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PUNTO DE VISTA

THOUGHTS ON LEARNING AND TEACHING THE DANCE

by Martha Sid-Ahmed

Whenever an issue of Jaleo arrives at our
house, anyone who happens to be around knows
that, unless they suddenly begin losing quan-
tities of blood, they are going to have to
fend for themselves for a while. Much of the
fulfillment and satisfaction that I get from
feeding on Jaleo is due in large part to the
wonderful and generous contributions of Carol
Whitney.
you are appreciated. I walked right into your
coverage of the Anzonini happening. I was

sitting next to you sharing in his first per-

formance (an inadequate term, I know), I was
at the table with everyone later in the res-
taurant. I laughed and I cried and I felt.
And for all your professions of ignorance
concerning the baile, I thought your analysis
of the dancer, Eloisa Vasquez, was one of the
most lucid I've ever read. In an earlier
issue I like-wise enjoyed reading your impres-
sions of the Morcas, artists I greatly look
forward to meeting someday. Reading Teo, I
find myself constantly nodding and muttering
affirmation.

I dance, and I certainly empathize with
your trepidations concerning the baile. The
baile is by far the most circuitous route to
the core of flamenco, with too darn many dis-
tractions (castanets, costumes - all the trap-
pings that accompany our end of the art - my
gosh! trappings certainly is the definitive
term here - along the way. So many of us are
tied into our bodies to tune in our minds,
often a result of too much previous ballet
training; the ideal approach would be to start
both flamenco and ballet at the same time.
There is much to be said for discipline, but
as La Meri says in Spanish Dancing, technique
"must be remembered by the muscles but forgot:-
ten by the mind." Caballero Bonald echoes
that theory in Andalusian Dances: ''when you
learn a dance you must also know how to for-
get it; but the sediment must remain in the
muscles themselves; they have learned the les-
son in their silence."

A few years ago, some friends encouraged
me to start teaching. I was uncertain, feel-
ing I was not that knowledgeable at that point
to take on the considerable responsibility of
training other people's bodies. But as I
began to look around me, I realized that
others with far less experience than I were
teaching, and although this is hardly a good

Carol, I wonder if you know how much

criterion for someone else to teach, I went
with it. The first year I taught pretty much
the way I had been taught. But there was a
problem. The exercises and techniques that I
was using didn't jibe with the way I was
dancing. Also, I felt a bit under pressure
teaching in a school of Russian ballet, and I
was mostly relying on classical techniques,
castanets, and a lot of militaristic arm work,

It was scary. I had to change, but I
didn't know how. At that time I was pretty
much on my own, with no one I could go to for
advice and no flamenco for miles. I thought
back to my classes with Luisa Maravilla, and
how she had completely turned me around as a
dancer. She gave me space, room to breath,
time to think and feel in a dance. I think
when we are studying, no matter what the sub-
ject, we are always in search of a teacher in
whom we are able to see our own reflections,
not a bodily reflection as it is a physical
impossibility to be or dance like another
person, but rather a reflection of the spirit
which sets a spark burning in us, suddenly
making us aware of our own power and poten-
tial as an artist. This is the effect Luisa
had on me. I have had other teachers, and
good ones, too, who may have given me more
complicated steps and who may have had a more
complete repertoire, but Luisa was the only
one who taught me through attitude. To this
day, I would rather watch her than any other
dancer. I always enjoy other dancers, and
admire them, but I never quite feel that
immense satisfaction of being completely
filled. )

I was sure of my goal now, but how to
approach it? It took me forever to realize
that everything I needed was right there in
the dances, so I began to pull them apart,
making lists of all the details I could think
of that needed emphasis and extra work. The
key to my newly evolving system, my Rosetta
stone as it were, was a simple figure which I
excitedly discovered was fundamental to al-
most every dance. I started students with a
rumba instead of the traditional sevillanas.
It's easy and fun and no one felt defeated.
With my most recent children's class I got
into the habit of saving the last 5 or 10
minutes of class for palmas. We made clocks
for teaching compds, but after the first few
weeks they weren't using them anymore, and
soom they could clap contratiempo among them-
selves, accompanying my dancing and watching
for llamadas. When I actually started them
on the baile for solea, they were all pre-
pared and had relatively few hang-ups regard-
ing compds. Kids are great - they're so
flexible and bright!
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Through all of this I realized that I was
growing and developing too. Teaching sharpens
us in a way that nothing else can. It makes
us examine and analyze ourselves, both physi-
cally and motivationally (is that a word? - I
need it and I'm not going to check!), in an
effort to responsibly transfer this knowledge
to another person, and it is wondrous and
exciting what we can learn. Powers of obser-
vation are heightened - I remember becoming
aware of how different everyone's hands are
and noticing how each person begins to shine
in a special and individual way. And what a
wealth of information I was getting from my
students! I recall that I had started work
on a tangos and was struggling to convey,
talking through a few steps, the difference
in aire from the solea we had just finished,
when Mary really set me on course by comment-
ing that my shoulders looked lighter. And
more and more they were contributing steps -
at first, mistakes to them, but improvisation
to me (after, of course, checking for compas).

I also was beginning to find that I could
choreograph, that I was capable of creating
in a flamenco way. Of course, I always knew
that I wasn't creating anything new - I have
always assumed that somewhere along the line
someone else, indeed probably many someone
elses, has done these same steps. But it was
exciting for me to £ind that I could think of
them on my own. However, these steps feel-
ing so personal, it was hard for me to let
go of them in the beginning - that old posses-
siveness that grabs hold when we have to
give away pieces of ourselves. But it gra-
dually dawned on me that it's like pruning a
plant. If a plant is allowed to grow un-
attended and hold all its fruit, it will
weaken and eventually not produce any more
and dies. But if a plant is pruned and
periodically cut back, its roots grow deeper
and stronger, and it will produce more and
more. The more I was forced to part with,
the greater the incentive to create.

I was interested to read how you slow down
a record or tape in order to fully absorb
every detail of the cante. I have always
found myself isolated, geographically speak-
ing, from the mainstream of flamenco, often
without even a guitarist. Therefore, I fre-
quently have had to settle for performing or
teaching with records, and I have found that
with the right approach it is possible to
transform an agreeably inferior situation
into a valuable learning experience. I first
discovered this when I was working out cho-
reography to a romera of Carmen Amaya (the
"Furia" album). In an effort to syncronize
more smoothly with her footwork, it occured

to me to slow the speed to 16 rpm so I could
analyze it better. I couldn't believe what
I was hearing! Each floor contact was so
clean and clear that I could tell just what
part of her foot was responsible for each
sound. I was also picking up subtleties of
rhythm that had not been apparent when played
up to tempo. What a terrific lesson I had
that morning, almost as good as if she had
been there in person! Better, in a way (if
that's conceivable!), because I had to work
it out myself, and though the ultimate sound
of the footwork was the same, the floor
patterns were my own (I think).

Through all this I was developing a grow-
ing awareness of the dimensions of flamenco
in all its aspects - the breadth and depth
and weight of each beat or note. The first
attack on a step, that initial muscular con-
traction made in preparation, is quick (like
a sharp inhalation of breath), but the des-
cent into the actual step feels retarded -
almost as though you can see the step on the
floor waiting for you to slip into it. This
particular type of precision and tension of
the legs and feet is balanced above by a
different sort of tension in the arms, more
isometric in nature, where you are aware of
moving through the heavy spaces surrounding
your body. The body alternates levels of
tautness (the length of spine, back, chest,
upper arms, hands, thighs) with levels of
ease (lower arms, fingers, hips, shoulders) -
even the skin on the face feels as though it
fits tighter. 1 feel that this awareness of
gravity and highly sensitized alertness plays
a very essential part in opening us to the
experience of duende. One is conscious of
great reserves of power through the whole
upper torso, which is like a giant muscular
hanger from which the rest of the body is
suspended - one feels long and lean, the
waist is invisible. Omne can feel all that
energy coursing and pulsating under the skin,
pressing to get out, but being released only
in small, carefully measured, highly concen-
trated doses. The end result is a feeling of
total and timeless immersion in the moment -
we're in it for its complete duration, tena-
cious to the very end. 1It's a feeling for
where we are rather than whére we're going.

Faces come to mind at this point, again
provoked by your description of Eloisa. 1
recall attending a performance by a thorough-
ly trained and professional bailaora whose
face was so busy that I was worn out trying
to keep up with her repertoire of expressions.
I recall another concert which featured a
lovely dancer who was the embodiment of pre-
cision and control and whose face was cool



PAGE 8

JALEO - DECEMBER 1979

and composed. I remember thinking, this has
been an enjoyable evening and I've learned a
few things, but I'm not going to leave the
theatre transported. Then suddenly, as she
was winding up a fandango de Huelva, this
delightfully startled expression flashed
across her face. There it is, I said to my-
self, it's being able to take ourselves by
surprise, it's constantly catching ourselves
off guard. It made my whole evening. 1I'll
take an Elofsa Vasquez any time.

I was flabbergasted to learn later that
facial expressions are actually part of some
people's technique, something to be studied
and developed through exercise. There is
even that unwieldy term - fruncimientos de
entrecejas, for heaven's sake. (Try working
that one into a crossword puzzle, Paco!).

The face is the most personal part of our
bodies and should be developed not through
conscious manipulation of its muscles but
through the mind. We should work from the
inside out, and aside from striving for pro-
per form in the baile, we need to learn as
much as we can about the nuances of the cante
and toque, as well as reading up on Spanish
history, art, literature, etc. Gradually all
this knowledge will leave a distinct imprint
on our personalities which becomes outwardly
mirrored in our faces in a very honest and
uniquely expressive manner. I remember read-
ing a piece in The New Yorker a few years ago
- I think it was by Alistair Reid, ''Notes
from a Spanish village'" or something - and
the familiarity I felt when he described how
he feels his personality change when he is
speaking Spanish - something about the way
the sounds feel coming off his tongue trans-
forms him into a more dramatic and outgoing
person. And he likes it.

I wanted to talk about my dance experience
first so that you would have an idea where
I'm coming from, as the expression goes. All
that time I had loved the cante. I have met
dancers and guitarists who found it alien and
grating in the beginning, but I have always
been drawn to primitive music and weird
rhythms (the weirder, the better.!) whether it
be flamenco, or Aboriginal, or Bulgarian.

But it wasn't until a couple of years ago
that my interest in the cante became active.
My first attempt, much earlier and like yours,
had been with peteneras. Now I was feeling
an emptiness in the baile which cried out for
a song, so I started messing around with some
of the easier coplas of tangos and bulerias.

About this time something very interesting
and illuminating took place. Through Donn
Pohren, I came in contact with Tom Shepherd,
a guitarist from Columbus, Ohio. Tom is a
good guitarist, had all of the basics of fla-

menco down, but had never worked with a
dancer, so we began meeting together for work
sessions. I had been going over llamadas and
desplantes with him, and we had begun work on
an alegrias, but something wasn't feeling
right. Tom's compds was good, everything he
was doing was technically correct, but there
was something about the chording that bothered
me. I couldn't tell what chords I needed -
although I can read music, I'm really ignorant
musically. So I began humming and singing so
he could hear what was in my head, and I
suddenly realized that what I was hearing in
my head was the cante, and that it was accom-
paniment for the cante that I needed to hear!
Teo is right on target when he emphasizes the
need for dancers to listen to the cante, to
respond to the cante, to dance with the cante
in mind. Only in this way can we develop the
sensitivity that draws us into flamenco's
vortex. Between serenading Tom and dashing
to the piano when I found I couldn't hum a
triad, everything began falling into place.

I am now fully aware of our enormous depen-
dency on the cante. What I am trying to tell
you, Carol, in this interminably round-about
way, is how extremely helpful and supportive
and encouraging your various articles have
been. I am hoping that you will go more into
the techniques of the cante, such as breath-
ing. I would like to know what happens when
the voice breaks too, not that I have any
intention of trying to reproduce it. I cer-
tainly have no delusions of being a cantaora,
on any level, but I love to sing for the
tremendous kick it gives me and for the know-
ledge to be gained from trying. It has
sharpened my ear more to what is happening
with the guitar, too. At this point, if I
had to make a choice, I think I would prefer
an evening of cante to an evening of watching
dance. I am very comfortable thinking of
myself now not so much as "a flamenco dancer"
but as someone who loves flamenco and happens
to dance.
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Los Palacios: éxito del

1
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LOS PALACGIOS

Hoy martes, 24 de julio de 1979.
A las once de la noche

Organizado por la Terlulia
Flamenca
«EL POZO DE LAS PENAS»

con la colaboracién del Ministe-
rio de Cultura

GRAN FESTIVAL
DE LA MISTELA

Dedicado a la memoria del

“NINO DE LAS CASTARAS"

Presentado por:

JOSE SOLLO, PACO HERRERA,
EMILIO JIMENEZ y MANUEL
CURAO -

Actuaran:

PRIMERA PARTE

Los ganadores del concurso de
la Venencia Flamenca y

NINO DE PURA, JOSE SANCHEZ
«ITOLY», PEPE PEREJIL, CURRO
MALENA y FOSFORITO

SEGUNDA PARTE

JOSE JOAQUIN Y SU CUADRO

FLAMENCO, LUIS DE CORDORA,

MANOLO MAIRENA, JUANITO
VILLAR y LEBRIJANO

Guitarristas:

MANOLO DOMINGUEZ,
JOSE CALA «EL POETA», PEDRO
BACAN y MANOLITO CARMOCHA

SENSACIONAL FiN DE FIESTA

Cartel confeccionado por orden
de actuacion

Lugar: Patio del lagar de D. Josg
' {Carretera de Sevilla)

FINO

SAN PATRICIO

GARVEY-JEREZ

; Festival de la
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Mistela

(from: Correo de Andalucfa, July 28, 1979;
sent by Roberto Reyes and La Vikinga; trans-
lated by Paco Sevilla)

by Manuel Cura

On Tuesday, the Eve of Santiago, in the '"patio del
lagar de don José&" in Los Palacios, the "Gran Festival
de la Mistela" was celebrated. It was organized by the
tertulia flamenca "El Pozo de las Penas' with the
collaboration of the Ministry of Culture and dedicated
to the memory of "Nifio de las Castanas.'" The cartel,
listed in the order of performance, brings together the
following cast of artists: In the first part, the
winners of the contest, "Venencia Flamenca' (Enrique
Ferndndez, Nene Escalera, and EL Chiva), Nifo de Pura
playing guitar solos, and the cante of Itoly, Peregil,
Curro Malena, and Fosforito; in the second part, José
Joaquin and his cuadro flamenco, the cante of Luis de
Cordoba, Manolo Mairena, Juanito Villar, and Lebri jano,
and the guitars of Manolo Dominguez, El Poeta, Pedro
Bacan, and Manolio Carmona.

It was a true scandal in the best sense of the word.
And it was, as Ortega would say, "I am me and my circum-
stances.'" And the truth is that the circumstances are
what made this edition of the Mistela -- with respect to
the way the festivals are going these days -- a complete
success at all levels. Circumstances so special, that
in the beginning were so adverse and then changed to
being completely favorable. First, the city government
of Los Palacios refused to have anything to do with the
flamenco function, after having sponsored previous
editions; also, there was the celebration earlier, of
another popular flamenco festival, sponsored by the
PC which is the majority party. Another negative
circumstance was the indisposition and declaration of
"persona non grata' of Miguel Acal of LVG, which made
the majority of the media in Sevilla declare reciprocal-
ly that the '""Pozo de las Penas' was 'ingrato" until they
apologized to their radio colleague. The result -- for
weeks, nobody would give '"un duro'" (a nickle) for this
festival; they even considered suspending it,

But, as I was saying before, the negative circum-
stances became positive. First, the lack of interest on
the part of the city government and the communist
festival served to unite the forces even more and conver
those who had been indifferent to this festival into
real supporters of it. With regard to the problem of
the media reporters, without knowing how nor why, some
of those who signed the letter against the organizers
from the tertulia were found on the program as sponsors,
If you add to this the adequate publicity and the good
cartel, it is easy to imagine what happened next. A
short time after the tickets were put on sale, they were
sold out and, at the entrance, there were hundreds of
people waiting to get in at any price or in any manner.
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"Hombre, we have come from Cadiz expressly to
see this and now we are not going to go back
just because there are no tickets..." The
organization tried to solve the problem the
best it could, with the result that there was
no room left to fit even a needle -- people
on the walls or standing anywhere there was
space. But in spite of so many people, during
the performances -- especially during the
second part -- not even the sound of a fly was
heard.

With respect to the performances, the
average quality was very high. The best, Luis
de C8rdoba (granainas, tiento-tangos, tarantas
and cartageneras),the guitar solo of Nifio de
Pura (soled y bulerfa), and the accompanying
guitar of Manolo Dominguez who, in some cases
did harm to the cantaor with his '"pellizqueras
farsetas' (highly original, attention-getting
or humorous melodies) that delighted the
audience. In general, the rest did very well.
Itoly sang very well "por siguiriya,' especi-
ally in the "cambio de Molina'" that he masters
completely. The fandangos de Huelva sung by
Peregil were greatly appreciated. Curro
Malena, in contrast, did not do very well; he
always sings in a very forced manner when his
throat does not respond for some reason, and
he doesn't reach the expected heights. Fosfor-
ito, like always, precise and exact, but with
his own personal qualities, along with a solea
taranto and cantifas, did a petenera the likes
of which we have not heard for some time in
these parts. José Joaquin, with the cante of
Manolo Limdn and Curro Fernandez and the
guitars of El Poeta and his brother, El Niflo
de Pura, demonstrated his marvelous abilities,
although he can dance much better than he
demonstrated here. Manolo Mairena, with his
purity on display, was a true artist and
finished his long performance with some
martinetes that were greatly appreciated.
Juanito Villar, the great revelation of this
year's festivals, seems to be on the downhill.
What we would never wish, is for the singer
from the Barrio de la Vilia to become a
Turronero or a Pansequito, who when he runs
out of catchy little tunes that stick in the
ear, disappears from the cast of artists.
Lebrijano closed the show with some ''galeras"
which was what the masses wanted from him.

And afterwards, a short ''fin de fiestas"
(grand finale) and on to six o'clock in the
morning. The one thing that was true on this
night: The public was ready to listen to every
thing and gave a lesson in how it has to be
done.

A success at all levels -- we are still
comparing with what is being offered in the
rest of the festivals =~- although that is not

to say that, as an aficionado, we are in
agreement with this type of flamenco presenta-
tion, even though, there were cantes done
here that are not often heard; we continue to
protest about those cantes that are being lost
and are not being listened to in the festi-
vales. 1In addition, the big success of the
Festival de la Mistela was well-deserved by
the person being honored -- we would not have
been satisfied with anything less. And, so
that the memory of '"Niffo de las Castanas'
will be always in the minds of the members of
"El Pozo de las Penas,'" a tile plaque in his
memory was unveiled at the headquarters of
the "tertulia' (club).

X %k X
SE CELEBRO EL FESTIVAL DE LA MISTELA

(From: ABC, July 21, 1979; sent by Roberto
Reyes and La Vikinga; translated by Paco
Sevilla). By Mario Fuentes Aguilar
Cantes that could move you deeply fell on
the two thousand people in the Patio del
Lagar de Don Jos€, but the audience did not
find itself in the proper condition to
extract the "olé's" and enthusiasm. The

siguiriya of Manuel Mairena, the soled of

Curro Malena, the minera of Fosforito, the
granafna of Luis de Cordoba and the solea’ of
Lebrijano, in spite of being the best of the
night, did not warm the huge mass of people.
These are, without doubt, cantes of the mino-
rity, and the enormous crowd that completely
filled the patio wanted ''fiesta', entertain-
ment, and nothing more in the Festival de la
Mistala.

The most applauded in Los Palacios was
Juan "El Chivo'", a cantaor of great stature
who was presented as one of the three winners
of the "Venencia Flamenca" and who sang mag-
nificently tientos and bulerfas. "Nino de
Pura" played masterfully two guitar solos,
soleares and bulerfas; he delighted the
audience with his youth and how well he
played. Itoly sang some peteneras, while
Pepe Perejil was extraordinary in fandangos
de Huelva and good in bamberas. Curro Malena
succeeded in delivering some soleares and
siguiriyas that the good aficionados will not
easily forget, and he drove the crowd wild
with bulerfas. Fosforito was in his usual
form as a good interpreter. Luis de Cordoba
was phenomenal in granainas and good in
cartageneras. Manolo Mairena sang solea’,
tientos, siguiriyas and martinetes with the
most purified orthodoxy and in a gathering
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of good aficionados, he would have been
truly moving. Juanito Villar sang alegrias
with "arte gaditano'". Then he sang 'por
bulerfas" and had to return to sing two more
times due to the delirium of the crowd.
Lebrijano, as always, did well; Juan has the
cantes and means to please everyone. He was
good in solea’, tientos, and galeras, and was
phenomenal in bulerfas. Jose Joaquin danced
with good art and pure style to the cantes
of Curro Fernandez and Manolo Limon.

——e TSRS

"IX Picaillo Flamenco'(festival)

July 28
Carmona
Entrada: 300 pesetas ($4.62)

Cante: Antonio Morales "El Manta,"
Justo Mufioz Brenes, Antonio Morillo,
Juan Jiménez "El Charri," Domingo

Confite, Manuel Crespo Reyes, Joselito
Tirado.
Baile: el grupo local de Juan Ruiz

Toque: Manolo Carmona and Pepe Carmona
August 3 ""VIII Festival de la Yerbabuena"

Las Cabezas

Entrada: 500 pesetas ($7.69)
Cante:. José de la Tomasa, Chano

Lobato, Miguel Funi, Chiquetete,
Enrique Morente, Manuel Vargas,
Heredia$, Manuel Gerena.

Los

Baile: Pepa Montes
Toque: Ricardo Mifio, Pepe Habichuela,

Rafael Canizares

"XI Edicion del Festival de Arte
Flamenco'" Pegalajar (Jaén)
Entrada: 700 pesetas ($10.77)
Cante: Fosforito, José Menese,
Turronero, Manuel Mairena, Chiquetete,
Chano Lobato, Romerito de Jerez,

August 4

El Cabrero
Baile: El Cojo
Toque: Paco Cepero, Juan Habichuela,
Paco Cruz

August 7 "III Noche Flamenca' (festival)

Montalban

Entrada: 700 pesetas ($10.77)
Cante: El1 Chocolate, El Cabrero,
José el de la Tomasa, Justo Rolddn,
El Pele
Baile: Marisa Sanchez, M® Luisa

Serrano, Antonio Alcazar P
Toque: El Merengue, Pedro Bacan

"XIII Reunion de Cante Jondo"
700 pesetas ($10.77)

August 11
Entrada:

Puebla de Cdzaﬂa

AYERNANDEZ "FOSFORITO") A .CORTES "CHIQUETETE;

ALONSONWEZ "RAN(IAPINO"JOSF DIAZ "CHAQUETON;

MIGUEL VARGAS, DIEGO CLAVEL y JOSE MENESE.
~MANUELA CARRASCO~

JUAN "HIABICHUELA , MANOLO BRENES yPEDROPENA..

Sabado, 11 de agoslo 919

August 14 "Festival"
Algeciras
Entrada: 250 pesetas ($3. 85)
Cante: El Lole, Nano de Jerez,

Curro Fernandez, Carmen de Linares,
El Frasquito, Miguel Funi

Toque: Manuel Morao (note: there
were other artists,but we have no
record of this festival and have
forgotten who else was there.)

"Festival Flamenco'
San Roque

Entrada: 250 pesetas ($3.85)
Cante: Fosforito, José Menese,
La Paquera de Jerez, Juanito
Villar, Terremoto de Jerez,
Canela de San Roque, Gabriel Cortes
Rafael Heredia '"E1 Boina'', Juan Flor
Baile: La Tati
Toque: Manuel Dom{nguez, Habichuela
Manuel Moreno ''Morao Hijo"

August 15
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"VII Noche Flamenca en Cadiz"
(Festival)
Entrada: 800 pesetas ($12.31)
Cante: Beni de Cadiz, Chocolate,

August 18

Juanito Villar, Chano Lobato, Chato
de la Isla, Rancapino, Felipe
Scapachini

Baile: Los Farrucos

Toque: Manuel Morao, Manolo Brenes,

Jose Herrera
August 21  "Festival de Variedad Flamenca'

La Linea
Entrada: 700 pesetas ($10.77)
Cante: Camardn de la Isla, Fosforito,
Turronero, Juanito Villar, Chique-
tete, Rancapino, Canela de San Roque,
Jose Solear, Juan José.
Baile: El Orillo, Mercedes Heredia,
Miguel de los Reyes y su Ballet de
Arte Espanol.
Toque: Tomatito, El Quino, Joselete,
El Chino de Malaga, Joaquin Carmona.
August 23 "V Festival Joaquin de la Paula"
Alcala de Guadaira

Entrada: 500 pesetas ($7.69)
Cante: Fosforito, Manolo Mairena,
Camardn de la Isla, Naranjito,
Curro Malena, Fernanda y Bernarda
de Utrera.
Baile: Francisco Javier, Grupo
Montoya
Toque: Tomatito, José Cala "El Poeta',
Juan Habichuela

ELY FESTIVAL

«JUAQUIN EL DE LA PAULA»

(From: Hoja de Lunes, Aug. 27, 1979; sent by
Roberto Reyes and La Vikinga, translated by
Paco Sevilla),

By Jos€ Pernia

A successful attendance with a packed
house. A pleasant night in which the fla-
menco "festejo" got a late start because the
socialist leader, Felipe Gonzales was delayed.
Pepe Sollo and Paco Herrera were in charge of.
the presentation. A perfect sound system and
many aficionados of the cante. Antonio
Mairena, Alfonso Eduardo Perez Orozco, La
Hiniesta, all deserve a salute from the spon-
sors. Presiding was Manuel Alvarez Ldpez,
with his popular poetry that began his diser-
tation on the chronology of the '"soleares de

Alcala’, roots of feelings' and his finish
with "un canto a Andalucfa'". Manolo Alvarez
knew how to be poetic and well thought out,.

The festival itself was of more than
mediocre quality. The victor, without argu-
ment, was Naranjito de Triana. In full voice
and faculties, well-tuned, giving all in the
tangos, the style of Nifio Gloria, others
ended with columbianas, his caracoles, the
soleares por buleria, and the finish in cafia.
He was '"divo y senior" in a night of successes,
applause, and recognition of his interpretive
quality. Manolo Mairena was also first rate;
his soleares de Alcala’, las sigiuiriyas, los
tientos and tangos, and "el remate' (the
finish) with martinetes and tonds, enjoyed an
interpretive power, always in tone, and an
exhibition of abilities.

Fosforito, in masterful control as usual,
holding the line that has made him number one
in the soleares, peteneras, cantinas con
alegrias, and the polo. Everything he did
was good in this area of reality that he
develops and preserves.

El Camardn de la Isla has his public who
cheers him ("'lo jalea"), even before he be-
gins to sing. The soleares, tangos, bulerfas,
and fandangos found acceptance, and his voice,
although not very potent, delivered that logi-
cal interpretation for which he has made him-
self known and is considered an important
figure and, in Alcala’, he achieved it once
more.

Curro Malena was below his usual quality.
His power and delivery were praiseworthy, but
he didn't bring out the strength as on other
occasions and, although he was okay, he didn't
warm the audience with the proper strength;
his soleares and tientos, good, but nothing
more. Bernarda and Fernanda, '"las ninas de
Utrera', closed the show; for them, time
passes and makes itself felt in their throats.
Many times they were not able to pull off
their cante and had to look for other ways,
and they were no better than fair in their
performances, without convincing.

The dance was present in the young
Francisco Javier. He was the first of the
night, when the atmosphere was still cold,
but in spite of that, his farruca and .
alegrias were endowed with the proper quali-
ties for undertakings of this nature. A
stylist, measuring well whatever he did, he
left the impression of a quality and make-up
that will make him, in the not too distant
future, a name in the baile flamenco. The
influence of Antonio Gades, Luisillo, and
Rafael de Cdordoba was noticeable. We have in
front of us a bailaor who will make a big hit
His fifteen years foretell it and in the '"fin
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de fiesta'" (grand finale), he proved it.

The group 'Los Montoya' completed the
dance in the program. The sacred gypsy fami-
ly, as Paco Herrera would say, is made up of
Juan Montoya, the incomparable Negra, Carmen,
Carmelita, El Morenito, and the guitars of
Nifio Jerez and Jose” Jimenez. Here we have
art, ''duende gitano", rhythm, cante, inter-
pretation, and another young force in the
baile, Carmencita. The performance of the
group was excellent, with that "aire gitano"
that warms and delights with the vigor and
delivery of all its members.

Habichuela, Jose” Cala, and Tomatito
carried the musical part., Habichuela handled
his guitar-piano to perfection, and Jose” Cala
"El Poeta' pleased us with his gamut of var-
iations. Tomatito was below the quality of
those two. There was also participation by
Curro de Alcala’, E1 Cuto, the palmero Amaya,
and guitarist Luis Palacios, who accompanied
Francisco Javier and joined with Manolo "El1
Poeta' who pleased us more than on other
occasions, since he put heart and delivery
into his interpretations.

The V Festival de Cante Flamenco ''Joaquin
el de la Paula" had, as we said in the begin-
ning, more than average quality, with the
victor being Naranjito de Triana, a complete
professional; his voice conquered the 'plaza"
through a perfect sound system that collabo-
rated with the cante and baile of our land to
insure that it would reach every corner
without distortions,

The organization can be categorized as
good and we estimate that the budget -- they
were talking about 900,000 pesetas ($15,000.)
~-- will be covered since the site was
completely filled.

¥* W B ¥

V FESTIVAL “JOAQUIN EL D LA PAULA”

La soled mand6 en Alcala de Guadaira

(From: ABC, August 25, 1979; sent by Roberto
Reyes and La Vikinga; translated by Paco
Sevilla) By Mario Fuentes Aguilar.

Pure cantes made up the major part of the
songs that echoed through the ancient walls
of the castle of Alcala” de Guadaira.

Those who went to listen to cante, some
three thousand people, included the socialist
leader Felipe Gonzalez who was very attentive
all during the night of flamenco, the presi-
dent of the Diputacidn de Sevilla, Manuel del
Valle, and various personalities of the PSOE,
who also listened, an unusual thing, with
pleasure to the proclamation of the master of

SOLEARES DE ALCALA

Desde una encalada cueva
del Castillo alcalarefio,
igual que hiriente saeta
corrié tronchando al silencio
una copla que ponia
escalofrio en los huesos.

Besé a la noche que estaba
en la mitad de su suefio

y se fué por los caminos
dejando a través del viento
como espaciados suspiros
el resonar de sus ecos.

iQue copla mas desgarrada
mas que copla era un lamentol

Era la pena y la angustiq,
el llanto amargo y reseco,
el querer y el desengario,
la muerte el odio y los celos.

Era la soberbia estampa

de un recio andaluz campero,
muda leyenda en sus labios

y un sinfin de pensamientos.

Era la expresién mads pura
alma y corazén de un pueblo.

Soleares de Alcald
raices del sentimiento.

Manvel Alvarez Lépez

ceremonies Don Manuel Alvarez LS ez, who made
a beautiful "canto" to the soled of Klcala,
highlighting with anecdotes and facts, the
figure of Joaquin el de la Paula, one of the
most genuine of its representatives.

If we were in Alcala’, it had to be the
solea that was queen, the thermometer of that
which we were to listen to. The standouts
were the soleares interpreted by Curro Malena,
Fernanda and Bernarda, and Manuel Mairena,
without doubt the best of the night. Only
acceptable was Fosforito in this cante, while
Naranjito mixed it with soled apola, finish-
ing with polo. We supposed that Camaron, in
an obligatory role, interpreted some solea’ de
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Alcala”de los Gazules, but they were un-
familiar to us. .

In the other cantes, the siguiriyas,
tientos, and martinetes of Manuel Mairena
were good. Naranjito sang well the caracoles,
but came out badly in malaguehas. Superb
were the peteneras of Fosforito, but he fell
down in alegrfias and failed in tarantos.

Curro Malena was at a high level with tientos
and bulerfas, demonstrating again that he is
the purest of the young cantaores and would
have to be triumphant among those who know
cante. Meanwhile, the representative of the
new wave, Camaron de la Isla, sang of suffer-
ing por tangos, bulerfias, and fandangos. The
gypsy voices of Fernanda and Bernarda shown
"por solea”y bulerfas", at the height of
dependable professionalism and excellence
that adorns their performances. Francisco
Javier de Alcala”'"sang'" (danced) some very
academic farruca, but was looser in alegrfias.
He is a young promise, to be heard from in
the future.

A completely authentic fiesta gitana was
presented on stage by Los Montoya, the flamen-
co group with the greatest spontaneity, sim-
plicity, and quality on stage; they have
gained with the addition of Nino Jero.

El Poeta de Alcala’, in the second part
opened with poetry and dance. Very acceptable
were the guitars of Habichuela, Jose” Cala "El
Poeta", and Tomatito. The magnificent pre-
sentation was in the charge of Pepe Sollo and
Paco Herrera.

L R

Invited to visit the "Pefa
Macarena' at Torrijano 29, Sevilla
9, (tel: 37 23 84) by Pedro Bacan
and his wife Jill.

August 28

"Tablaos Flamencos de la XXXII
Feria y Fiesta de la Vendimia
de Jereg'" (Jerez de la Frontera)
Entrada: 150 pesetas ($2.31)
(see cartel and articals below)

August 30

Second night of the "Tablaos
Flamencos...etc.)
Entrada: 150 pesetas ($2.31)

August 31

September 1 Third night of the "Tablaos
Flamencos...etc.,
Entrada: 200 pesetas ($3.08)

LD

v\aos lzlame ’Ic

s

de la XXXII Feria y Fiesta de laVendimia de Jerez

JUEVES 30 de Agosto.

VIERNES 31 de Agosto.

CUADRO FLAMENCO
CANTAN:

LUIS DE LA CHICHARROXNA
RUBIO TRIUNFANTE % LUIS DE LA PICA
ANGEL VARGAS «EL MONGO»
JESUS «EL ALMENDRO»

EL BERZA * ENRIQUE FERNANDEZ
LUIS PALLERA * LOBITO DE JEREZ

BAILAN:
PETACA * CABERO
JUANELE
TOCAN:

PACO CEPERO » EL CARBONERO
ANTONIO JERO * GERARDO NUNEZ
JUAN MORENO

ARTISTAS INVITADOS:
JUANITO VILLAR
FERNANDA v BERNARDA
SALMONETE * RUBICHI
REPRESENTACIONES PROVINCIALES:
CADIZ
PACO EL DEL SOLANO
SEVILLA
ISABELITA BAYON »*x ANTONIO SUAREZ
EL NIKO DE PURA
CORDOBA
RAFAEL MESA * EL PELF DF. CORDOBA
MERENGUE DE CORDOBA
GRANADA
CURRO ANDRES

CUADRO FLAMENCO
CANTAN:
JUANA LA DEL PIPA
RAFAEL «EL LILO»
MONEA * GASOLINA
MATEO SOLEA * DIEGO VARGAS
MIJITA

BAILAN:

JUANERRE * PEPE ANO

CHICHARITO

TOMAS TORRES «TORRITO»

TOCAN:
MANUEL MORAO * JUAN PARRILLA
BALAO * PEPE MORENO
LUIS MONEO
ARTISTAS INVITADOS:
CHIQUETETE * CHOCOLATE

JUAN MONEO »* RIPOLL
REPRESENTACIONES PROVINCIALES:
JAEN

CARLOS CRUZ * RAFAEL MAERAS
PACO CRUZ
ALMERIA
JUAN GOMEZ
MALAGA

REPRESENTACION ARTISTICA
HUTLVA
ANTONITO RODRIGUEZ
MANUEL CASTILLA
ANTONIO PEREZ RAMBLADO

SABADO 1.° de Septiembre.

CUADRO INFANTIL:
CANTE, BAILE Y GUITARRA
CUADRO FLAMENCO
CANTAN:
EDUARDO MENDEZ
FERNANDO DE LA MORENA
EL CAPULLO “ FCO. RUIZ MENDEZ
BAILAN:

TIA JUANA LA DEL PIPA
ANTONIA LA MARCHENA
MANUEL CARRASCO «<JERO»
CURRO VARGAS * LUISA DE TORRAN
MANUEL SUAREZ <PILILI»

EL CHICHARRON * LOLI DE JEREZ
ANTONIO FLORES QUIROS
PEPE DE JOAQUINA

TOCAN:
J. MORAO * M. PARRILLA * MORAITO
NINO JERO * JOSE DE LA MELCHORA

ARTISTAS INVITADOS:

TIO BORRICO % CAMARON * SORDERA
JOSE VARGAS «EL MONO:»
ROMERITO DE JEREZ
MARIA BORRICO * FERNANDO GALVEZ
CHANO LOBATO * EL NANO DE JEREZ
ANA PENA * JOSE DE LA TOMASA

MARIO MAYA Y SU GRUPO
GRAN FIN DE FIESTA

Presentadores: PEPE MARIN y RAFAEL PLAZA.

En la Plaza de Toros, a las 21,30 horas.

PRECIOS: DIAS 30 y 31 Agosto, SILEA: 150 Plas. TENDIDO: 50 Ptas. DIA 1.° de Septiembre, SILLA: 200 Ptas. TENDIDO: 75 Ptas.

TIO PEPE & =iz

JEREZ GRAFICO, Horno, 6 - Dep. Legal CA-575-1979

LOS TABLAOS FLAMENCOS
DE LAVENDIMIA

DAY 1

VERY LITTLE CANTE FROM JEREZ

(From: El Diario de Cadiz, Sept. 1, 1979;

sent by Roberto Reyes and La Vikinga;
translated by Paco Sevilla)

by Juan de la Plata

In the bullring, the first tablao flamenco
of the Vendimia was celebrated with little
more thanhalf of the seats filled in the ring
and a few people scattered in the stands.
The "cartel" (list of artists) was pretty
weak and the people didn't want to risk it.
But we did see many good aficionados who
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didn't want to miss this first Tablao, in
spite of its shortcomings.

To begin, we will state, generalizing, that
the cante de Jerez, por bulerias, shone in its
absence. That is, there was no lack of the
Jerez "alegria'" of our rhythm and our festive
"aire', but the cante of Jerez, that cante
for which Jerez is known, the hundred percent
cante, of that there was very little. The
cuple’ was much abused,and there were
bulerfas that sounded more like those from
Lebrija and Utrera than those of the Arco
Santiago. And that should not be; it should
not be permitted in artists who are honored
for being from Jerez. The bailaores Petaca
and Juanele fulfilled with "dngel" their com-
mitment, when they could have rendered more,
with better singers behind them. Cabero
passed unnoticed. And what happened to Berza,
so much being careful and holding back until
the end? Why didn't he come out in the
second part like the rest. A real mystery, or
perhaps a lack of professional responsibility

The representatives from the provinces of
Cordoba and Granada passed by like unknowns
and will continue being unknowns. Cadiz,
with Paco del Solano, a great "aficionado",
who could have shown better if he had had at
his side a guitar with "rumores de caleta',
With regard to the children from Sevilla,
Isabelita Bayon -- the only bailaora in the
whole show,why Mr. Organizer? -- delighted
everybody.

Another hope is Salmonete, who showed him-
self to be very sure in everything he sang,
giving much pleasure with his siguiriyas and
in almost everything he did por bulerias.

At his side he had the good accompanist,
Cepero, who carried him well and gave plenty
of room to the cantaor.

La Bernarda did not please us at all,
insisting on her usual cuples, reminding us
more of the Canary Islands than of Utrera,

El Pinini, and La Fuente Nueva. 1In contrast,
La Fernanda was the authentic representation
of compds. Her soleares were the best that
were sung all night, with the true flavor of
the old cante, A cante to be savored in

another place, more intimate and less massive.

Juanito Villar, another of the invited
celebrities, delighted the gallery, but not
those who know flamenco. All of his cante
was eminently commercial; he did justice to
and gave pleasure with only his alegrias in
homage to Aurelio. The rest -- pure record
promotion, sounding false, although with an
incredibly flamenco voice that was guided by
the dream guitar of Paco Cepero, who put his
right thumb to work as never before.

* ¥ ¥

DAY 11
QUALITY AND ATTENDANCE IMPROVE
(From: El Diario de Cadiz, Sept. 2, 1979;
from Roberto Reyes and La Vikinga; translated
by Paco Sevilla)

by Juan de la Plata

Without elevating too much the quality and
artistic tone, the second show of the
""Tablaos Flamencos de la Vendimia' was some-
what more enjoyable than the first, capturing
much more audience, although without filling
the chairs in the ring and much less the
stands.

Jerez, by means of her ''cuadro festero",
sounded much better, more like the Plazuela
and Santiago. This second group animated the
mob more and better, singing and dancing more
"por derecho" (in the correct way), with
hardly a nauseating cuplé to be heard. 1In
this respect almost everyone who participated
has to be applauded for knowing how to main-
tain the "alegria jerezana' at a high level,
based on good rhythm and better compas.

Cante and baile that Jerez likes, well done
by all of the cuadro from Jerez.

0f the provincial groups, Jaen and Almeria
passed by without suffering nor glory, re-
ferring, that is, to the art of their
representatives.

The short representation from Huelva was a
bit more enjoyable and, of course, the numer-
ous and well chosen representation from
Mdlaga was very delightful, especially the
bailaor Pepe Vargas, who the aficionados
called back again and again.

The place of honor of the night was left
for the performance of the great Antonio
Nunez 'Chocolate', who had hardly begun to
sing, when he saw how the people in the
audience were leaving, especially the young
people, and, somewhat angered, made some
comments; when he resumed singing, it was not
as well as he is able to do it, but with
purity of course and with the high quality of
the maestro right up to his finish with some
fandangos. The aficionados who stuck it out
to the end, we left without being able to
fully savour the full greatness of the cante
of this classic of Jerez, but a few things
were carried away that stuck in the ear, with
the flavor of the authentic cante of Jerez.

* % *

DAY III
THE TABLAOS FLAMENCOS OF THE FIESTA DE LA
VENDIMIA -- A SUCCESS

(From: La Voz del Sur, Sept 4, 1979, sent by
Roberto Reyes and La Vikinga; translated by
Paco Sevilla). By Angel Revaliente
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The tablaos flamencos de la Fiesta de la
Vendimia are finished; it should be said, in
reality, that they were very well orques-
trated. The mounting of the shows, organized
by the Pefas Flamencas, was extraordinary,
uniting, arm in arm, Los Cernicalos, El
Garbanzo, Jerezana, El Mono, Buler{ias,
Cabales and Good People. Without preference.
All delivered equally, carrying forward all
the weight, the heavy load that is the organi-
zation of the tablaos that lived on Saturday
night, the big night. TImpressively full,
seven and a half hours of cante and baile,
and at four in the morning the drinks were
gone.

...There were presences that were unexpec-
ted, although in our Saturday edition, in
news collected at the last minute as the
paper went to press, we spoke of many rumors.
And some were confirmed. Because Fernando
""Terremoto'" was on stage, accompanied by ''la
sonanta' (guitar) of Manolo Parrilla;
Fernando, who began slowly, finished up
delivering to a public that surrendered to
his cante grande. Terremoto once again demon-
strated what he no longer needs to demon-
strate. Terremoto de Jerez, "...I don't like
Madrid, I only like 'mi tierra' (my home-
land)," left mouths hanging open in the bull-
ring. The '"palmeros' who accompanied him,
although he did a bulerias without them, were
not the regular ones of the night.

Another unexpected presence was Carmen
Albeniz. La Venta couldn't come, so Carmen
took her place. She just passed by. There
was applause and that was it.

Earlier, Nano de Jerez had proved he is an
artist. With his more than proven profes-
sionalism, he won over a public that loves
and admires him. T{fo Gregorio Borrico,
enough said! Fernando Gdlvez received
unending response from the audience. The
rest did their thing, although Jose de la
Tomasa gave a very poor performance, too long
perhaps.

* % %

September 3 Visited the Catedra de

6:00 P.M. Flamencologia del Museo de
Arte Flamenco, hosted by Tomas
Torres 'Torrito," nephew of
Manuel Torre.

9:00 P.M, Invited by the newest peﬁa

flamenca in Jerez, '"Buena
Gente," to meet its local
members and two visiting German
guitarists.

September 4 Driven by two members of the
pefla, Buena Gente," to visit
eight other pefas of Jerez.
Only three were open due to the
"Feria de Vendimia" starting
the following day. We visited
the "Pefa Jerezano," ''Pefia
Buler{ia,'" and '"Pe¥a Garbanzo"
and found them to be good
places to meet local artists
and participate.

Invited by the '"Casa del
Arte Flamenco -- Antonio
Mairena' in Mairena de Alcor to
here a speech on flamenco given
by Antonio Mairena in the local
municipal building. After the
speech there was a dinner at
the pena.

September 5

"La Trocha' (tablao)

Sevilla
Entrada: 300 pesetas ($4.62)
Artists: Remedios Amaya, Angel-
ita Vargas 'La Gitanilla," her
son, Joselero, and her husband,
La Ramona, Los de La Trocha, and
the house cuadro.

September 6

"XVIII Festival de Cante Jondo
Antonio Mairena"

Mairena del Alcor
Entrada: 700 pesetas ($10.77)

September 7

AYUNTAMIENTO DE MAIRENA DEL ALCOR (Sevilla)

XVIII FESTIVAL

de

CANTE JONDO
«Antonio Mairena»

VIERNES DIA 7 DE SEPTIEMBRE DE 1979
PATIO DE LA ACADEMIA / 22.30 HORAS

Homenaje al Maestro

ANTONIO MAIRENA

por su Cincuentenario en el Cante
Gran noche de Arte Flamenco, con la actuacién de

ANTONIO
en su despedida en los pueblos de Andalucia.
En el cante: En el baile:

MANUEL MAIRENA
JOSE MENESE
CALIXTO SANCHEZ
JUANITO VILLAR
CURRO MAIRENA
CHANO LOBATO

Actuacién especial de
MATILDE CORAL y
RAFAEL EL NEGRO

A la guitarra:

MANUEL MORAO DE JEREZ
ROMERITO DE JEREZ ENRIQUE DE MELCHOR
JOSE TIRADO MANUEL DOMINGUEZ

Con la colaboracion de ta Casa del Arte Flamenco <ANTONIO MAIRENA»

VENTA DL LOCAEIDADES: A PAKRTIR DEL DIA 22 DE AGOSTO




PAGE 20 JALEO - DECEMBER 1979

EN EL HOMENAJE A ANTONIO MAIRENA

BUEN PUBLICO Y POCO CANTE

JSavira A . .

MAIRENA DEL ALCOR

MIWZM——TMY MO <P

MAIRENA DEL ALCOR 1979

(from: Sur Qeste, Sept. 11,
1979; sent by R. Reyes & La
Vikinga; translated by Paco
Sevilla)

by José Luis Montoya

Seventy years of life and
fifty with the cante. This
was the anniversary celebrated
in Mairena de Alcor, and the
center of attention, the
"deit motiv," of the celebra-
tion was Antonio Cruz Garcia.

Antonio Mairena -- that is
the artistic name of this
man -- received the homage of

his countrymen, arm in arm
with them, all of the aficio-
nados who had come from
distant parts of Spain and,
naturally, those who came from
nearby, those who follow the
evolution, development, and
ups and downs of the flamenco
world.

Officials, politicians,
soldiers, writers, reporters,
communication directors, and
a conglomeration of hetero-
geneous people had a
rendezvous in the patio of
the Antigua Academia.

But let's leave this and
go on to the purely flamenco.
There was good organization
on the part of the city
government, a good attendance
although according to what
they told us, not enough to
cover costs, not a very good
sound system, and an artistic
level not as good as the
occasion deserved since,
really, the cartel was not too
flashy. Possibly the presence
of Antonio "el bailarin y
bailaor" was the reason,
since it is known that this
man usually charges a great
deal and, logically, in order
to contract him, it would be
necessary to reduce the pay-
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roll in other areas. That happened in Utrr
and it has repeated now in Mairena, althoug,.
in saying that I don-t mean that Antonio Ruiz
Soler doen not deserve what he charges nor, of
course, that his art does not continue to be
without comparison.

EL CANTE

Now let's focus on the cante. As I said
before, the level was not too high. To be
more exact, there was little that was truly
good and the little that was good was deliver-
ed by Antonio Mairena, his brother Manolo,
and Calixto Sinchez -- although neither did
any of them succeed in coming off with a
totally complete performance.

Of the rest, very little. Romerito in
bulerfas and stop counting, because El1 Chano
had very little strength; the young José
Tirado had not even a hint of anything -~ not
from this world nor any other; Curro Malena
was, frankly, bad; Juanito Villar did what he
always does and, like always, I think it is
like throwing rocks at yourself and will have
the true consequences next year when it comes
time to sign contracts for the summer of 1980;
Menese, as has been becoming habitual in
recent years, was more preoccupied with
gestures and exaggerated displays of emotion,
with the horse of the rich man and the sadness
of the poor, than with singing -- which is
really his thing.

In conclusion, there was a bit of every-
thing and, of course, less good than bad. But
you don't need to be surprised. It is what
has bben seen and heard all during the summer
and, what is worse, during the last summer
and the one before that.

But let's leave this, for it is another
subject, and continue to focus on the festival
of Mairena.

EL BAILE

There was dance, and dance with class.
Antonio, Matilde and Rafael, each with an
individual style, each with a unique role,
and each artist with a personal understanding
of what it is to perform flamenco with the
feet and hands.

Antonio had a very short performance, but
he moved the crowd. The festival-goers do
not rise to their feet that way for the dance,
but in Mairena de Alcor they did just that.
He was superb in cantifias ended with bulerfas,
in polo, and in the bulerfas with which he
ended his performance.

Matilde was the weakest. Her inactivity

has to affect her execution and she was not

the Matilde of before. In any case, she does
not forget her profession and in the cantifas
she danced she defended herself adequately.

LAS GUITARRAS

On guitar, Manuel Morao and Enrique de
Melchor made practically all the effort --
on other occasions it has been the opposite --
while Manolo Dominguez '""El Rubio'' had very
little work. According to the cartel and the
names of the participating cantaores, it was
possible to know beforehand which guitarists
would have the most work and one could be sure
ahead of time on who would fall the weight of
the labors.

Within the particular style of each one,
they all fulfilled their obligations; since
they are professionals who are sufficiently
qualified and time~honored, comments of their
art and way of playing would be excessive.

POSTSCRIPT

I still have something left in my inkwell,
or to be more exact, inbetween the keys of

my Olivetti: the audience,

The audience at Mairena de Alcor deserves
a sonorous mark of excellence. They were
cold, an imitative copy of the way the artists
were singing, but they knew how to listen,

- correct almost to exaggeration, saying '"olé"

few times, very few times, but of course when
it was right and necessary.

They were stuck to their chairs until past
five o'clock in the morning and without a
protest when the sponsor, Pepe Sollo, announ-
ced that it was over, without celebrating the
round of martinetes that had been announced
in the program, nor the customary 'fin de
fiesta."

A SUMMARY OF HOW THEY SANG

Here is a list, zinger by singer, song by
song, and following the order of performance,
of the participants in the flamenco night of
Mairena de Alcor:

ROMERITO DE JEREZ: with the guitar of his
countryman (from Jerez), Morao, he was accep-
table in soleid, so-so in alegrias, and better
in bulerfas than in all the rest.

JOSE TIRADO: with the guitar of Manolo
Dominguez, he was uninspiring and weak in
soleda, long and dreary in tientos and tangos,
and so-so in siguiriya and cabal,

CALIXTO SANCHEZ: with the guitar of Enrique
de Melchor, he was very good in granaina,
good enough in tientos and tangos, and neither
above nor much below this level, although



PAGE 22

JALEO - DECEMBER 1979

awkward at moments, in siguiriya.

ANTONIO MAIRENA: with the guitar of Morao, he
would have deserved a mark of excellent, an
A+, in solea if he had not had to make full
use of his professionalism and abilities in
what he sang of Juaniqui, where he was unable
to go up high, but still carried on with
sufficient dignity. In siguiriya, he was
forced, without achieving his usual level of
quality. In his defense, there was, logical-
ly, the nervousness of the moment on his big
night. 1In any case, he demonstrated that he
can still be the same number one on stage that
he is away from it -- if age and his heart
will permit it.

CURRO MALENA: with the guitar of Morao,
frankly, bad in siguiriya.

CHANO LOBATO: with the guitar of Morao, was
weak in soled, so-so in alegrfas, and accept-
able in buler{ias.

MANOLO MAIRENA: with the guitar of Enrique de
Melchor, was very good in solea, equally good
in tientos and tangos, so-so in siguiriya y
cabal, although better in the cabal than in
the siguiriya.

JUANITO VILLAR: with the guitar of Manolo
Dominguez, sang alegrias without doing it the
way a cantaor from Cadiz should be able to do
it, was weak in some type of tientos y tangos
that he did, and in bulerfas, as always, he
did his usual, which is to say, as almost
always, he was boring.

JOSE MENESE: with the guitar of Enrique de
Melchor, was vulgar in tientos, neither this
nor that in peteneras, very weak in tangos,
and so-so in siguiriya y cabal.

was,

¥ * ¥

September 10 A group of aficionados and
artists were interviewed on the
outdoor terrace of '"Baro Carbon-
iero," Calle Levies 18, Sevilla
(a great place for juergas) for
Radio Sevilla; there was
Francisco Mano (Japan), Leonil
Caballero (France), Roberto
Reyes & La Vikinga (USA), and
Pedro Bacan (Sevilla) who also
played.

Invited to the "Pefa Niho
Ricardo,'" Plaza de la Pescaderfa
Calle Cuesta del Rosario 13,
Sevilla to hear a young guitar-
ist who had won the premio in
Jerez in 1979.

September 11

September 18

September 12 Feria in Lebrija

Caseta de '"Peha Pepe Monserat"

Artists: Curro Vargas, Pepe
Monserat, Miguel Funi, Pedro
Bacan.

September 13 Feria in Lebrija

Caseta de Gitano''Peha Caracoles"

Juerga: local Lebrijanos, Pedro

Bacan, Anzonini, David Jones.

September 14-15 Spent two days eating fresh
pork and fiesta-ing at the finca

of Fernando Funi and the ''Peha-

Bacan" family.
September 15 "X Pringa" (festival)
Osuna
Cante: José Menese, José de la
Tomasa
Toque: Enrique de Melchor,

Pedro Bacan

Went to the "Feria de Morédn
de la Frontera' and attended a
fiesta in a local caseta with
Miguel Funi, Pedro Bacan, and
David Jones.

Returned to Sevilla for the
opening of 'Bar Fragua,' Calle
Navarros (great place for a
juerga) owned by Salvador,
cousin of Agujetas.

September 19 Left Sevilla for Madrid

September 23 Left Madrid for New York City
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Neuro-psychiatry is dedicated, according to
my right way of thinking, to the demysti-
fication and destruction of the family. Fla-
menco is rooted in it. For the extremely
poor, as the gypsies and a great part of the
lower Andalucian classes are and have been,
the family has been, and in many cases still
is, their syndicate, their assembly, their
congress...that is the only place that pro-
tected them from the social, civic, economic
milieu in which the found themselves.

"The family is one value always present in
poverty. And there are others. There is the
direct expression of those primary emotions
that palpitate within all of us, but that we
very seldom have the courage to admit,
emotions that flourish in flamenco without
any shame, but with a candor, and even with
an arrogance, to which we are not accustomed.
In flamenco, as in very few present arts,
emotions play a part absolutely predominant.

In flamenco, love and death have an
immediacy and lack of sophistication that
perhaps is missing in other more modern arts.
This is one of the reasons why flamenco is
often so surprising. It links us with our
innermost selves which we, somehow or other,
resist to the point of abandonment, which is
the world of the emotions.

--It gives the impression that flamenco is
a minority art and not sufficiently valued...

"It is true that it is not sufficiently
valued, although one has to note that there
are fewer and fewer people with the necessary
arrogance to deny flamenco its quality of
great art., But it is true that it could use
a wider audience. It is not a minority art,.
It is an art that is not decaffeinated;
because of the emotional load it delivers, it
seems to demand a disposition of the heart
that we are not used to mobilizing. But fla-
menco may reach anybody, on condition that
one has some contact with it, and that one
has a heart that has suffered. Somebody who
truly knows, in depth, two or three suffer-
ings is capable of connecting with the world
of flamenco."

--Don't you think that the solemnity of
those truths that flamenco speaks of, become
more and more closed to and difficult for
most people, used as we are to move around in
deceit and makeshift truth?

"I think that more than difficult, they
are dangerous. The multitudes - notice that
I don't say the people - are being accustomed
little by little to the disconnection of
their own roots. It would seem as if most of
the present communicative phenomena would
tend to make trivial the eyes, and the heart
of their addressees, to make the emotions

trivial, and annul some of them. Flamenco
tends to do the opposite. It tends to make
us realize that as long as we are beings con-
demned to die, we are unique and irrepla-
ceable; and as long as we are irreplaceable,
we are condemned to solidarity. To accept
this demands a good deal of courage. It
demands that we live with our own roots.
This is something we don't do, neither with
frequence nor with intensity. Flamenco
demands it from us."

--The emotions are not in vogue...

"Of course not. And that has a double
reading, Most of the people tend, for con-
venience, and I would also say, for cowardice,
to live at 10% of our capacity; to live the
most frivolous part of ourselves. But none
of us, by acting thusly, or chewing the
little life that we decide to chew, stops the
reminiscing or yearning, the deep need we
have to live to the maximum our vital force.
It is from that yearning for the rooted life,
vitally compromised (and I don't refer here
to political compromise), from which we enter,
all of a sudden, the world of flamenco, and
we discover that that was our world. That is
why flamenco hits hard in a time like this,
in which one is not accustomed either to live
with intensity or to live the intense arts."

--Do you believe the system plays any part
in that form of living the 10% to which you
refer?

"Every time one talks about the system, I
don't know what is being talked about. I am
a man of, let's say, Sartrian formation. For
many years, I have been re-evaluating my
character from the assurance that we are free,
that we are condemned to freedom, as Sartre
used to say. And from that ideological and
moral formation, I tend not to blame the
system. I think that blaming the system for
the lack of solidarity that we can put to-
gether in a community is too easy. 1 am not
sure that in what a system has that is harm-
ful, dishonest and lacks solidarity, our own
personal dishonesty and lack of solidarity
doesn't somehow participate."

--What does remain from your peasant back-
ground, so different in everything from this
present life of intellectual prestige, that
you now enjoy?

"I believe that what remains, although
others would have to say that, of my peasant
initiation into life is, on one side, a cer-
tain assurance that without solidarity, an
average worthy life is not possible -- a full
life. I have used the word solidarity. It
is a very prestigeous word; in the social
class in which I was as a child, in the
country, or when I was a peasant, solidarity



JALEO - DECEMBER 1979

PAGE 25

It is
It was

either existed or we all went to Hell.
not a strategic or moral value. No.
a way of surviving.

"I think that some of that solidarity that
I learned from my people still remains. And
a certain pleasure remains, which I believe
is very country-like, for the slowness and
rhythm of things, and from there a certain
conformity for the facts such as they are
presented. Or maybe such as they are."

"It is probable that as I grow older, I
may succeed in objectifying death. It is
probable that my neurosis, which is the
neurosis of all living persons in this
society, is a little less sinister than that
of people who are less disposed to accept,
either the fact that they are condemmed to
die -- or that they are condemned to live.
People tend to make themselves comfortable in
these matters.

"I am talking about myself as if I were
wonderful! What is wonderful are some of the
things that I was given the privelege of
living as a boy. And one of those things is
that everything has its own price -- even
more so in the world of emotions. One thing
that remains, because of that, is the mis-
trust for that which is easy."

--That which you are lucky to retain, most
people don't. One points to new values which
erase and make a new account of the old ones;
what do you think of that?

"Forgetting is a bad thing. I believe
that remembering is, above all, a way to
ascede to the construction of one's own
morality. Those who are forgetful are con-
demned, for the time being, to repeat indefi-
nitely the same errors and to lose that gift
of solidarity. 1I believe that neither a
people nor an individual may attain the full-
ness of his present, nor accomplish solid
projects if they have forgotten.

--Do you think that Spanish society has
forgotten?

"I think it is being invited to be like
many other societies of East and West. But
in this I think that the planners of the
means of communication are wrong -- the
statesmen, the rulers...Because memory is
difficult to live with. One must have a good
dose of courage and humility to live with it.
But I think that neither the people, nor the
individual ever renounce it. And it is true
that one sees today, many who seem to live
having mythecized forgetfulness. But I
don't think that can last. And one cannot
blame everything on the people or the buying
of a car or a television set. It might
happen that the social planners do not offer
attractive enough ways to live life. And

these persons cannot change their program
overnight.

I laugh when I hear talk about immediate
solutions. There are almost never immediate
solutions, neither to get out of a lone pro-
blem, nor to solve a social problem. But we
demand them because we have the tendency to
think that during a human life, we have to
see the movement of history. How we tend to
judge. We judge many as wrong for putting
their destiny in a car and a parcel of land.
And we need more humility. First because it
could be that there is no destiny. It could
be that this planet one day will get cold for
ever, and this species will go to Hell. And
there will not even be any memory of it. And
later, because a good part of the people live
in a manner which, with certain arrogance, we
call frivolous or with little conscience,
lives that are at an intense level. And may-
be that is enough for them. And maybe the
important thing is how much heart we put into
things, even small ones, that make up our
lives. What is proper is that the people are
not lied to, that people who have the power,
any kind of power (and I wish nobody had that
power), never lie to those who don't have it.
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carries out most of the important operatiomns
in the making of each guitar. This, of course
is in contrast to the producers of factory-
made guitars such as Tatay and Tel€sforo Julve
situated in Barcelona and Valencia
respectively.

In passing I must say that I do not decry
these mass-produced guitars. Most of them
are playable and produce a reasonable tomne.

I have never met any which (when reasonably
cared for) have fallen to pieces in this
climate,

Five years ago, I myself bought in Valen-
cia such a flamenco guitar for as little as
one pound. I have roughed it through Europe
several times in extremes of climate carrying
the guitar in only a canvas bag and it is
still playable.

However, in buying these factory guitars it
must be realised that to pay three times as
much only assures three times the value in
appearance and finish, not in tone and
"playability." 1In fact it is not worth spend-
ing more than ten pounds on a guitar in Spain
unless one is prepared to spend more than
thirty. Anything in the middle range will
fall far below the standards of the craftsman-
made instrument without having the advantage
of low price. (Remember, incidentally, that
any guitar imported to this country is sub-
ject to a total of more than 80 per cent duty
and tax.)

It is almost impossible to buy a new
craftsman-made guitar '"off the shelf" in
Spain. Occasionally one is available but it
must be treated with suspicion as it has pro-
bably been rejected by the client who
originally ordered it! ‘

Such is the demand for Marcelo's guitars
that they must be ordered months in advance.
Furthermore, unless present in Madrid to press
one's claim for attention, the months may
turn into years!

Marcelo's workshop is in the Barrios Bajos
--the old quarter--of Madrid. Here in a
narrow and steeply sloping back street he has
a first-floor room in one of the crowded
tenement houses. Originally Marcelo lived in
this room and its alcoves, with his wife,
children and workshop! Fortunately he has
* recently been able to move his family to
pleasanter quarters across the river and to
enlarge his workshop.

THE TOP

Marcelo keeps his wood stock in a large
cupboard, but all around the workshop hang
roughly-cut backs and fronts of guitars ready
for use in a new instrument. When ordering a
guitar one may choose the particular bit of

wood one wants for the face. The reserved
pieces proudly display the pencilled names of
the customers -- guitarists known and unknown
all over Spain.

The face or tapa (literally '1id") of the
guitar is made in two halves glued together
down the center. The wood used is Swiss pine
(pino abeto) imported from Germany, on arri-
val the panels are about % inch thick and
these are sliced down the middle so that the
grains of the two halves of the face match
each other (as do an object and its mirror
image). 1In cheaper guitars the face is made
in three or four pieces although this is not
always easy to detect.

Ideally the grain should be very fine and -
straight; complete freedom from knots is, of
course, essential., When viewed end-on the
grain should cut perpendicularly through the
face. The closeness of the grain usually
varies across the piece of wood which is so
cut that the coarser regions are towards the
sides of the guitar.

When glued the roughly-cut face is thinned
to correct thickness and sandpapered smooth.
The correct shape of the guitar is outlined on
it in pencil -- about a % inch is left to
spare all around. The position of the sound-
hole is marked and further concentric circles
are drawin to. indicate the position of the
decoration that will surround it.

The diameter of this decorative ring is
about 5 inches whilst the hole is about 3%
inches in diameter. Dimensions such as these
are standard in Spain and are observed by all
guitar makers.

THE MOSAIC

The decoration is quite remarkable in
itself and, although it adds nothing to the
performance of the guitar, it is most pleas-
ing to the eye. It consists of an elaborate
mosaic of small coloured squares and strips
of wood inlaid into the face of the guitar.
In a typical pattern there may be as many as
4,000 separate bits of wood! Needless to say
these thousands of pieces are not placed in
one at a time! 1In fact the method of con-
struction is most ingenious. .

Flat strips of wood (less than 1 mm. thick,
but an inch or two wide) are throughly dyed
to various bright colours -~ blue, black, red,
green. The strips are then carefully glued
together in different orders to make a multi-
coloured 9 or 10 layer "sandwich.'" Fine
slices are cut off this sandwich across the
layers -- each slice being as thick as the
original strips, but being coloured in length-
wise bands as it is a cross section of the
layers.
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full shape. As yet, however, it is naked,
unclothed in the layer of varnish that will
assure its final tone. The french polishing,
which takes two full days, is entrusted to a
skilled varnisher who visits Marcelo whenever
a guitar is ready. He works on the spot.

Only final touches remain. The ivory (or,
in these days, bone) nut is fitted and filed
to correct height. The bridge saddle is
tapped into position and tested for height.
Much trouble will be taken in adjusting it to
fulfill the individual requirements of the
customer who may want the pulsacion hard or
soft or "just the right compromise."

Neither the nut nor the saddle are ever
glued into position. They are held by fric-
tion and the pressure of the strings and may
be removed easily when the strings are
slackened. No more than a smart tap should
be needed to slide them out.

Lastly, for protection, the golpeadores or
tapping plates are fitted; transparent cellu-
loid or white plastic, according to taste or
need. These are thoroughly scratched, as is
the shining new varnish:! With this prelimi-
nary preparation, no more than a few seconds'
manual pressure is required to ensure that
the glue holds firmly for all time.

The completion of a new guitar calls for
celebration. Wine and olives are bought;
extra chairs are put out. The local profes-
sionals come and ''test" the guitar, putting
it through its paces for the benefit of the
client and his friends. The proud owner
tries it and gives his final approval -- per-
haps after having the bridge lowered a
poquitin ('tiny bit"). All the points of the
sonanta are weighted up and compared and con--
trasted with previous instruments and with
those of the old masters.

At two or three in the heat of the after-
noon the guitar will be put to bed in its red
plush case and leave Marcelo's to set out on
its playing life. 1Its tone will improve in
the first month as the varnish dries and
still further in the coming years as the glue
dries out and the parts take up their proper
strains.

ester luisa moreno

infemufionul ﬂumenco arlist

Now teaching in San
Diego and Los Angeles

HoLLYWOOD
(213) 506-8231

RECORD REVIEWS

by Bill Regan

Someone once said that when you hear
flamenco for the first time, it all sounds
the same. Then, after a while, you get to
the point where you are able to tell the
difference between soleares, siguiriyas,
Then, after a few years, it all begins to
sound the same again. The truth is that some
people get bored and either start to play
other kinds of music or draw on their creativ-
ity within flamenco. So we have a new wave
of creativity in flamenco in Spain, led by
people like Paco de Lucia, Camaron, Lebri jano,
Manolo Sanlucar, Enrique Morente, Enrique
Melchor, Paco Cepero, and Nifio Miguel. Not
everything new is good, but neither is every-
thing old. Here are my thoughts on two new
records:

etc.

"LA LEYENDA DEL TIEMPO" (Philips 63 28 255)
Camardn de la Isla with El Tomatito and
Raimundo on guitars.

This record, Camardn's tenth not count-
ing re-releases or single tracks, was
quite a surprise since it seemed so differ-
.ent. It was the same feeling as when I
heard "Almoraima" for the first time.  The
combination of cante with electric guitars,
flamenco guitars, organ, sitar, drums,
palmas, and baile, was tastefully done,
but it took about three listenings for me
to accept it. It was interesting to hear
Camaron without Paco de Lucfa. Quality
musicians and recording make this record a
must for the record collector. Camardn,
after having recorded nine discs of cante,
is not going to sit back and sing the same
cantes with different letras for the rest
of his days. A good way to describe it is,
"doble cara hacia adelante y hacia'atras."
Camar6n has not forgotten the roots, but
doesn't want to get caught in the rut of
cliche either. The letras for this record
come from Garcfa Lorca material.'

"PERSECUSION" (Philips 91 13 004) -- Juan
Pefia "El Lebrijano) with Enrique de Melchor
and Pedro Pefia.

Excellent record! Incredible vocals by
one of the best. Again the recording was
well done and the musicians were high
quality. Lebrijano's emotion pours forth
as he sings the shocking letra. It's
obvious that he means what he says and is
not singing trite cuples. The theme of
the record is the persecution of the
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gypsies during the reign of the Reyes
Catblicos. Lebrijano wails an indictement
of Fernando and Isabel for signing into
law different measures employed in the
attempted extinction of the gypsies. The
album was not received too well in Spain;
I suppose it had the same type of effect
as did Martin Luther King in America.
Maybe it wasn't received well because most
people don't want to hear others bellyache
about how unfair the world is; flamenco
has had more appeal when it remains a
"que ja personal' rather than taking the
form of the political '"cantes de protesta."
The use of choirs is reminiscent of the
'"Misa Flamenca' and gives a spooky effect
with the imitation if the Gregorian Chant.
Narration and sound effects make the
record a big production.

—e S

Heredia Provides
Artistry Plus
Strumming Up Storm

(From: The Denver Post, Oct. 19, 1979; sent
by Candace Bevier)

By MAX PRICE

Flamenco guitarist Rene Heredia has per-
formed with a flutist, a cellist, a violinist
and with an orchestra.

During his current engagement at the
Slightly Off Center Theater he is strumming
up a flamenco storm with a percussionist,
Bataki Cambrelen of New York, known here for
his appearances at the Bonfils Theater and
with the Cleo Parker Robinson Dance Company.

At their performance Thursday night,
Heredia and Cambrelen put on an impressive
demonstration of musical communication.
Wherever Heredia led, Cambrelen followed; the
artistry of each complementing the other.

There was no program. Since Heredia is
appearing in an extended run at the Slightly
Off Center Theater, he preferred it that way,
allowing him to vary the pieces according to
his mood.

He warmed up with a rhythmic clapping
number and then moved quickly into his own
"Gypsy Jam" that underscored the links between
flamenco and jazz. A piece with an Arabian
flavor provided a nice change of pace, and
then Heredia picked up the tempo again with a
lively treatment of the familiar '"Malaguena'

and a song from '"Black Orpheus."

By then he and Cambrelen had momentum. And
it carried through the intermission into the
second half of the program.

Heredia devoted the remainder of the con-
cert to pieces from Latin America and his own
compositions, which have become favorites
with his audiences.

He and Cambrelen were really rolling as
they performed a flamenco piece with fiery
Afro-Cuban rhythms. The latter's bongo drums
made an indelible contribution.

They continued with foot-tapping, finger-
clicking folk songs that made it difficult for
the audience to sit still,

A lyrical "Etude," almost a lullaby, pro-
vided a quiet contrast. But then Heredia
turned up the voltage again with an "Inca
Fantasia' that was done to a turn and won
warm applause. Not unexpectedly, he saved
‘the best for last -- his own composition,
"Flamenco Jam,'" a showstopper that he
developed from his associations with American
jazz musicians.

It is a fairly long piece, and Heredia
never plays it exactly the same way. As much
as anything in his sizable repertoire, it
summarizes the full scope of his artistry.

Heredia and Cambrelen will be performing
at the Slightly Off Center Theater, mnext to
the Muddy Waters Coffee House, at 2549 15th
St., at 8:30 p.m. Wednesdays through Sundays
through Nov. 4.

—e TSN ——

The Miami Scene

Guitarist Chucho Vidal
> Ya %WM

This is the first in a series of articles
on flamenco artists currently in the Miami
area.

From a very early age, Cuban born Chucho
Vidal was involved in the flamenco world.
‘Before becoming the accomplished flamenco
guitarist that he is, he was a classical
guitarist. And before exclusively becoming a
flamenco guitarist, he was a bailarin.

In the mid 1940's, he began his profes-
sional career with a South American tour as a
dancer in the Ballets de Ana Maria. He then
went on tour with the Maria Antinea Company,
and then with Conchita Piquer as both a
bailarin and guitarrista. Chucho has exten-



JALEO - DECEMBER 1979

PAGE 37

sively toured Europe, South America, and the
U.S. In Spain, he performed at the Liseo de
Barcelona, was guitarist for Antonio y
Rosario and for Carmen Amaya, and he also
performed in many zarzuelas. In Cuba he per-
formed in the famous Cabalgata with cantaor
Miguel Herrero and bailaora Carmelita Vdzquez.
The Cabalgata contracted the best of Spain's
flamenco groups. Anyone who was anyone in
flamenco passed through the Cabalgata on
their way through the Caribbean and South
America. -

Chucho considers his most influential
teacher to be Sabicas. He also studied with
his good friends Manuel de Falla and maestro
Lecuona. '

Chucho Vidal is presently performing with
cantaor Miguel Herrero, bailarin Ernesto
Hernandez, and bailarina La Chiquitina at El
Cid Restaurant and Lounge in Miami. Chucho
is a very moving accompanist, lacks very
little technically, and is a "walking encyclo-
pedia' of the flamenco, regional and classi-
cal idioms, as well as popular Spanish songs.

—_—t

FLAMENCO SOCIETY
OF MINNESOTA

The purpose of the Flamenco Society of
Minnesota is to promote and keep healthy the
art of flamenco in Minnesota and surrounding
states. The ultimate aim is to form an organiza-
tion which will not only carry out this function,
but will reach out and make contact with other
such groups around the country, such as the
Flamenco Society of Detroit, and Jaleo, of San
Diego. :

The Society will hold monthly meetings
which would involve mercifully short business
sessions followed by any one of a variety of
subjects of interest to flamenco aficionados,
such as lecture-demonstrations on various aspects
of the art, mini-concerts, etc. Not only will
members of the Society provide the preceeding,
but professionals from outside the area will also
be invited to contribute.

The Society will also attempt to sponsor
flamenco concerts from time to time, featuring
local artists, and whenever possible, artists who
are in the area, on tour, and artists from other.
flamenco organizations around the country.
Bi-monthly “Juergas” will also be a part of the
Flamenco Society.

A membership in the Society will entitle the
holder to attend all meetings, receive a bi-
monthly newsletter which will list all upcoming
flamenco events, attend juergas, and all sorts
of exciting things yet to be determined. A
Special Membership will entitle the member to
also receive a monthly copy of “Jaleo”, the

informative, lengthy newsletter of the Flamenco
Society of San Diego. This newsletter contains
many articles and stories of interest to flamenco
people and is a ‘must’.

The first meeting will be held on Sunday,
September 9, at 7—00 PM at the Guild of
Performing Arts. This will be for the purpose of
discussing the structure, purposes and goals of
the Society, and electing officers of the govern-
ing board, and of the Society itself. If time
allows, plans for the following year will be
discussed. If you would like to take an active
part in the first meeting, please attend, and if
you are interested in becoming a charter member
of the Flamenco Society of Minnesota, please
fill out the form at the bottom and send it to:

FLAMENCO SOCIETY
Guild of Performing Arts
504 Cedar Avenue
Minneapolis, Minnesota 55454

JUNTA MEETING

There will be no junta meeting in
December. Happy Holidays!

JALEO MEETINGS

Preparation for layout.... Monday, Dec. 10
6:30 P.M.

Layout.....cieeveveves.... Monday, Dec. 17
4:00 P.M.

IN PHILADELPHIA

by Maria Bitting

The Spanish restaurant Don Quixote in old
Philadelphia was the scene of an after dinner
juerga. Julia Lopez, flamenco dancer-owner
did her show with guitarist Carlos Rubio and
was later joined by guests Julio Clearfield
and Pamela Kingsbury. Waiter-singer Edwards
joined in cante and Maria Bitting with palmas.
Everyone was filled with lots of '"'duende' and

fun!
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OLTAAER JOGRGA

"NEITHER RAIN NOR SNOW'"
by Juana De Alva

With the foreboding threat of rain hanging
over their patio-planned juerga, Francisco and
Elizabeth Ballardo, together with their daugh-
ters Elizabeth and Juanita turned there home
into a beautiful colmao on very short notice.
The orginally planned patio-juerga was moved
in to the 'sala', 'cuarto hondo' (or red room)
and the 'cueva' (very creatively decorated
garage).

There were many in costume and much alegria.
Some visiters of note were Spaniards Antonio
and Elda Delgado, Rose Mary Fitzgerald and
Rosario Testman who contributed to the cante
during the evening. Guitarist Miguel Achoa
from the Los Angeles area dropped in briefly.

Their was a special treat for the 'madruga-
distas' and clean up crew - Benito broke out
a paella he had under wraps and we toasted the
sunrise.

DECEMBER & JANUARY

As proposed in the November JUNTA we will
take a breather in December from juergas. On
the third Saturday in January, there will be a
general meeting at the National University
alumni cottage of active members to elect of=-
ficers and discuss the future of the JALEISTAS
juergas. I have some ideas that I am excited
about that I will present. at that meeting and
I hope that everyone will be thinking and
bring their ideas.

ANNOUNCEMENTS

Announcements are free of charge and will be
placed for two months; they must be received
by us by the 15th of the month previous to
their appearance, earlier if possible. Send
to: JALEO, P,O. BOX 4706, SAN DIEGO, CA.
92104

JALEO CORRESPONDENTS

If you would like to assist Jaleo by act-
ing as a correspondent for your city, please
contact our P.0, Box number and let us know.
We need to have an update at least every two
months. Correspondents are listed as staff
members.

past events

FLAMENCO SHOW was given for the Spanish
Society and Ethnic Group at North Carolina
University by dancers Julia Popez and Pamela
Kinsbury.

SALLY MC CLURE SPANISH GROUP, composed of four
dancers Jose, Elena, Nanette and Helena, per-
formed on Nov. 25th at the Philadelphia Re-
peratory Theater.

canada

DANCE INSTRUCTION, TORONTO
Maximiliano (Academy of Dance Arts) 2347 Yonge
Street, 483-4046,

pennsylvania

DANCE INSTRUCTION:

Maria Bitting (Philadelphia) West Chester
State University

Camillia Eurice (Harrisburg) Y.M.C.A.

GUITAR INSTRUCTION:
Frank Miller (Harrisburg) Y.M.C.A.

new york...

CHATEAU MADRID - Lexington Hotel, 48th & Lexing-
ton, New York City features dancers Gloria
Catala, Patricia Martinez, singer Paco Ortiz
and guitarist Pedrfeo Cortez.

DON PEPE - 347 Amsterdam Ave, New York City
(Tel. 212-787-5706) "Espanolisimas'

LA CORUNA - 249 W. l4th St., New York City
Tel. 212-242-1834 features dancer Estrella
Morena, singer Pepe de Malaga and guitarist
Pedro Cortes, Jr.

LA VERBENA - 569 Hudson St., New York City
features dancer Mara, singer Alberto de Montan
And guitarist-singer Antonio de Jesus. '
MESON FLAMENCO - 207 W. l4th St., New York
City, (Tel. 212-243-9205). Performing are
dancer Aurora Reyes, singer Paco Montes and
guitarist Miguel Cespedes.

DON QUIXOTE Restaurant is featuring the danc-
ing of Maximiliano and Suzanne Hauser with
guitarist Victor Kolstee. (Rochester)

MARIA BENITEZ - ESTAMPA FLAMENCA. The Dance

Umbrella, Camera Mart/Stage One, 460 W. 54th

St., New York City, Nov. 21, 23, 25

LUIS RIVERA SPANISH DANCE CQ. Brooklyn Center
for the Performing Arts at Brooklyn College,

N.Y. Feb. 16 & 17










