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. LETTERS

Dear Jaleo,

The December issue of Jaleo has to be the
very best yet! The entire issue was great but
"Festivales y Tablaos '79" by Roberto y La
Vikinga was most exciting to me because it
brought back such vivid memories of my past
visits to Spain...not only to the ''tablaos'" of
flamenco, but the people who made my trips to
Spain so very special. The mere mention of
"Amor de Dios'" and dance classes with Paco
Ferndndez brought back beautiful memories of a
friendship with Paco which developed when he
was with Jose Greco in the late 50's and early
'60's. In 1962, when Paco accompanied us on a
side trip to Segovia the hours were filled
with laughter and reminiscence of times with
various members of Jos€ Greco's company
through the years. The "Alcazar'" and the
"acueducto romano', and the city itself held a
magic that I could only dream of experiencing
before! ,

There were other times with Paco in Spain
which made our trips there so wonderful -- the
flamenco shows, and long walks through ''Madrid
antigua', expresso coffee in the sidewalk
cafes...but another year when Paco came to
our hotel on the Puerta del Sol (1964) and
the noise on the street below was deafening,
he said, '"Ma-ri-leén! -- Aye, you can not
sleep here!'" It was my idea to stay in "Old
Madrid'" so we could walk to the interesting
shops, etc. "But," Paco said, "absolutely not
~-- you are coming home with me!" With this
he began picking up our suitcases and we spent
the rest of our time in Madrid with Paco and
his delightful mother.

Another dancer, Felix Granados (and his
wife) lived in the apartment above Paco. They
would often stamp (or dance) messages to each
other through the floor/ceiling.

Paco was dancing with Mariemma at the
"Zarzuela'" in Madrid in 1964 and every night
for about 4 or 5 days which we had left in
Madrid, I went with Paco to the Zarzuela and
watched rehearsals and the program from the
side wings. Though I enjoyed the '"Ballet
Suite'", boleros, and folklorico, my favorite
was and always is flamenco!

We also met "El Poeta" (Jose Cala) at the
"Patio Andaluz" in Sevilla in 1964. The dan-
cer, Paco Chavero and Jose insisted on play-
ing and singing and dancing for our group
after closing one night (in other words, our
own juerga!) in a little room in Triana until
dawn. They accepted no money from us -- 'Just
more wine and tapas." I'm sure that the
attractive Mexican-American friend of ours in
our group was one incentive for the juerga,

and the Spaniards could not believe that a
blond American could be so 'muts" about fla-
menco -- or so knowledgable! By 1964, my
Spanish had improved a bit too, so I always
talked with the flamenco performers.

We saw Jos€ Cala "El Poeta' again in San
Diego when he played for Manuela Vargas a few
years later -- and again in 1970 in Sevilla at
"Los Gallos'".

Each issue of Jaleo fires up my enthusiasm
for flamenco anew and causes me to dream of

another trip to Spain.

An aficionada,
Marilyn Bishop
(see photo on page 30)

(From ABC, fall 1979; sent by Henry Adams of
Guitar and Lute MagaZine)

At ninety years of age, Pastora Imperio
has died. She had already entered into the
kingdom of legend and magic.

She was the daughter of famous bailaora,
La Mejorana and was, until almost the hour of
her death, the major exponent of a dance art
that was ultra-Spanish. Pastora Imperio, who
began the style of dancing flamenco in the
bata de cola, was the most illustrious insti-
tution in the history of Spanish folklore.
Her name is linked to the world of arts,
letters, and theatrical presentations of this
century. Benavente gave her her last name
upon seeing her dance as a child, when he
exclaimed, ""This Pastora is worth an
"imperio' (empire)!'" The debut of De Falla's
"El Amor Brujo' in 1915 gave her success;
her marriage to Rafael "El Gallo'" gave her
romance; her American journies made her
extremely famous. She was the inspiration
of writers, artists, sculptors.

All that remains now of that brilliant
bailaora is the memory, some old movies, and
the personification of her dance in some
paintings by Julio Romero de Torres or the
dancer modeled by Mariano Benillure. All of
Spain mourns her death.

DON QUIXOTE RESTAURANT

A DINING ADVENTURE IN
SPANISH AND MEXICAN FOOD
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Fandangos del Cerro
vy Faco Sevilla

In an early issue of Jaleo (Vol.I, No. 2),
I wrote a brief article dealing with the
different styles of fandangos de Huelva. I
had only begun to understand the differences
between the many fandangos melodies and was
vague in describing them. Since that time,

I have come to be more familiar with a number
of the melodies and their origins, and I plan
to share this information in a series of
articles. There certainly are people who

know much more about this than I and there
may be books on the subject, so I hope readers
will add their input.

What we call '"fandangos de Huelva' normally
refers to a variety of fandangos melodies
that originally came from different parts of
the province of Huelva. These distinct
melodies and characteristic letras have been
lumped together and sung without regard for
their differences until most aficionados have
ceased to be aware of the styles and their
origins. To make matters worse, letras are
often indescriminately sung to many different
melodies which further obscures the original
source of the verses. However, many melodies
can still be identified by the town of their
origin or, in a few cases, by the name of
their creator.

Why bother to distinguish the different
types? I can think of several reasons:
Naming the melodies provides a means of
communication. Some of the styles vary in
their accent patterns so that a dancer might
prefer a certain type. Different melodies
fall in different parts of a singer's vocal
range and the guitarist may have to place his
cejilla differently, according to the style
to be sung. Artists who must perform
fandangos several times during an evening's
work can vary them by singing each set in a
different style. It is nice to be able to
choose whether to sing a set in one style or
to mix styles. I think it is worthwhile,
just for interest's sake and to maintain
variety within the fandangos, to preserve
some of the less often heard melodies and
attempt to keep the letras consistent with
their original melodies. I believe that
anything that adds variety to flamenco within
traditional guidelines is beneficial to the
art.

For each style, I plan to give some
examples of the coplas and write out the
basic melody, but I don't think they can be
learned from just the printed material -- the

melody will not be complete enough. Therefore
whenever possible, I will give common record
sources where the fandango can be heard.

FANDANGOS DEL CERRO

The small town of El Cerro lies roughly in
the center of the province of Huelva, in the
mountains of the Sierra de Andevalo, 60-70
kilometers north of the city of Huelva. There
are frequent references in the letras to San
Benito, which I assume is a pueblo near El
Cerro, but too small to be found on most maps.

The distinctive melody of the fandangos
from E1 Cerro, which is played in C-major
tones (all of my discussions of fandangos will
be based on the E-phrygian mode), has the
unusual quality of combining two different
rhythm patterns. Fandangos coplas normally
fall into one of two patterns: One accent
pattern stresses every other beat, resulting
in acount of 1 & 2 & 3 & 4 & 5 & 6 & (repeat
for the total 12-count of one line of cante).
The other pattern is like a bulerfas 12-count,
12 &1 &2 &3 &46&5&6 &7 6&86&9&10&
11 & or, to make the count more consistent
with the first pattern, we count 1 & 2 & 3 &
4&5&6 &7 &8&9 & 10 &1l & 12, The
fandangos del Cerro is unique in that it
maintains the first pattern for all lines
except the fifth, which is done with the
second type of accentuation.

Here is the melody: ¥
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*(For convenience and to assist with
accentuaticn, I have written this in
6/4 time; count six beats to the measure.)

The most common themes of the coplas are
the mountains, horses, and, of course,
romance. It may only be coincidence, but
notice that in the romantic coplas I have
listed, "eyes" are a frequently mentioned
subject. Like all fandangos, the coplas
are four or five lines of poetic verse, with
repeated lines used to fill out the six lines
of the cante. I have placed the repeats in
parenthesis. You will notice that in most
cases each line is composed of the tradition-
al eight syllables, but there are nine notes
to sing; in most instances, the last vowel
in the line is sustained and re-stressed for
the last note.

I have been unable to locate this style
on any commonly available record. Some of the
coplas listed here are found on records by
Rocfo Jurado and Los Marismefios, but I do not
know the names of the records. A couple of
them come from "Antologia de Cantes de Huelva:
Fandangos'" (Accibén AC 40.022) sung by Miguel
Pichardo and there are some on another record
called "Antologia de los Fandangos de Huelva'
(Movieplay 23.0052/8) sung by los Rocieros.
The example you are most likely to find is
the "Fandangos del Cerro' by Fosforito on his
records with Paco de Lucia (Belter). The
problem with Fosforito's version is that it
has been altered slightly to make it more
"flamenco'" (most popular singers of fandangos
are not flamenco singers); Fosforito takes
great liberties with the melody, so it is not
the best example to learn from. Also, the
letras (see below) do not seem to be from
El Cerro, since they refer specifically to
the towns of Ayamonte and Almonte -- neither
of which is anywhere near El Cerro; the verse
content of one letra is consistent with the
El Cerro themes, while the other definitely
is not.

For those who know the melody and wish to
sing some of these coplas, I have placed
accent marks in the verses to coincide with
those in the wrijften music. This should give
at least a rough idea of how the words are
grouped and sentences phrased.

ester luisa moreno

international flamenco artist

Now teaching in San
Diego and Los Angeles

HoLLYWoOoD
(213) 506-8231
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MOUNTAINS AND HORSES

(me fui al cerro una mafiana)
Al tiempo que amanecfa,

me fui al cerro una mafiana;
me encontré una flor temprana
saludando al nuevo dfia

entre sus volantes granas.

At the hour of dawn

I went to the hilltop one morning;
I came across an early flower
greeting the new day

from between its red ruffles,

< < <
(roc1ero y. cazaor)

Sefiores yo soy del Cerro,<
r001er0 y cazaor; < <
con mi escopeta y m1 perro
yo me siento superior.”

(Sen8res, yo soy del Cerro)

Sefiores, I am from El Cerro;
I am a Rociero and a hunter;
with my shotgun and my dog
I feel wonderful.

3 < “ 3 <
(Juan de la Cruz va cantando)
Entre Portigal y Espafia ¢
Juan de la Cruz va cantando
"yiva mi jaca castana,
12 perla d€1 contrabdndo.'
(Entre Rortugal y Espana)

<

Between Portugal and Spain
Juan de la Cruz goes singing,
"Long live my chestnut pony,
pearl of the smuggling trade."

(n1 1o camblo ni 1o véndo)<
K mi caballo retinto

ni lo camblo ni lo vendo.
Me lo regalo su dueflo
camlno de San Benito *

por un fandango cerréfo.”

My roan horse,

I would neither trade nor sell.

It was given to me by its owner

on the road to San Benito

in exchange for a fandango del Cerro.
< <

(que re11ncha de alegrla)

Se ve pasar a m1 caballo,‘

que relincha dé alegrla

Qué de verdad 18 ha sentlo

que 11ega 14 romerla

y éstd 10qu1to perdfo.

My horse can be seen passing by;
he whinnies with joy.
Truly he has felt it,
that the romerfa is coming,
and he is going crazy.

<
(el tambor11 resbalo)
Al pasar por 13 rivera
el tamboril resbals. ,
Se éncomind$ a San Benito
y una adelfi lo salvd.
(Al pasar por la rivera)

(not translated due to some ambiguities)

(a San Benlto er cagote)
< I3
Yo soy barberd y afeito
a San Benito eE cagote
con un calagozo viejo
que me d1eron los del montek
16s de los montés del Cerro.

I am a barber and I shave

the back of the neck of Saint Benito

with an old knife

given to me by the people of the -
mountain,

those from the mountains of El Cerro.

ROMANCE

(la maseta en 1a ventana)
< <
En el monte S&n Benito®
la naceta en la ventana
y en El Cérro aquel moc1to,<
que pena tarde J manana
pér culpa dé mis OJltO(S)

In the mountain of San Benito

the flower pot is in the window,
and in El Cerro is that young man
‘who suffers afternoon and morning
just because of my eyes.

< < <
(en el Corral del ConseJo)
Con tus OJOS mé encontrd
en el Corral del Consejo,
y como me m{rarlas<
que de ti me enamore
pa los restds dé la vfa.

I found your eyes

in the Corral del Consejo,
and the way you looked at me
caused me to fall in love
for the rest of my life.
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(vete a vivir a la sierra)
Bonita cémo el madrofo

vete a vivir a la sierra,
que ya que no te gozo,

que mis ojos no te vean
puesta en las manos de otro.

Beautiful like the strawberry tree,

go and live in the mountains,

now that I don't have the pleasure
of you,

so that my eyes won't see you

in the hands of another.

(pedazo del corazén)

Si el amarte me costara
pedazo del corazdn,

del mfio me lo arrancara
pa darle conversacidn

a los ojos de tu cara.

If loving you would cost me
a piece of my heart,

I would tear it from mine
just to make conversation
for those eyes in your face.

(se nace para sufrlg)

En el mundd nf dudar

se nace para sufrlr ‘

sufre quien sabe callar, .
calla quien sabe sent1r

y siente qulen sébe amar.

There is no doubt that in this world
we are born to suffer;

he suffers who knows how to be quiet,

he is quiet who knows how to feel,
and he feels who knows how to love.

SUNG BY FOSFORITO

(al galope de mi jaca)

Cada vez que el sol se esconde,
al galope de mi jaca,

recorro valle y monte

por ver la mujer mas guapa

que ha nacio en Ayamonte.

Each time the sun goes down,

to the gallop of my pony,

I travel valley and mountain

to see the most beautiful woman
who was ever born in Ayamonte.

Repicando la campana;

su trino lanzan al viento.
Resuenan ya la compana,
suenan porque esta saliendo,
sin pecado, de Triana,
reina de lo almontefio.

The bells are ringing;

their trills go forth on the wind.
The bells are echoing now,
sounding because leaving

from Triana, free from sin,

is the queen of Almonte.

_S

The Vlrtuoso And The

(from: Time Out, May 1979)

Paco Pena, one of the most highly regarded
practitioners of flamenco guitar, performs
with a little help from his friends on the
South Bank this weekend. Jan Murray talked to
him about doing right by the gypsy tradition.

"Flamenco isn't just a musical form, it's a
whole culture, an expression of the basic
emotions of a deprived people. You find gyp-
sies all over Europe, but it was only in Anda-
lucfa that they created flamenco, because of
their inter-action with Jews and Arabs. In
that sense, flamenco is also a geographical
phenomenon."
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Paco Pella speaks of flamenco with justifi-
able authority. Not only was he born in the
right place, Cordoba, but he has been earning
his living as a flamenco guitarist since he
was 12, His family was large and poor; his
mother sold vegetables in the market and his
father drifted in for a visit from time to
time. Paco was small and cute. He imitated
his older brother's guitar playing, people
thought he was adorable, and without ever
taking a formal music lesson, he found him-
self able to contribute to family finances.

'"We always needed money, always. We were
very humble. But it wasn't because of that I
took up the guitar. Music has always been
important to me, and very early on I decided
that it would be my life. Eventually I tra-
velled to Barcelona and Madrid to play and to
learn, but I got fed up with the vulgarity of
Costa Brava flamenco and when a troupe I was
with performed in London, I stayed behind."

That was in 1963. Paco played in Spanish
restaurants, washed dishes, acquired fluent
command of English and a few pupils. His
debut at the Wigmore Hall was highly praised,
a well-known management took him on, he formed
his own flamenco company, he made records.
Today, Paco Pena's life is that of the success-
ful concert artist, touring the globe, making
television appearances (the BBC documentary,
'Flamenco: The World of Paco Pena' will be
screened again on June 10), sharing the odd
concert with distinguished classical guitar-
ists like John Williams and Carlos Bonell,
organising new programmes for his flamenco
company (which, incidentally, will play
Sadler's Wells again in September).

So where does he go from this comfortable
niche? For starters, he is giving his first
solo concert at that most daunting of halls,
the Royal Festival, on Saturday. Not exactly
solo, because he will be supported by two less
established guitarists, a singer, and a famous
Spanish dancer who will nevertheless be em-
ployed on the occasion as a castanet player.

"It's a bit like going to Mecca, to play
on your own at Festival Hall. When the offer
arrived I was flattered and honoured and
thought, well, I could take my company there
but that's too easy. This must be my own
show. So then I started to think about how I
could add a new element, some variety, and I
invited the other artists. It's interesting
working out ensenbles for the three guitars.
But I'll play alone for half the concert."

Which should please his many fans. Paco
has become so popular because he presents his
art with an endearing combination of technical
virtuosity and utter relaxation. He doesn't
go in for the tempestuous image, the greasy

A\

spit curls, the flashy jacket, the sweat and
the hysteria of a Manitas de Plata. He often
chats to his audience, introducing the pieces,
giving a lucid history of flamenco, taking
everyone into his confidence (or so it seems),
making clear his total commitment to the heri-
tage that has nurtured him. He's still small
and cute, and he talks almost as well as he
plays. A born communicator, his integrity
cannot be questioned, and it is the purity of
vision which has made his troupe one of the
test in the business: passion and fervour
without sequins or hype.

"The older I become the more I realise how
devastingly difficult is my task. There is
so much ground to be covered in flamenco that
there is almost too much for one lifetime. I
know I have become more authoritative in my
work, yet I'm always reaching towards a level,
I should say a depth, of understanding, which
I may never achieve. My music is immediate
music, but the challenges continue. 1 can
never forget just how difficult it is to do
justice to a tradition that goes back to the
year one."

_—
Paco Pena & Loli Flores

(from: Sunday Telegraph, London,
Summer 1979)

It seemed that the only English word Loli
Flores knew was "wicky'. She needs 'wicky",
she said, before flinging herself into a fla-
menco dance. Ah....whiskey. She provides the
full-blooded, raw, emotional element in Paco
Pena's flamenco troupe, which has been stamp-
ing and thrumming round Britain for the past
two months and begins two weeks at London's

‘Sadler's Wells Theatre tomorrow.

"I had one cool, classic, refined dancer,"
explained Paco. '"I also needed someone dif-
ferent, someone earthier and not refined. So
I picked Loli." At this the dramatic Loli
from Seville stretched her long sunburnt arms
approvingly.

She then let it be known through the medium
of a translator that "when Paco plays a bad
rhythm I feel like punching him on the nose."
She can certainly look fierce when drawing up
her vivid eyebrows and stamping her formidable
foot.

She recently had a daughter, we were told.
So, Loli left a husband behind in Seville?
"Husband? No, no husband. Not Loli."
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adapt to, and for me to transmit that in two
days was a little difficult." Does flamenco
belong on a stage?

"I think that one is not doing anything
that one shouldn't be doing. I have always
said that the concert or theatre situation is
a compromise, and something has to get lost.
If you go to a bar to hear flamenco, you are
actually participating, helping to create the
atmosphere by drinking, talking and so on.

On the stage sincerity in the music carries it
through. I respect the roots of the music,
and I am convinced that this is appreciated
by the public.

I don't like to rehearse things too much;
the show should not look prepared; it must be
spontaneous. In fact, I never rehearse any
individual dance any more than to know a very
rough idea of the direction that the dance is
going to take. There is a dancer there that
I respect, and I like to leave them free to
create. The organization that I do, is
preparing the show as a whole."

Simplicity is probably the answer for you,
said I, but it comes to my mind that I have
seen here shows such as Pilobolus, Black
Theatre of Prague, and Netherlands dance
theatre which have required an immense amount
of staging...

"Mind boggling for me! I like simplicity,
I pursue simplicity, it is the personality of
my art.'" But could flamenco be given a com-
plex staging without harm? '"I know what you
mean; it is a terrific compromise. As a
matter of fact you have said something .that
is currently in my mind, because I have been
asked by an Opera company to organize the
choreography for the Falla ballets. My idea
is to use real flamenco dancers, that is how
Falla thought of it. It has been done, but
not in the way that I have in mind."

Returning to the subject of the current
show, I asked Paco if he was pleased with it?
"Yes, there is new material, the people excel,
and Loli Flores, the main addition to the
show, is an excellent dancer. 1In a way the
show has been a breakthrough, we are going to
make a continuity." Keeping it pure, I inter-
rupted. "I can't do anything else, it's
inevitable.," I believe there is a place for
experiment, such as using a synthesizer,
altering the cante in some way, or whatever,
but I imagine that you are not going to move
in that direction?

"I tell you what, there is not time, some
may have more energy than I, I have so much on
my plate as it is, I find it difficult to
divert my attention from what I have to do.

I also think that a tradition which is as old
and established as flamenco ought to know.

Perhaps these new ideas could work, but I do
have an immense respect for tradition. If it
hasn't happened that way...even if these ex-
periments are successful they are not going
to replace what is there, they are not going
to improve, they may add dimension. 1In any
case, flamenco has changed immensely in the
last fifty years, it is not as if it is
standing still."

Dance in Color

By Mariquita Flores

I have always been amazed by the fact that
dancers will exert great effort in perfecting
the physical elements of their chosen medium
while often ignoring (or at least paying mini-
mal attention to) some of the vital staging
elements necessary to convey their artistic
message to the audience. Just think for a
moment ,...the prime objective of your artistic
effort as a dancer is to create in the mind of
your audience a visual image embodied in
strong emotional overtones based on interpre-
tation, characterization, and personification
of the accompanying musical score. But, what
if your audience can't see you perform? To
what avail have been the many hours of prac-
tice in perfecting movements and lines? What
message would they carry to the audience then?

I use total audience blindness only to add
impact to the point I am making. Since I
haven't met a dancer (or any performing artist
for that matter) who doesn't seem to under-
stand the importance of selecting costume and
make-up colors that best suit their own image
and the image they intend to portray, I ‘
assume that most dancers instinctively know
that they '"dance in color". But, at the same
time, most dancers don't seem to realize the
effect that colored lighting can have on that
image. And this is not a problem that should
automatically be relegated to the jurisdic-
tion of the stage hand (who might have an
aversion to blue, yellow, orange, etc. -- or
who might even be color-blind) -- after all,
it's your performance.

The more you understand about stage light-
ing and its effects, color and color percep-
tion, the better your chances of elevating an
excellent performance into the realm of per-
fection. I cannot stress too much that color
perception (the color one sees) is dependent
on two basic elements: (1) the colorants con-
tained in costumes, make-up, skin texture,
hair, etc., and (2) the color content of the
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light being used. A change in either of
these two basic elements will change the
color perception of your audience. What you
have carefully designed to be beautiful (if,
in fact, you have been careful in design) may,
through a change in lighting, end up being
somewhat less than beatiful -- even to the
point of being ugly. This subject was of
sufficient concern to me that I made it a
practice to bring my own gels (light filters)
and light fixtures on occasion to each of my
performances -- and I encourage other artists
to do the same., Also, I caution dancers
regarding the use of trick lighting such as
strobe lighting. This type of lighting, in
spite of its psychedelic effect, distorts to
such a degree that the audience must expend
its total energy in a vain attempt to per-
ceive the complete performance. It is need-
less to say then that, in their cases, '"dance
in color" has been completely lost or
destroyed as an art form.

The following items should serve as a
guide in understanding color in light,
scenery, costume and make-up:

LIGHTING TERMINOLOGY

COMPOSITION OF LIGHTS: The employment of light
as an element in design in space. Without
light, design is lost. Without design,
lighting is only illumination.

DISTRIBUTION OF LIGHTS: The way in which light
in any quantity or color is spread or distri-
buted over the dancing area and the back-
ground.

SPECIFIC ILLUMINATION: Light from specific
directions balanced by shade, shadow and
areas of different degrees of brightness with
some variety of color.

GENERAL ILLUMINATION: Shadowless lighting pro-
ducing a general tonality over the whole
stage area.

WHITE LIGHT: Light of all colors.

PRIMARY COLORS: The primary colors in pigments
are blue, yellow and red, but in light the
primary colors are green, blue and red.

SECONDARY COLORS: The secondary colors in
light are yellow, magenta and blue-green.

The colors are made by mixing light of two
primary colors.

HUE: The property of a color which distin-
guishes it from another in terms of its posi-
tion in a spectrum. (Red is a hue)

AVERAGE LIGHT: Light which has a balance of
all colors. With average light the warm
colors (red, yellow, etc.) advance.

UNDER-AVERAGE LIGHT: With under-average light
cool colors (blues and greens) tend to
recede.

DIM: To lower the intensity of stage lights.

DIMMER: Device for controlling the intensity
of a single light or group of lights.

FLOODS: A single large light, used for broad
surfaces. It cannot be focused.

HOT SPOTS: Areas of the stage strongly illumi-
nated by specific light.

HOUSE LIGHTS: Light which illuminates the
part of the theater occupied by the audience,

WORK LIGHTS or REHEARSAL LIGHTS: Diffused
white light from floods or strips.

CONCEPTS OF COLOR IN LIGHTS:

WHITE: purity, peace, innocence, goodness,
absolute perfection, searching, revealing.

YELLOW: gaiety.

RED: excitement, rage, fire, passion, sus-
pense, blood.

GREEN: earthly, devilish, mysterious, hope,
rejuvenation.

VIOLET: dignity, royalty, splendor.

BLUE: serene.

AMBER: warmth.

LIGHT AMBER: sunlight.

PINK: warm, healthy.

LIGHT BLUE or LIGHT GREEN: moonlight.

VIOLET and DAYLIGHT BLUE: afternoon.

BLUE and PINK: pleasant and lyrical.

HARSH COLORS: unscrupulousness.

COOL TINTS: sweetness, calmmness.

COOL LIGHTS: green-yellow through greens and
blues to blue-violet.

WARM LIGHTS: ambers, pink and similar hues.

EFFECT OF COLOR LIGHTING ON COSTUMES:

Colors for costumes should not blend with
background scenery.

Lights of a similar hue will enhance the
beauty of the fabric.

Light of a complementary hue will gray a
costume.

White and light gray will assume the color of
the lights.

To intensify colors in fabric (either for
scenery or costumes) light of the similar
color is used for brilliance.

Black is excellent for contrasts and ties
bright colors together.

Black alone suggests sophistication, sorrow,
in costume or in dance motif.

Red is beautiful with pink lights.
Yellow-amber or yellow can be gray in light
blue light, or black in pure blue light.

The reverse is also true.

Brown is good with light amber or pink for
highlights of bronze.

Blue needs shades of blue or green lights,
also good with pink. Blue is grayed in
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Montero, who was a native of Algeciras,
raised in Jerez from his eleventh year, and
nicknamed 'Torre' because of his extraordinary
height. This nickname was inherited by the
son, who had the same physical size as his
father and, perhaps, because of this many
have always believed that it was Manuel's real
last name, even adding an 's'" to it, which
was never in the alias.

He was born in the barrio of San Miguel,
at 22 Alamos Str :t, on December 5, 1878, and
was registered in the courthouse as the son
of Juan de Soto Montero and Tomasa Loreto
Vargas, who were married with three living
children: Juan, Gabriela, and Juana. The legal
name of Manuel 'Torre' is, therefore, Manuel
Soto Loreto; there exists in the family the
curious fact that another son was born later,
in 1880, and given the legal name of Manuel
Luis, both 'Manueles' appearing registered
in the city census of 1885 and later years,
although the second Manuel is now called
only "Luis", from which we deduce that it
was by this name that he was known and called
within his family.

We shouldn't find strange this coinci-
dence of names, since it has happened more
than once in the towns of Andalucfa and, in
Jerez, specifically, we know of a case where
three sons were named Antonio, due to an
obsession of the father.

The first artistic steps of Manuel Torre,
which even at the earliest stages showed his
unusual abilities in the cante, took place in
the cafe cantante 'Vera Cruz', one of seve-
ral existing in the city of his birth in
those times. He was still a child. His
teachers were Manuel Molina, Carito, El
Chato, Los Locos, and Los Marrurros; from all
of them he learned the things that best
suited his personal way of saying 'lo jondo'
(the profound). They began to speak of him
as the successful continuer of the best
schools of the cante. He assimilated also
the styles of Paco 'La Perla', El Viejo de
la Isla, and the siguiriyas of El Nitri, from
whom he also seems to have copied his extra-
vagant life style; a genius among genuises --
Garcia Lorca called him one of the men with
the most culture in his blood -- he created
his own style, unique, unusual, and full of
duende. Someone has said, somewhere, that
the cante of Manuel Torre was 'like a long
and profound trembling that began many cen-
turies ago.'" Perhaps it is true. More than
twenty seven years after his death (Juan de
la Plata says this in the year he wrote the
book), his voice on records still succeeds
in giving goosebumps to those who
listen.

"Many were the cafes cantantes that trem-

bled with the powerful roar of that lion of
the cante. His coplas were the sadest that
have been sung, and nobody, absolutely nobody
after him, has sung the siguiriya de Jerez
better:

Era un dia senalaito

de Santiago y Santa Ana;

yo le rogue” a Dios que le aliviara a mi
mare

las ducas de su corazdn.

It was a day to remember,

the day of Santiago and Santa Anaj

I pleaded with God for him to alleviate the
suffering in my mother's heart.

"Manuel Torre sang of an anguished suffer-
ing that was inconsolible. His was a power-
ful suffering, terrible and cruel, that
little by little brought illness into his
chest.

"In Sevilla they baptized Manuel Soto
Loreto with a new alias: 'Nino de Jerez'

And in Sevilla he made his home for many
years, until the day of his death, July 21,
1933, on the small narrow Amapola Street. 1In
that capital city, he achieved his greatest
artistic triumphs and, from there, he went
out to cut records and sing all over Spain.

"He was married (?) to the ''graciosa"
bailaora known as 'La Gamba'. In his last
years he hardly ever performed in public.

The last time he sang in Jerez was during the
centennial celebration of the Bodega Domecqg
in 1930.

"When Manuel Torre died in Sevilla, sur-
rounded by the greatest of miseries and his
daughters, greyhounds and fighting roosters,
his unique duende died with him:

Cuatro soleares de luto,
cuatro jipifosagoreros,

cuatro siguiriyas negras
iban formando el cortejo.

Four soleares in mournlng,

four ominous lellos’

four black siguiriyas

made up the funeral procession.

"His death was the sad epilogue of the
finest period of the cantes of Jerez. To
immortalize him, in November 1959, the
government of his city of birth ordered a
commemorative plaque placed on the house
where he was born, at the request of the
Catedra de Flamencologfia.

TWO ANECDOTES

I. The following anecdote is recalled by
Pedro Camacho Galindo in his book, Los Payos
Tambieh Cantan Flamenco:

One day Manuel Torre, Don Antonio Chacdn,
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and the brilliant guitarist, Don Ramon
Montoya, were contracted for a flamenco
juerga. Chacon sang with his natural abili-
ties and mastery; Montoya accompanied with
his characteristic brilliance. But Manuel
Torre was not in the mood and could only
articulate this or that reason for being out
of sorts. The hour arrived to collect their
fees and Don Antonio, who was always the
head of the group, asked to collect "for
Montoya,'" he said, "five duros, and for
Manuel and me, ten duros each." "It seems
fair to us,'" objected one of the juerga-
goers, ''that you and Montoya should collect
the agreed-upon amount, and even more. But
Manuel Torre has not sung during the whole

fiesta!" "And if he had sung?" pronounced
Don Antonio. And with that, the matter was
settled.

II

We have here, for the better understanding
of the life of Manuel Torre, an anecdote that
appeared on the page, ''Voz, Cuerda, y Baile"
of El Correo de Andalucia, recounted by the
great writer Manuel Barrios on August 31,
1975.

"One day they call Manuel and his brother
Pepe to a nearby bar. When they arrive they
see a worried man, who, without preamble,
presented to them his proposition. He is the
impresario of the theater in Castilblanco de

los Arroyos.

"I will confess to you the truth," says
the determined man, "I have announced your
performance in my town this next Sunday and I
have sold all of the tickets. If you don't
go, it will be my ruin."

"Well, I won't go, because you shouldn't
have announced me without being able to count
on me...whatever happens, I am not going to
Castilblanco."

The poor impresario, tears in his eyes,
pleaded with him. Manuel, stood his ground
and further insistance was useless. Pepe,
feeling sorry for the man, gets an idea.

"Hey," asks Pepe with a wink, "are you
still the owner of that hound dog?"

The other didn't know what he was talking
about, but is quick to catch on and join in,
"I have her and each day she is a better
hunter."

Manuel Torre, when he hears them talking
of a hunting dog, changes his attitude and
becomes interested in the conversation that
is continuing between his brother and the
stranger.

"A truly good dog...

"That good?" asked Manuel, definitely
interested.

The impresario continues lying with an

"

amazing assurance, "Even better. And, tell
me, will you go to Castilblanco if I give her
to you?"

Not one more word. The deal was settled.
A hound takes Manuel Torre to sing in that
tiny theater filled with people. When the
time comes for the Nifio de Jerez to sing, he
looks for the impresario and asks him, "And
the dog? Bring her now, right now," says
Manuel, "If I don't see the dog, I won't
sing!"

The public is becoming impatient. The
impresario and Pepe go out into the night in

-search of a mongrel because they know that if

they don't find one, Torre will return to
Sevilla withoug singing...Finally they tie
up a dog that, being a hound, has little
value, but serves the purpose. They show it
to Manuel from a distance and then, and only
then, Torre goes out in the modest footlights
and sings.

You don't have to be told that Manuel
Torre, when he saw the dog up close, wanted
to kill the impressario...and even his
brother Pepe.
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Flamenco Incarnate:
CARLOS MONTOYA

(from: The News World, Oct. 29, 1978; sent
by La Vikinga and Roberto Reyes)
By Arlene B. Isaacs

To interview Carlos Montoya means to talk
about flamenco. Music teachers and their
influence are irrelevant. It is '"feeling"
that is omnipotent.

Flamenco is gypsy and Montoya tells you
that gypsies instinctively dislike musicolo-
gists, or for that matter, anyone who wants t¢
capture for posterity the illusive quality of
the art. Art is a personal expression of
man's soul.

In his living room, filled with casually
placed awards and honors, hazel-eyed Montoya
sat in an armchair. '"The young today play
very well. But there are two ways to play
the guitar: to play it or to make art with it.
You must be born with this, this 'feeling.'

"My 'Suite Flamenco' I have performed
dozens of times with symphony orchestras
throughout the world. Recently in St. Louis
for the seventh time. This month in Denver.
No one has ever performed it but Montoya =-- it
is the expression cf my soul."

Born in Madrid 75 years ago, Montoya is a
"gitano por los cuatro costados," or, "gypsy
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on all four sides." His uncle was a great
guitarist. But it was his mother who showed
him the basic chords and scales and made him
practice.

His training was the school of experience.
Sixty years ago, in short pants he began his
career.

A chat with Montoya and his wife Sally was
a conversation in English interspersed with
brief but animated exchanges in Spanish. He
seemed content to allow Mrs. Montoya to fre-
quently interpret for him.

Montoya began, "I joined the cuadro fla-
menco, where traditionally there are two
guitarists in the center of the stage, dancers
on either side, and on the ends, the singers.
We performed on a small stage -- in a tavern.
People came and sat at tables and listened. 1
was asked to play solo guitar after the show
had finished. This was most unusual."

This small, round, gentle maestro continued
in Spanish -- his wife interpreting:

"The great dancer La Argentina came to
Madrid looking for a guitarist for her engage-
ment at the Paris Opera House. She selected
the best -- Carlos. And he stayed with her
until her death in 1948. Only then did he
begin his career as a solo concert artist."

Montoya reminisced: 'Argentina was really
the first solo dancer. She was 'tremenda' ".
After another interlude in Spanish, Mrs.
Montoya went on:

'""She was an elegant dancer. She had
passion, not the fire and brimstone variety
like Carmen Amaya. No, Argentina had subtlety
and a smile that filled the entire Opera House

"Today there is one, Pilar Lopez, an old-
timer -- not of Carlos' generation, but still,
on in years. She performs on occasion and her
students are the best around."

The conversation turned to teaching
flamenco.

Gently but firmly Montoya continued: '"There

are many good technicians. But, originality

and feeling =-- that is difficult to find to-

day. You can master the instrument and still
not be master of the guitar."

"In Jerez and Andalucia exist small groups
of flamenco musicians. They are not the per-
formers you see on the big stages in Madrid --
these (performers) are content to perform for
themselves."

"Spain has 35 million inhabitants and had
30 million tourists last year," volunteered
Mrs. Montoya. ''No doubt they feel obliged to
see an 'authentic' flamenco show. But these
are rarely found on the professional arenas of
Madrid."

"Did you know that if you ask someone,
you flamenco?' it means are you a gypsy?
Gypsies live in the moment. They are not

'are

commercial. They're not an organized people,
they have no schools to propagate the 'tra-
dition.' Each one has his own dance, his own
melody."

Together they recalled that in the early
years the women were ''dumpy'" and did little
demanding heel work. The seated males filled
in the beats with their footwork. The women
swirled their floor-length skirts suggestively;
their forte was in their arms and hands.

Will the maestro write a book? Smiling
shyly he replied, "Sally will write for me."

And what of his compositions?

Mrs. Montoya revealed, 'He often changes
the order of themes and adds new variations."

Montoya, who neither reads nor writes
music, enlisted the help of Julio Esteban to
write his "Suite Flamenco." "Each time he
performs his 'Flamenco' he varies it according
to the feeling he gets from the audience." she
added. .

"In the suite the solo guitar parts are
taken from what I play and the orchestra parts
are never out of character. I even have ca-
denzas where I can improvise, so long as I end
with the same phrase to give the conductor his
cue. This improvisation -- this is flamenco."

"Suite Flamenco'" is based on four tradi-
tional flamenco forms. It is the rhythm, the
chord structure and the moods that are tradi-
tional. For example it is a traditiomn that
the mood of the "Taranta'" is sad; it is an
outpouring of the soul, filled with pathos.
Accordingly it is played in the minor keys.
But, the melodies are original, they are
Montoya's.

Last year he made an album for Victor-Japan
which will unfortunately not be released here.
What's more most of his recordings are no

FUTURE ISSUE, '"MORON DE LA FRONTERA'?

Sometime in the next few months Donn Pohren
‘should be sending us his new book, which
-deals with his years in Mordm, for us to
review. When that happens, how about devoting
the entire issue to Mordén de la Frontera and
the events that took place there from the
late 1950's to the early 1970's? The issue
could be dedicated to Diego del Gastor. We
have been slowly gathering miscellaneous bits
of information and photos. Readers can send
in articles dealing with their experiences
and the people they knew there. Photographs
would be especially valuable (we can return
them to you), and if anyone can come up with
a good 5 X 7 or 8 X 10 photo of Diego del
Gastor, we could use it on the cover. So, if
you like the idea, get to work and start
sending in material.
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Today in his sixties, Miguel still per-
forms vigorously and always satisfies his
audience. His shows are not always pure
flamenco. He offers folkloric and popular
songs as well. With all of his experience
in the fields of the cabaret and the concert
stage, his knowledge is encyclopedic and his
faculties are to this day excellent. He is
presently featured at El Cid Restaurant &
Lounge with his friend and guitarist, Chucho
Vidal, and the bailarines, La Chiquitina and

rnesto. 8@(;8
&

JUAN MARTIN’'S GUITAR METHOD

REVIEW: Juan Martin's Guitar Method, EL Arte
Flamenco de la Guitarra, United Music Publi-
shers Ltd, 1 Montague Street, London, W. C. I.
U. S. Distributor, Theodore Presser, Bryn
Mawr, Pa., $24.95 (U. S.)

By Jerry Lobdill

(We thank Guitar & Lute magazine for
permission to reprint this article which
appeared in their October, 1979 issue.)

There has long been a need for a no-
nonsense authentic flamenco guitar method
book written specifically for those who have
grown up in an English speaking country in a
culture completely foreign to that of the
flamencos. Until now all method books I have
examined have been fatally flawed in some
respect. Frequently the music presented is
highly inferior to available recordings by
professionals. Often the concept of compds is
not understood by the author or is not
adequately explained and emphasized. Another
frequent flaw is that unique flamenco tech-
niques such as the various types of rasgueado,
the alzapﬁa, the golpe and the five note tre-
molo are not clearly explained, and effective
practice techniques for the development of
playing skills are not covered.in adequate
detail. Methods written by guitarists who do
not have a thorough knowledge of standard
musical notation usually have serious inac-
curacies in rhythm and unnecessarily complex
concepts of compas and structure. The
relationship of the guitar to the cante and
baile is all too often only casually
mentioned.

These flaws are not to be found in Juan
Martin's Guitar Method, El Arte Flamenco de
la Guitarra. This new method is truly a
remarkable achievement which will very likely

become the standard in English speaking coun-
tries for years to come. The success of the
method is largely due to the fact that’it is
a cooperative venture between a good authentic
Spanish professional guitarist, Juan Martin,

and an English guitarist, Patrick Campbell,

who also happens to be an excellent photogra-
pher, writer, and music transcriber.

The method consists of a book and a 60
minute cassette. The book contains 168 pages
of music, photographs and text. The music is
presented both in standard musical notation
and in cifra (tablature) and corresponds as
closely as possible to the music played by
Martin on the cassette. The method contains
twenty-six lessons each of which consists of
a very lucid and complete explanation with as
many photographs as are required to illus-
trate the technique described in the text,
the music and a reference to the cassette.
Since the photographs were taken by the
guitarist who wrote the text they are taken
from the proper angle to reveal the technical
aspects discussed. There are over 140 photo-
graphs in the book, far more than in any other
existing classical or flamenco method.

Those who have heard that flamenco is im-
provised and never played the same way twice
may wonder about the authenticity and accuracy
of written transcriptions. Because of the way
in which this method was created there can be
little doubt that the music is authentic and
that the notation and fingerings are pre-
cisely what Martin intended. Mr. Campbell
describes the process in a foreword:

"After the main outlines of the Method had
been decided upon, he (Martin) played and
tape-recorded the pieces impromptu, most of
them in just one very inspired session. 1In
this way he linked together many melodic fal-
setas and rhythmic passages of rasgueo into

pieces suitable for a progressive introduction
to guitar techniques as well as for solo per-
formance. Next, the music was transcribed
from the tape-recording into notation and
cifra. Some further sections were recorded
and transcribed separately in order to com-
plete the coverage of basic techniques and
essential toques. Working now from the basis
of the transcriptions and recordings, Juan
memorised the pieces as he had originally
played then and re-recorded them for the
cassette to go with the book. Both during and
after this re-recording at EMI's studios the
transcriptions were checked through again note
by note to ensure that they correspond as
exactly as possible to the final recording
you will hear."

The method is organized by toques (flamenco
forms or types). Lessons dealing with the
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elements of flamenco technique include an
example from one of the toques. The examples
are well chosen and are useful not only as
practice exercises but also as material for
performance. Each toque is introduced with a
discussion of the compas or rhythmic structure
of the form, some historical aspects and an
extensive exposition of the techniques em-
bodied in the music presented. Toward the end
of the book, after all techniques have been
covered, many of the lessons are complete
solos of various toques with short intro-
ductory remarks. The toques covered are, in
order of presentation, Malaguena, Soleares,
Seguiriyas, Alegrias, Fandangos de Huelva,
Sevillanas, Bulerfas, Farruca, Granadinas,
Tientos, Zapateado, Solea por medio, Tarantos,
and Alegrias en Mi.

Interspersed between lessons are discourses
on topics such as compas, fingernails, aire,
duende, choosing a guitar, guitar makers,
history, the role of the guitar in flamenco
and improvisation. Two appendices are in-
cluded which cover (1) musical notation and
(2) flamenco scales and the Phrygian mode.

The book assumes no previous knowledge of
flamenco, the guitar, or music theory. How-
ever the rank beginner would be well advised
to study with a teacher or to find a flamenco
guitarist who would be willing to provide
constructive criticism from time to time.
Whether one studies classical or flamenco it
is not generally advisable, in my opinion, to
attempt to teach oneself from a method book
alone, no matter how good the method is. If
a teacher is not available the determined
beginner should hang on every word of each
lesson, listen carefully to the cassette,
study the photographs in minute detail, prac-
tice in front of a mirror, and tape the
practice sessions for later self-criticism.
The beginner should expect to spend about two
years working through the Martin method under
normal circumstances. At the end of this time
one should be able to execute all of the music
on the cassette with facility and, hopefully,
with feeling.

The method also has much to offer the
intermediate to advanced player. The music,
although necessarily not of virtuosic com-
plexity, is of professional quality. Stylis-
tically it is heavily influenced by the late
great guitarist Manuel Serrapi (Nifno Ricardo).
Several musical passages are almost identical
to phrases played by Ricardo on the record
Mdsica Flamenca (Epic LC 3556). The treatment
of the theory of flamenco music is complete
and unequaled. It will probably be new and
quite valuable information to most inter-
mediate to advanced non-Spanish players.

Spanish guitarists, of course, have no use for
such formality because they have internalized
the rules of flamenco through cultural associ-
ation and usage in the same way that one's
native language is learned.

Teachers will find various aspects of the
method with which they do not agree. For
example, any technique of notating bulerias
will be criticized. Personally, I prefer the
method selected by Mr. Campbell over all
others. Martin recommends practicing picado
with a-m or m-a and i-a or a-i as well as the
standard i-m or m-i fingering. Non-standard
fingerings for the five note tremolo are also
recommended for practice purposes in addition
to the usual p-i-a-m-i fingering. The reason
given is that dexterity is thus developed.
This kind of reasoning has also been the basi:
for similar recommendations in various classi-
cal method books, for example, the method by
Pascual Roch, one of Tarrega's students. ,
Recommendations of this sort are controversial
and are bound to draw some criticism, Althougﬁ
Mr. Campbell gives a logical reason for his
rejection of the commonly accepted notation
for fandangos de Huelva, I feel that the
selected alternative has added confusing com-i
plexity which more than offsets the advantage
gained. My most serious criticism of the
method involves the treatment of tientos.
method asserts that the syncopation of the
compis is invariable. This simply is not
true. A review of the recordings of Ramon
Montoya, Sabicas, Carlos Ramos, Mario Escuder(
Nifio Ricardo, and Paco de Lucia shows that
several different syncopations are used, some-
times within a single piece. The syncopation
given is not wrong, however, and provides a
good starting point for the study of this
very syncopated and difficult to notate
toque.

The Martin method is by far the best yet
and a great bargain at $24.95. I recommend
it enthusiastically.

The
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