better than I had expected, and Agustin
sang beautifully, eliciting wave after wave
of cheers and oles from the crowd. It
reminded me of a bullfight with each well
executed pass rewarded by an outburst from
the audience. Soleares was followed by
siguiriya and fandangos, Agustin totally
engrossed in his singing and Habichuela
nodding his head in appreciation, smiling
often and chuckling from time to time --
responses he was to make to no other singer
this evening (obviously, he too was surpris-
ed by the quality of performance by this
local, relatively unknown, singer). We
found ourselves in a trance that was to last
through the more than five hours of singing.
The second singer was the very famous
"El Chocolate" (Antonio N{hez) accompanied
by Paco Cepero who has been, in recent
years, the most sought after accompanist
for recording and has appeared on dozens of
records with most of today's top young sing-
ers. Chocolate, as his name implies, is a
thin, dark brown gypsy with a mouth full of
gold teeth. Cepero, on the other hand, does
not looklikeaflamenco at all, having blond
hair and fair skin. @Paco began to play
"por tarantos'" and the crowd roared its
approval; his playing is forceful with much
use of dimuendo and crescend, often fading
to a whisper before thundering back with a
lightening picado or powerful thumb passage,
and there are often, especially in bulerias,

we
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touches of humor -- a rare quality in guitar
playing.

I had moved up the aisle to a point very
near the stage, and when Chocolate began to
sing, I was almost immediately engulfed by
the intensity of his singing, evidenced in
the fierce contortion of his mouth and the
sweat pouring down his face. I found that
there is a considerable difference between
listening to records and being close to a
great cantaor. Chocolate is thought by
many to be one of the all time best singers
of the cante gitano. He sang on this night

-one of the finest tarantos that I have ever

heard. In the first letra (verse), he was
cheered after every line, each time louder
and longer; the man next to me kept
laughing and shaking his head in disbelief.
In one particular line, Chocolate drained
every possible bit of emotion and brought
the house down; that was perhaps the highest
point of an evening full of high points.

Following also well received soleares
and bulerias, we then heard Curro Malena
and Parilla de Jerez, both young national
prize winners from Jerez. Curro sang well,
but could not compare with Chocolate and
did not inspire the audience. Parilla,
looking more like a young executive than a
flamenco guitarist, lacked force and drive
in his playing and didn't especially help
the singers he accompanied on this evening -
I have heard him sound much better on
records where he is at his best ''por
bulerfas.”

Fosforito was accompanied by Habichuela
and, since he has lived in Alhaurin, he was
welcomed and applauded even though, except
for his opening 'cantifias,'" he was not im-
pressive; when he finished his ''peteneras,"
the applause was barely audible.

The first half of the program (it was
now after 2:00 a.m.) was closed by an
artist we had been anxiously awaiting --
Manuela Carrasco, the dancer that everybody
had been raving about. The stage was set
with a good-looking young guitarist, Joaquin

1810 HARBISON AVE., NATIONAL CITY, CA. 82030
(714) 475-4627

ERayna

DIRECYOR

Amador, the singer, Bocardn, Manuela's
father to do jaleo, and Manuela seated to
one side in a dark purple dress that had
only a few simple ruffles. While the gui-
tarist played his introduction to the solei
and the singer did his salida and a letra,
Manuela sat motionless with eyes closed.
Then suddenly she stood up. It is difficult
to describe her dancing. She is a gypsy
with frizzy black hair and pale skin, not
especially beautiful and a little heavy.
Much of her dancing is done while practical-
ly motionless, with head held high and eyes
closed. At times she uses very original
backbends, dipping way back, but from the
legs and hips, not by arching her back;

from that position she does many different
dips and turns that are often quite spectac-
ular. When she explodes into a flurry of
activity and heelwork, it is with violent
emotion -- and then, suddenly, she is still
again. The contrast creates a terrific
impact,

Her solea was long and, throughout, it was
impossible to see her feet due to the plants
and footlights, and very little of her heel-
work could be heard, yet every moment of
her dance held one mesmerized. This once
again reinforced my belief that heelwork in
flamenco dance is generally given more
importance than it deserves. Study an audi-
ence that is watching flamenco dancing and
see how seldom they look at the feet; their
eyes tend to be riveted on the face and
upper torso of the dancer, and that is
where most of the dancing should take place.
Heelwork should accent, add flavor, and be
used sparingly to display virtuousity at
carefully selected moments. Manuela
Carrasco's style of dancing, a very gypsy
style as contrasted with classical or
theatrical flamenco styles, is for me the
most emotionally moving and flamenco. I
was surprised to hear some people say that
on this occasion, she hadn't danced well at
all; if that was true, then her best must
be truly incredible.

José Menese opened the second half,
accompanied by Enrique Melchor, the son of
Melchor de Marchena. José and Enrique are
(or at least were) members of the newly
legalized communist party and distinguished
themselves from the others by appearing in
casual "working class" clothes; José wore
levi-type blue-jeans and shirt. Consequent-
ly there was much booing mixed in with the
cheers, José displayed much arrogance,
wandering around the stage talking to people
in the audience while the guitarist did his
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guitar. After studying guitar with Kyle Ickes
in Berkeley, he went to Spain, where he studied
with Eduardo de la Malena, Pedro Bacdn, and a
few other lesser-known guitarists in the Sevi-
lla area. While in Spain, he accompanied as
many singers as possible and spent a month
living in a cave in the Sacromonte.

During his second trip to Spain, Gary stu-
ied mainly with Miguel Garcia in Sevilla and
Raphael el Aguila in Jerez de la Frontera.

For several months he spent about four hours
daily accompanying dance classes in the stu-
dios of Matilde Coral, Rafael el Negro, and
Eloisa Albéniz -- an invaluable experience.
Again he played for as many singers as possi-
ble at various juergas. For several months

of his stay he shared an apartment with sever-
al people, one of whom was Pedro Bacan who

was doing his military service in Sevilla;
therefore, Gary had much opportunity to listemn
to Pedro play.

Back in the United States, Gary played
mainly in the San Francisco Bay area until
1976, when he moved to Bellingham, Washington,
to work with Teo Morca. They are currently
busy doing concerts throughout the country.

Gary says that, '"While greatly apprecia-
ting the advances in sheer musicality made by
. the solo-oriented concert guitarists of today
and being open to their influence to some ex-
tent..." he still prefers, "...the earthier
and more emotional style of playing of the
older artists such as Perico el del Lunar,
Diego del Gastor, Melchor de Marchena, Paco
Aguilera, and others."

bbb ddddddddddddd

Fosforito
"FOSFORITO EN LOS CANTES DE MALAG "

A record review which first appeared
in the Madrid paper, Informaciones.
It was written by Antonio Villarejo.

Antonio Fernandez Dfaz (Fosforito) is a
cantaor who, besides having wisdom, has
managed to elaborate a very personal style
which is independent of any other trend and
whose principle characteristic is, perhaps,
the search for formal perfection that has
had a substancial effect on the new gener-
ation of cantaores.

Since a few years ago, he has lived in
Alhaurin de la Torre (Malaga) and from
there has emerged this record of the cantes
of that area. After many years of making
encyclopedic records, this singer from
Puente Genil (near Granada) is one of the
most qualified, given his wide knowledge,
to realize this type of recording that

specializes by locality. This record
includes: rondenas, tangos del Piyayo,
malaguetias del Canario y la Trini, jabegotes
polo de Tobalo, jaberas, bandolas de Juan
Breva, fandangos abandolas de Vélez, and
verdiales naturales. He is accompanied
Juan Carmona (Habichuela) and his brother,
Pepe (Habichuela).

b ibddidd bbb dbdddidbd
New Flamenco Guitar Music

by Faco Sovilla

"PACO PENA - TOQUES FLAMENCOS' transcribed
by Diana Sainsbury and published by Musical
New Services Limited, 20 Denmark St., Lon-
don WC2H 8NE, 1976.

This book is promoted as a transcription
of Paco Peni's record album, '"Toques Fla-
mencos.'" Although I have not heard the
record, it is obvious that it was made to
be transcribed and accompany a book; don't
be mislead into thinking this is a book of
Paco's best solos from his popular albums,
"Paco Pefla - Fabulous Flamenco'' (London,
SPC 21135), "Flamenco Puro 'live'" (London,
SP 44172), and "The Art of the Flamenco
Guitar" (London, SPC 21083). From what I
have seen of the book, the music consists
of traditional falsetas thrown together
without a lot of creativity in composition
and little evidence of any original Paco
Pefla material. The eleven solos, of vary-
ing difficulty, are written in both music
and tablature and include the following:
farruca, alegrias, siguiriyas, soleares,
rumba, columbianas, tarantas & tarantos,
garrotin, sevillanas, and tientos. For the
beginner or intermediate guitarist who is
stranded without other means of learning,
this is an excellent book since the music
is extremely well written and a very care-
ful explanation of rasgueados and the sym-
bols used for them is included (one of the
clearest notations of rasgueado techniques
that I have seen).

The book and the record are available
from: The Bold Strummer, P.O. Box 4116,
Grand Central Station, New York 10017.

The record costs $8.00 and the book $9.00;
add $1.20 for the book (postage - handling)
or $1.70 for both book and record. New York
residents add 8% sales tax.

Thank you Jaleista, Bob Mallon of Yuma,
Arizona, for sending me excerpts from this
book.
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(Palmas - cont. from page one)

sordas (muffled palmas), performed with

cupped hands, producing a hollow sound, and
palmas secas (''dry'" palmas), performed by
clapping with the three fingers of your
right hand into the palm of your left, pro-
ducing a sharp dry sound.

rfalmas Secas

Palmas Sordas

II. Basic Rhythm

Of course it is important to clap in
rhythm. The best way to begin is to tap
your foot in a steady beat and coordinate
your clapping with your foot, with two
claps to each beat or foot tap:

cCcCcCcCCC etc., C = Clap
F F F F = Foot
Fundamental to flamenco is the concept
of compas, which basically means cyclic
rhythm, as expressed in the phrasing of the
music. There are many flamenco compas
structures, but they can be divided into
two main families: the 4/4 rhythms and the

3/4, 6/8 rhythms.

II1I. 4/4 Compas

4/4 compas means that the musical phras-
es are expressed in multiples of 4; if a
basic count is a quarter note, then a
phrase of music in 4/4 time is equal to 4
quarter notes (4 x 1/4 = 4/4). Practically
speaking, it means that you count in 4's,
tapping your foot on counts 1 and 3:

2 4 234 etc.,
F

123 1
F F F
The basic palmas to the rhythm are per-
formed by clapping on counts 2, 3, and 4,
while leaving the first count silent:
ccc ccc
2 4 2 34 etc.,

oW O

3w O

1 1
F F

Another way is to divide the phrase up
in the following way:

c C
2 411

c
& 3
F F

1 3
F F
Notice that the count of 2 has been
divided in half (into eighth notes) and
that the count of 3 is left silent.

IV. 3/4, 6/8 Compas (12 count families)

The 3/4, 6/8 compas structures are more
complex, but are also much more interesting.
Let's start with the 12 count families such
as soleares and alegrias.

These are in 3/4 time, which means that
each phrase is 3 quarter notes long (3 x 4=
3/4). However, the compas structure as a
whole is 12 counts long, with the foot tap-
ping on each count. Therefore, there are
4 measures, with a musical 'period" on the
first beat of the last measure:

/oy oo
cccec cccCcc cccccc

1&82&3{4&5&6}7 &8& 9&10 11 12

F F F| F F FIF F F F F F

Note that the first count of each
measure except the last is silent. 1In a
way, the first two measures could be called
"questions'' and the last two an "answer."

V. 3/4, 6/8 Compas (6 count families)

Probably the most important palmas in
flamenco are called 'dobles" or doubles
[ editors note: these doubles are not the
same mentioned in a previous JALEO article
(Feb. 1978) which were two claps between
beats while '""doubles" here refers to claps
in sets of two, on the beats ] , and are
pretty difficult, but really fun once you
can do them.

For these, we have to introduce the 6
count structure of flamenco (as in bulerias)
which begins on the count of 12 (or 6) and
ends on 5 (someday you'll see why). Your
foot taps on the even beats (12, 2, and 4)
in 3/4 time, while you clap on counts 1 & 2
and 3 & 4. Here the silences emphasize
6/8 rhythm, while your foot taps in 3/4, so
the sequence is polyrhythmic.

i 1 T 171 Ty T

cC CC CC cCC ccC
1212345612345 6123 etc.,

F F. F F F F F F

[ OIS TR WU [ SN [ POUHINE S WS T SN Y VI B S |
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This really takes coordination, but you
will really be a flamenco if you can do it.
There are many other variations and lots of
other things to know (like when to come in
and what the music sounds like), but that
only comes with listening, participation,
and exposure to the art -- but that's the
fun of it! Anda flamenco: Vamo' ya.

Chuck Keyser is director of the Academy
of Flamenco Guitar which was founded in
1971. A graduate of the University of
California with a double major in mathema-
tics and philosophy, he has devoted his
life to the art of flamenco. He studied
intensively under Diego del Gastor and
Agustin de Mordm, the legendary masters of
traditional flamenco in Mordn de la Fron-
tera. As an accompanist, he was first
guitarist of the Ballet Iberia, touring
nightclubs throughout Spain, and as a con-
cert flamenco guitarist, he has played in
restaurants and nightclubs in the United
States. He has taught highly successful
classes in flamenco appreciation and fla-
menco guitar for the University of Califor-
nia Extension and the Adult Education pro-
gram in Santa Barbara, California. He has
also written articles for Guitar Player
magazine and the Guitar Review.

—,TTNGT———
Alegrias

ron Roberlo Reyes

Editor's comments: The following ''tradition-
al" alegrias falsetas are by Mario Escudero.
Roberto points out that the first mnote in
a triplet or quadruplet will be accented more
than the other notes (which fall between

the beats). It is perhaps even more impor-
tant to realize that the following falsetas
can be accented several different ways,
depending on the compas desired, or being
used by a dancer. If a twelve beat compas
is being used by the dancer, then beats 3,
6, 8, and 10 will be accented, If the
dancer is doing escovilla in 6's, then the
accents will fall on beats 2, 4, 6, 8, 10,
and 12 or, beats 3, 6, 9, and 12. The gui-
tarist should always be aware of what the
dancer is doing. As another example, a
falseta played in triplets (all of the fol-
lowing except the last line) will not sound
too well with heelwork being done in

doublets (2's) and vice versa.

Roberto adds the following: "When a
falseta is written in cifra, it's essential
that it be accompanied by a tape., Anyone
interested in any falsetas that I contri-
bute to JALEO, mail me a cassette tape and
a self-addressed stamped envelope; I will
be very happy to record it for you. Would

other contributors consider the same pro-
posal?"
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WELCOME TO JALEISTAS - NEW MEMBERS

Roberto Cartagena (N.Y), Irving Schwartz(N.Y
Gene St. Louis (N.Y.), Patricia Martinez,
(Md.), Bruce Stock (Seattle, Wa.), Susan
Cole (Studio City, Ca.), Lola Montez (Los
Angeles), Maria Trivoli (Long Beach, Ca.),
Thomas Kaiser (Cardiff, Ca.), and from San
Diego; Maria, Julio, Jackie & Reyes Barrios
Gene & Pilar Coates, Rose Czartorski, Chris
Chrisie Daley, Gerry Day, Vincent & Regla
Day, Carlos & Nelqui Garrocq, Wick Hauser,
Charles Hockman, Bordon Hughes, Stephanie
Levin, John Lyon, the Mallard Family, Mau-
rice Rechou, Ricardo Rico, and Donald Wright




— W —. M. TR TR

JALEO - MAY 1978

PAGE 13

Music & Dances of Spain
A CONCERT REVIEW b
Y Jess Nielo

On March 3, 1978, a friend and I drove
to Mexicali, Mexico, to see '"Misica y
Danzas de Espafia,'" a program of classical
Spanish dance and flamenco, under the direc-
tion of José Luis Esparza. We were especi-
ally eager to see it because several Jaleis-
tas would be performing, and we wished to

both enjoy their art and lend them some
support. The performance was part of a

tour of the border cities of Ensenada,
Tijuana, Mexicali, and San Luis Colorado.

Arriving at Mexicali's beautiful new
auditorium, the Teatro del Estado, we bought
front row tickets and headed for the lobby
to await the completion of the first perfor-
mance, In usual concert fashion, things
were running late -- about 30 or 40 minutes
past the scheduled starting time of 9:00p.m.
We remarked to eachother that we'd never
been to (or heard of) a concert that started
on time.

The two opening works by Albéniz, ''Cdrdo-
ba'" and '"Leyenda,'" featured impressive
choreography and attractive costumes. The
"Suite Andaluza' opened with guitars play-
ing an introduction "por verdiales' and
then '"Malaguefias Populares' danced by bail-
arina, Marlene Cloward. She was surprising-
ly good and really impressed us with her
dancing and her facial expression which lent
a lot of emotion and interest to her perfor-
mance. The final selection in the '"'Suite"
was "Fandangos de Huelva," our first full
taste of what we came for -- live flamenco.
Mercedes Molina's singing, Paco Sevilla and
Juan Molina's beautifully interwoven guitar
work, and the energetic and lively dancing
of Rosala, Diana, Laura Crawford, Kevin
Linker, Guillermo Martinez, and Jorge "El
Callao, combined in a rich and colorful
fusion of elements to delight the senses.

The following number was '"Fandango"
from the zarzuela, '"Dona Francisquita' by
Vives, and was danced by the ever-stirring
Juana de Alva,

"As a guitarist and fan of our own Paco
Sevilla, I must say that the next piece was
the highlight of the evening for me. For
his solo, Paco chose '"Cuerdas con Alma,"

a granainas, and his guitar strings truly
assumed a life and soul of their own.

From the captivating beginning to the impos-
sibly fast ending, Paco played with a

fluidity and ease that I found semi-
astounding; the end result was an intense
emotional experience not easily forgotten.

The remaining selections in the first
half of the program included '"Goyescas' by
Granados, a masterful ''Zapateado' danced by
Jose Luis Esparza, and a stirring rendition
of the popular "Las Bodas de Luis Alonso,"
danced by Jose Luis and the entire company.

The second act opened with '"Vida Breve"
from the opera by Manuel de Falla, which
was delightfully interpreted by José Luis
and Juana de Alva; the appreciative audience
was charmed by the light and delicate
subtlety of their movements. After a very
nice change of pace capably provided by
Laura Crawford in Moskowsky's ''Danza Espafio-
la Nn. 1," the evening's entertainment
moved into high gear with the ''Taberna Fla-
menca,'" a tablao-like series of flamenco
pieces. Juan Molina initiated this mini-
juerga with a very nice guitar solo combin-
ing tarantas and tarantos; its Moorish
sound provided a welcomed addition to the
musical menu. Rosala then proceeded to
demonstrate her version of the soleares in
another of the evening's high points. Her
heelwork was very sharp and she did some
intricate steps I'd not seen before.

After several more dances, including a
guajiras by Marlene, siguiriya by Juana de
Alva, sevillanas, and alegrias by José Luis,
Mercedes Molina concluded the "Taberna"
with her solo, "El Cante de Mercedes,'" a
bulerias which she sang and danced. She
fully exhibited her talents which have added
so much to our juergas, prompting me to
reflect on just how much a cantaora (or can-
taor) contributes to live flamenco perfor-
mance., :

The final selection of the night was
"Viva Zaragoza," an extremely lively and
gay jota which proved to be a most suitable
conclusion. I was very surprised at how
much I enjoyed it, as I am more of a flamen-
co buff than a folk-dance enthusiast. The
costumes were appealing and the lightness
and high energy exhibited were contagious
so that the evening ended on a high note.

Although there were some technical dif-
ficulties with the lighting and sound equip-
ment throughout the performance, this in no
way affected the quality of the entertain-
ment and, in fact, provided the performers
with an opportunity to demonstrate their
professionalism,
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José Molina
THE CRITICS TAKE A LOOK

Jose Molina was born in Madrid and began
his dance studies there. In the mid 1950's
he came to the United States and joined
Jose Greco's company. After five years
with Jose Greco, he formed his own company
and began his annual tours.

The following reviews are by New York
critics and cover Jose Molina performances
at the Bijou Theater in December and at
Carnegie Hall in April. We are reprinting
them together here, not only because they
present different views of one of the most
active touring companies, but also because
they reveal what the critics are saying
about Spanish dance and, along with recent
articles in Dance Magazine, give a rough
picture of where Spanish dance stands today.

* kS *

"JOSE MOLINA AND SPANISH DANCERS"
by Jennifer Dunning

(Originally appeared in the New York Times,
April 3, 1978)

Spanish-dance buffs -- and they were out
in exuberant force to see the Jose Molina
Bailes Espafioles at Carnegie Hall on Satur-
day -- don't often get to see that art form
these days. What is left of it in New York
is on the concert stage, far removed from
the open squares and cafes where Spanish
regional and flamenco dance flourished for
so long.

The New York restaurants that once pro-
vided a showcase for smaller Spanish dance
groups are gone now, and the large companies
that toured the United States through the
1960's have for the most part disbanded.
Spanish dance has fallen on hard times,
here and in its home country, and so Mr.
Molina's appearance at the close of his
annual North American tour, was especially
welcome.

both
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That he has survived is partly a matter
of assiduous television talk-show appear-
ances in this country. It is also because
of dancers like Luis Montero, a quietly out-
standing featured member of the group. Bel-
tran Espinosa and Jesus de Araceli, the
company's guitarists, are more than accom-
panists, as musicians playing for Spanish
dance must be. And in Simbén Serrano the
company has a flamenco singer who is both
appealingly avuncular and earthy.

It was that quality of earthiness that
one missed in Saturday's program. An ar-
resting dancer, Mr. Molina at times performs
with some of the outrageous panache of
Rudolf Nureyev., But he, like his company,
has a sleekness that robs the dance of some
of its intensity.

The dancers' footbeats are exciting:

The building and diminishing of Mr. Molina's
beats in the "Farruca' and '"Cuadro Flamenco"
were astonishingly precise, and in "Zapa-
teado," Mr. Montero, Azucena Vega, Roberto
Lorca and Beni Pizarro conducted a con-
versation with their feet, ending in a soft
hum of tapping that seemed inhumanly pro-
duced, so steady and persistent was it.

Isabel Arenas and Jose Bejar completed
the company's dance roster and the delicate
playing of the pianist, Silvio Masciarelli,
provided a cool relief in the midst of that
storm of heel-beats and rattling castanets.

* % *

'""SPANISH DANCE WITH THE SPICE TAPPED OUT"

by Clive Barnes
(Originally appeared in the New York Post,
December 28, 1977)

Someone once described Spanish dancing as
tap-dancing set to groans, scowls and grins,
while someone else suggested that it was
family-style stamping. It isn't of course,
but both comments pinpoint our current mis-
understanding of Spanish dance and, perhaps
as a result of that, the low estate to which
it has fallen in our city.

Not so long ago —-- say, 20 years —-- New
York had a finer variety and higher quality
of Spanish dance than any city, with the
possible exception of Paris, outside of Bar-
celona and Madrid. Disregarding the old
legendary days of Argentina, Escudero and
later, Argentinita, within the past couple
of decades or so we have played host to
Argentinitas sister, Pilar Ldpez, with her
sumptuously stylish male dancers; the little
Mexican, Luisillo; Antonio; and most recently,
last time about five years ago Antonio Gades.



JALEQ - MAY 1978

PAGE 15

Now we are reduced to smaller, somewhat
less distinguished groups, such as that of
the Madrid-born Jose Molina. He once
danced with the Jose Greco company and then,
15 years ago broke off to form his own
concert group based in the U.S. but under-
taking international tours. Yesterday
afternoon it officially opened a special
holiday series at the Bijou Theater.

Spanish dance was the first folk dance
form to be theatricalized -- originally in
a manner deprived from flamenco cafes (the
most famous survivor, still I trust survi-
ving, is Cafe Zambra in Barcelona) where it
developed into a form of cabaret dance.
Eventually this worked up into the far more
elaborate full-scale theatrical version,
with ornate scenery, large companies and
thrumming orchestras. 1In this conception
even complete narrative ballets were given.

The importance of this was the way in
which it encouraged troupes to diversify
their repertories, calling upon the gor-
geously happy diversity of Spanish dance
forms, both folk and classical.

When you think of the grandee grandeur
of yester-year, it is sad to see the José
Molina Bailes Espanoles where Spanish dance
is reduced to little more than a glorified
cabaret. Only eight dancers on a stage
that, even so, is too small for them, accom-
panied by a piano, a couple of decent flamen-
co guitarists (notably their soloist Beltran
Espinosa) and a flamenco singer, Simén
Serrano, who is okay but hardly talks to the
heart. When you don't think of yesteryear,
it is not a bad show with a lot of hard-
working dancers being appreciatively hard-
working.

Molina has based his program on those
rather grander versions of gypsy camp offer-
ed by Jose Greco in his heyday. There are
few production numbers and most of the dan-
cing on view tends toward the flamenco style.
The choreography —— here it seems to be
principally his second male dancer, Luis
Montero and Molina himself -- is unimagina-
tive, yet in its Spanish showbiz way, exci-
ting.

There was not enough variety
the Jota at the end of the first
neatly choreographed), a slight, familiar
Castillian flirting skirt-dance, and a few
dramatically inclined flamenco solos barely
touchedthe crust of Spanish or, as it were,
Spanish-speaking dance. For in Spanish
theater dance the New World has also added
an accent to the 0ld, here ignored.

in styles——
act (rather

beautifully comprehensible.

There was also a lack of what the Span-
iards call duende, a lack of that personal;

sense of matador-tragedy that is the essence
of Spanish dance at its noblest and most
ennobling.

Molina, himself, is slender, like a
Toledo blade, arrogant and, when necessary,
with a Murillo-urchin charm. He has a love-
ly arched line. His stamps are not quite
sharply enough defined, and his finger snaps
and hand~claps (which should be like pistol
shots in mountain air) are not dry enough.
Yet he, well enough shows what Spanish dance
is about.

Montero is also a pretty good dancer,
technically strong, outgoing, yet with
hands that eccasionally look more effeminate
than flamboyant. In some ways, the dancer
who impressed me most was the female lead
Antonia Martinez. From her first entrance
surrounded by that classic, stiff, white
froth of a skirt, she seemed handsome and
elegant. Here again, one missed something
in passion. But it was an afternoon.

Spanish dancing -- that noisiest form
of theater on earth apart from three-ring
circuses and laser-beam concerts. I love it
and, as for Molina, you may have seen better,
but believe me I have seen much much worse.

* % %
"A WEEK OF MOLINA"

by Don McDonagh
(Appeared in the New York Times, Dec.28,1977

The curious fluctuations of public taste
that raise and topple performing empires
have made Spanish dance a sometime thing on
Broadway. The process is quite mysterious
but quite dictatorial, which is why a crisp
ensemble such as Jose Molina Bailes Espanol-
es as very welcome when it does make an ap-
pearance...

The core figure of the group is Mr. Mol-
ina, whose reputation is securely based on
the sharpness and clarity of his attack. He

~is not the brooding, smoldering figure of

passion, but rather the sparkling, lithe per-
sonality who animates the stage with his col-
orful energy. The quality makes him an ef-
fective leader in a jota, or in a stylishly
shaped fandango, such as his "Taranto."

...His partner, Antonia Mart{mez, joined
him for "La Noche"...Miss Martinez's fine
edge lent tension to their encounter, and
the "conversation: of their castanets was
A slight jar-
ring note was the passionate kiss with which
the duet ended; it broke the convention of
sensuous proximity without overt contact.

The closing half of the program was the
customary '"Cuadro Flamenco'...Luis Montero's
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"Alegrias" was the finest solo he had all ev-

ening, and it brought a welcome emotion to
his normally well-shaped dances, which fre-
quently appear a bit too reserved.

Azucena Vega's "Garrotin'" was wickedly
funny--she used a simple, black, stiff-
brimmed hat as her foil.

...Roberto Lorca and Jose Bejar gave a
competitive "Soleares," and Beni Pizarro,
with Isabel Arenas, were the bubbling duo in
the "Tanguillo." Miss Martinez and Mr. Mol-
ina completed the variations and led the
finale...

The repertory is decently balanced and
beautifully costumed, though at times one
wished Mr. Molina might try some more adven-
turous material for the group works. The
overall effect, though, is colorful and en-
gaging and makes one wonder when the wheel
of popular taste will rediscover it.

FLAMENCO

(]

TALK

FLAMENCO

HAPPENINGS

ACTUACION (la) - a performance by an indivi-
dual or group.
BAUTIZO (el) - baptism; in flamenco circles,

an occasion for much singing and dancing.

BODA (la) - wedding; occasion for much fla-
menco.

CAFE CANTANTE (el) - cafes where flamenco
singing was presented in the late 1800s
and early 1900s; now extinct.

COLMAQO (el) - a bar restaurant where flamen-
cos can be found looking for work; the
name is now often applied to bars where
informal flamenco is performed,

CONCIERTO (el) - comncert.

CONCURSO (el) - contest; flamenco contests
are held annually in many cities of
southern Spain.

CUADRO (el) - a complete flamenco group con-
sisting of singers, dancers, guitarists,
and jaleadores.

FERIA (la) - fair; fairs are held on many
occasions, some of the biggest being the
spring fairs in cities like Sevilla.

FESTIVAL (el) - a special form of flamenco
concert in which a number of flamenco
singers are presented, each singing se-
veral songs.

FIESTA (la) - holiday; there are many days
of fiesta in Spain, both religious and
non-religious; may also be used to mean
a "party."

JUERGA (la) - a flamenco gathering; may be a
spontaneous gathering or an occasion for
which flamencos are hired.

MESON (el) - a bar-restaurant where people
can gather to sing and dance such things
as sevillanas, fandangos, and rumbas;
occasionally the site of more serious
flamenco.

PENA (la) - a club made up of aficionados of
the cante.

ROMERTA (la) - religious pilgrimage; occa-
sion for much merrymaking and sometimes
flamenco.

SALA DE FIESTAS (la) - a room where enter-
tainment such as flamenco is presented;
a tablao.

SEMANA SANTA (la) - holy week; the week be-
fore Easter; in Andalusia, the time for
singing saetas.

TABLAO (el) - a nightclub that presents a
complete cuadro as entertainment.

VENTA (la) - country inn; a bar along a high-
way where flamencos can sometimes be
found and hired for juergas.

—e TS

APRIL JUERGA
éy fua/na de.odlva

MARATHON NIGHT

In Sevilla, an all night juerga would be
nothing out of the ordinary. But for Jal-
eistas, this month's juerga set a record.
People were late in arriving and we began
to think that we had frightened everybody
off with all the new rules. However, by
10:30, we were one hundred and thirty
strong and had received many favorable com-
ments about the new entrance procedure.

We have not yet reached the magic formu-
la as far as food is concerned (see article,
"Juerga Business'); the menu consisted
mainly of greens and beans (a true gypsy
diet)., There were also some delectable
desserts, including two beautiful birthday
cakes in honor of '"your's truly'" (one com-
plete with flamenco dancer in bata de cola)
Thank you all for your good wishes!

Drinks ran out before the drinkers, so

we passed the booze kitty around asking
those who had come without some sort of
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MORCA -FLAMENCO IN CONCERT. Teodoro and Is-
abel Morca, with guitarist Gary Hayes, will
be presenting a concert of flamenco and such
classical works as Vivaldi's Guitar Concier-
to and the Fandango of Soler. La Mirada Civ-
ic Theater, La Mirada, on May 19th at 8:00pm

MASTER GUITAR CLASS in bulerias, taught by
Paco Sevilla. The 3+ hour class will cost
$15 and take place on Fri. May 19th at

7:00 p.m. at 1628 (rear) Fern St. in San
Diego. For further info, call: 714-282-2837

san juan capistrano.. .

KENNETH SANDERS PLAYS SOLO GUITAR (classical,
flamenco, modern), Sundays, 11:30 a.m.- 3:00
p.m. and Mondays, 6:00-9:00 p.m. at E1 Adobe
de Capistrano restaurant, 31891 Camino Capis-
trano. Phone for reservations,(714)493-1163
and 830-8620.

B e |

INSTRUCTION: (Area 714)

san diego. ..

DANCE Juana De Alva 442-5362
DANCE Juanita Franco 465-8673
DANCE Marfa Teresa Gémez  453-5301
DANCE Rayna 475-3425
DANCE Julia Romera 279-7746
DANCE Rosala 282-2837
GUITAR Joe Kinney 274-7386
GUITAR Paco Sevilla 282-2837
etc...

FLAMENCO LOS MOLINA with cantaora, Mercedes
Molina, dancers,Carine Fabrega, Juanito Mar-
tinez, and Rosala, and guitarists Juan Molina
and David, will be in San Diego for a perfor-
mance at Montgomery Jr. High School on Ul-

THE ART OF FLAMENCO, by Donn Pohren, 3rd re-
vised edition, is available at the Blue Gui-
tar (see ad). Also Pohren's book on wines
and foods of Spain and a complete line of
guitar supplies. Flamenco guitar lessons by
Paco Sevilla.

rich St. on May 4th at 8:00; admission free.

GUITARISTS AND STUDENTS are welcomed to ac-

RAYNA'S SPANISH BALIET in Old Town. With

company dance classes. Call Juana at 442-5362.

dancers: Rayna, Rosala, Luana Morena, Debbie
Valerio, Theresa Johnson, Scott and Jennifer
Goad and Rochelle Sturgess; Guitarists are
Yuris Zeltins and Paco Sevilla. Sundays,
11:30 - 3:30 p.m. at Bazaar del Mundo.

DAVID CHENEY, flamenco guitarist, plays on
Thursdays at the Swan Song Restaurant in
Mission Beach. On Friday,. Saturday, and Sun-
day, he plays form 7-10:00p.m. at Rudy Gar-
cia's Spanish Landing in Pacific Beach.

GUITAR MUSIC AVAILABLE. Music of many top
artists, both modern and old-style, trans-
cribed by Peter Baime. Write: Peter Baime,
1030 W. River Park Lane, Milwaukee, Wisc.
53209.

BACK ISSUES OF JALEO are available for 50¢.
Send requests to the JALEISTAS address.

JUERGA SITES NEEDED.
at 442-5362,

Contact Juana De Alva

JHLS

Box 4706 San Diego, CA 92104

Place
Stamp
Here

RETURN POSTAGE
GUARANTEED



