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 LETTERS

Dear Jaleo,

During the 4th of July weekend there are
plenty of fireworks everywhere. But, at the
home of Joan and Larry Temo of Akron, Ohio,
there was a great display of flamenco fire-
works. I'm referring to the three day juerga
where there was much talent and super food
and liquid refreshment. And the flamencos
came from far and near: Joan Weber, dancer
from St. Paul; Greg Wolfe from Minneapolis;
Mark Boroush, Lee Miller, and Christine Scott
from Michigan; from Atlanta, Georgia, came
Martha Sid~Ahmed; others came from Columbus,
Cleveland, and Akron. Good fortune brought a
singer, José Luis Giménez, from Columbus.

It was a fine juerga with many nice people.
I'm sure everybody enjoyed the three full
days.

Sincerely
Joe Bubas
Dear Jaleo, West Mifflin,PA

I admit that some of the things I have
written in Jaleo are controversial. However,
they are intentionally controversial with the
purpose of stirring flamenco minds to activi-
ty. It's better to have someone to fight with
than to have no-one at all. I would like to
hear some feedback on my articles by the
readers. Some of you readers could become
writers and tell us of your flamenco lives.
Others could write emotional or even logical
articles. If you like Jaleo as much as I do,
why not participate? .
Guillermo Salazar

Denver, Colorado
Dear Jaleo:

I hope your August issue stirs up a
flurry of response, both pro and con on
the Moron question. I can definitely
sympathize with Paco's evaluation of
Pohren's strong stands on commercialism-
certainly preferable to being a jelly-
fish. And I am ceratinly grateful for
the wonderful photos of Joselero singing
and dancing, Paco del Gastor looking
uproariously cross-eyed, and all the rest.
Having visited Spain extensively in
1965-66, 1970-71, 1972-73 and most recent-
ly in 1978, I can agree with Pohren's
assessment that it is probably doomed-as
a lifestyle, and I am thankful that Marcos
and I were able to at least catch the
tail-end on our earlier trips.

However, I find I can only give two
cheers. There is something inside me that
wishes that the particular Moron mystique
could be laid gently but firmly to rest.

I suspect my feelings are not at all due
to the people in question- Diego, Fernanda,
Joselero, Paco, and a host of others we

were privileged to know, but more due to
our experiences with other foreigners,
mostly Americans, with whom we had to
deal during our eight month stay in Mordn,
and how, during the time of our profes-
sional career in the Bay Area,the super-
iority of all things Morbn was virtually
stuffed down our throats.''Moronismo" is
a bhenomenon peculiar to the Bay Area
and, thank God, is recognized as only
one of many valuable flamenco experiences
by aficionados in other parts of this
country. The Moroneros, as I'll call them,
are an amorphous but intense and insuffer-~
able clique. They have people in the Bay
Area so buffaloed about'commercialism" that
I've seen some of the girls afraid to even
look nice when they perform or give any
indication that they might be enjoying
themselves. They are competitive, exclusion-
ary and puritanical- in fact, I'd put them
r1ght out there with the Ayatollah And
that's surely not what the Mordn flamenco,
or any other town's flamenco, was all about.
Therefore, it was with dismay that I
encountered that enormously offensive
article by Ira Kamin on the opening page.
In addition to taking endless cheap shots
at the dedicated artists at the Spaghetti
Factory, who perform weekend after weekend
for a pittance, it was a lousy piece of
writing. No offense to Mr. Parker, who is
in fact one of the more talented Mordn

-groupies. I feel the article did a real

disservice to flamenco in the Bay Area by
promoting an elitist snobbery aimed at those
brave or foolhardy enough to adopt profes-
sional flamenco as a way of life. This type
of attitude is one which Rosa, one of Ira's
subjects, has been attempting to combat for
years. For thanks, she has had little
know-nothlng dance students tell her they
don't think her style is "gypsy enough."
Can you imagine the nerve, or at least the
discourtesy of saying this to Rosa Montoya?
So, in the Bay Area the professionals stay
somewhat within the woodwork or, like our-
selves, they leave for greener pastures. I
must admit that one reason we moved to Los
Angeles was not only for the work opportun-
ities, but because Marcos had been visiting
there and, after three whole days, not one
person had asked him if he had been in
Moron.

Thank you for bearing with me thus far --
I have been building this up within me for
over ten years. Having been an on-the-road,
work-every-night-or-starve professional and,
at the same time basically preferring the
gypsy style above all others, I've truly
come to resent those who can't or won't
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produce art themselves, but find themselves
worthy of intellectualizing everyone else's
to death. And this is but one aspect of

"flamenco burnout" as it occurs to so many

of us. Please do keep up the great work!

Rubina Carmona

Los Angeles, Ca.
Dear Jaleo:

Met a woman at the "Fiesta de la Buleria"
in Jerez who told me about your publication.

I was very interested to hear that there was
actually a flamenco magazine in the States.

To the best of my knowledge, there is nothing
similar in Spain. A magazine did appear for
a couple of issues from Huelva but that wa31t.

Anyway, I live in Puerto de Santa Marfa --
right in the heart of flamenco country. I
don't know if you have a correspondent from
around here, but I would be glad to contribute
whatever I can to Jaleo. Information about
new records, concerts, festivals, etc.

As you are probably aware, this is the
season for festivals in all the tiny pueblos
of Andalucia (and in many of the bigger towns
as well). For example, last weekend was the
eighth "Fiesta Parpuja' at Chiclana (Cddiz).
The festival is named for a type of small fish
that is popular in the area. 1In fact, along
with admission to the Municipal Caseta where
the festival is held, one also receives a
ceramic bowl of the small, very salty fish
and a small ceramic pitcher (about the size of
a shot glass) of red wine.

The "Fiesta Parpuja'' has the reputation of
being the biggest festival of all. I have no
reason to challenge that label. I know of no
other festival of this type that lasts for
nine hours! Frankly, it is simply too much.

I went to "Fiesta Parpuja'" two years ago
and am not interested in going again. For one
thing, it is expensive. I don't know exactly
what the prices were this year, but two years
ago it was $15 and that was not for the better
seats near the stage. The Municipal Caseta is
divided into two sections -- a moderate-sized
area up front and then the rest of the caseta
for the masses. Even sitting in the front row
of this back section leaves the stage a long
way off. The sound system -- at least when I
went -- seemed to consist of a series of car
radio speakers strung together. No matter,
really. The public seems to pay little atten-
tion to what is happening on stage. Such a
hubbub is constantly going on that it wouldn't
make any difference what kind of a sound sys~
tem was being used, it would be a real chal-
lenge to one's hearing in any case.

This year at Chiclana the artists included:
Camardn, Rancapino, Lebrijano, Turronero,
Chabrero, Chano Lobato, Chiquetete, Taranto,

Susi, Terremoto, El Lele, Orillo, Diego Clavel
Paco Herrera, Juanito Villar, Pansequito, El
Perro de Paterna Jose’ de la Tomasa, and Nifio
Santamarfa; dancers were Manuela Carrasco, La
Tati, and Los Montoyas; guitarists were Paco
Cepero, Parrilla de Jerez, Tomatito, Mendiola,
and Pedro Pefia. In such a group there should
be somebody to please anybody, but the atmos-
phere is a problem.

Yes, the "Fiesta Parpuja" is a great party.
The clan in front of me all brought half
gallon bottles of something which was labelled
in English -~ and this is the truth ~-- GREEN
FISH GIN.! A great party...but great flamenco,
never. Sure, most of the supposed elements of
a great flamenco happening are present: the
long hours to build up the feeling, the booze,
some top artists. The missing ingredient is
the intimate, small audience. In front of
thousands of noisy people, nada...nada...nadal

To see some good flamenco at one of these
festivals it is necessary, I think, to go to
one that lacks the "big names'. The "Fiesta
de Bulerfas'", for example, had a relatively
small number of artists and only a couple of
those were people who always had their names
in large print on any poster. Consequently
the price was extremely reasonable (about $5),
the performers each came on twice (except for
El Lebrijano), and the festival was one of the
nicest I've ever attended.

The weekend before I had been to Puerto de
Santa Marfa's "Noches de Ribera', which
featured such people as El Turronero, El
Camardn de la Isla, Juanito Villar, La Susi,
Pansequito, Rancapino, Orillo, Los Montoya -~
people, incidentally, whom I like very much.
The staging and sound system were fine but
there simply was no magic in the performance.
It's discouraging to sit there for five or
six hours and go away only feeling tired.

I'm afraid that the whole festival routine
gets to be just that for the performer -~ a
routine -- and the audience is the loser. The
answer is for all the peflas that organize such
festivals to stop competing for the supposed
honor of having the biggest festival with the
biggest names and return to the smaller af-
fairs of days past., Put one or two of the
"recording stars" on the bill and fill the
rest of the show with people who aren't as
well known and who don't get the chance to
make records. What the public would get would
be a much better festival at a much better
price. . }
: Paco de Lucia plays in concert in Cddiz
on Thursday. That's the first time he has
been in this part of Andalucfa since I've
lived here, five years now.

Gordon F. Booth
Puerto Santa Marfa, Spaid
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(Serrano, continued from page 3)

to create his own style and compositions. By
the time he was 14 he had moved on from Cor-
doba to the flamenco circles of Madrid and had
recorded his first album. The music he played
then was comprised, among other things, by
many fast, melodic picado lines and by invent-
ive syncopated versions of the traditional
rhythms. It was a style which was received as
revolutionary for the time. His popularity
grew widely over the next decade =-- many cri-
tics and aficionados dubbed him '"the young
Sabicas'". Much of the reputation he gained
over this time was based upon his accompani-
ment of some of the best singers and dancers
of the day. Singers included Manolo Caracol,
Antonio Mairena, Fosforito, Fernanda and
Bernarda de Utrera, La Paquera; dancers were
such as Carmen Amaya, Pastora Imperio, Regla
Ortega, Rita Ortega, and La Chunga. An
appearance on the Ed Sullivan show and night
club engagements in lLas Vegas introduced him
to American audiences in 1959,

Juan was also revolutionary with the guitar
in another way -- one that is less well remem-
bered at present. He proudly observes that
he was the first in Spain to take the flamen-
co guitar solo onto the concert stage.

Despite earlier solo recordings by Nifo
Ricardo and Ramon Montoya, neither of these
performed in a concert setting in Spain with
the guitar alone. Serrano was the first to
do this in Spain when his manager arranged
such a solo concert in 1957. Thereafter many
young guitarists broke the tradition and fol-
lowed suit. In doing this, Serrano says that
he was after the opportunity to be more
creative and to pursue the expressive har-
monies and feelings of the guitar to a larger
degree. He felt the need to move out of the
artistic structure imposed by the dancer and
singer, though, in all this, he remembers, he
could never forget his father's admonition to
. never lose touch with the traditional fla-
menco rhythms.

Serrano and his family chose to remain in
New York at the close of a tour in 1962, With
the aid and counsel of his newly discovered
friend, Theodore Bikel, he was able, not long
after, to record his first album in the U.S.A.
"0l€ La Mano", as it was called, and was an
enormous artistic and commercial success. It
was the first of over 20 albums to follow for
Electra, RCA, and Audiofidelity. Over the
next several years he became widely sought
after as a concert soloist. Managed by the
late impresario, Sol Hurok, he toured widely
in the United States, Japan, the Phillipines
and South America. The Serrano apartment
became a meeting place for the major flamenco
artists of the area, including among them,

Sabicas and Carmen Amaya. In 1965, Serrano
was awarded a gold medallion by the Spanish
Academy of Fine Arts for spreading the music
of Spain throughout the world -- the only fla-
menco guitarist to date to receive this honor.
Then, in the late 1960's, at perhaps the pin-
nacle of his success, he and his wife chose

to leave the cold of New York and the demands
of many tours and concerts for Miami to teach
and have time for family. But events were to
have things otherwise. With the sudden pass-
ing of his wife in 1969 and the return of his
son and daughter to Spain, Serrano was left to
start very much over again.

Restarting his musical career in the early
1970's was not a particularly easy task for
him. His absence from the public for nearly
two years left him with broken contracts,
severed relationships with managers, and many
critics who didn't know his music. But, for-
tunately, with fans and admirers who hadn't
forgotten, he was able to begin to tour and to
record again. He married for a second time
and established permanent residence in Detroit.
He began to teach during the time he was not
on tour. In 1972, he founded, along with five
of his students, the Flamenco Society of
Michigan -- a group that he hoped would serve
to promote the art of flamenco in the area and
encourage his students to perform.

Serrano continued to concertize and record
throughout the 1970's. He returned to Spain
periodically to stay in touch with music,

" friends and relatives, and to perform, and

vacation. But teaching and the Flamenco
Society came to occupy an increasing amount of
his time. At one point he had well over 30
students of the guitar, some traveling consi-
derable distances to learn from him. With his
profound understanding of the art, he was also
able to provide instruction and encouragement
for a number of dancers. He was also the

ma jor influence behind the emergence of at
least one flamenco singer in the area.

The Society, though, was one of his best
achievements during his stay in the area. It
grew substantially larger than the six mem-
bers with which it began. Much as Serrano
hoped it would, it became a great source of
encouragement for the art of flamenco in
Detroit. It became as well a very effective
environment for those of us who wanted to
learn the music and to gain skill in perform-
ing -- and all under an accomplished vir-
tuoso's guidance. In May of 1975, the
Society held its first recital under Serrano's
direction -- an event that has continued
annually since that time. In October of 1976
Serrano appeared, to critical acclaim, with
Marfa del Carmen and several of their students
in a major concert in Windsor, Ontario. From
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RECORDINGS BY JUAN SERRANO:
"0lé la Mano'" Elektra EKS-7227
"Flamenco Fenomeno' Elektra EKS-7235
"Bravo Serrano'" Elektra EKS-7275
""Juan Serrano''(recorded in Spain)
RCA FPM-120
"Juan Serrano at the World's Fair"
RCA LPM-3328
"Popular Music of Spain and the 0ld World"
RCA LSP-3459
"Fiesta Flamenca' RCA LPM-3596
"The Flashing, Glittering World of the
Flamenco Guitar' RCA LSP-3781
""Flamenco Songs' RCA
"Cante Hondo"  RCA LSP-3872
"Flamencismo" Audiofidelity
"Juan Serrano en una seleccion de arreglos"
Kubaney Publishing MATE-047

We do not have titles for the following:
With Juanito Valderrama RCA VIK-3029
RCA VIK-3028
With Antonio Fernandez '"Fosforito! Philips
With La Paquera de Jerez, Philips
With La Chunga, Philips
With Manolo de la Ribera,
Hispavox: Vol 1 HH 16-268
Vol 2 HH 16-269
Vol 3 HH 16-270
With Manolo el Malaguefio, Columbia

e —————~ 00— —

Juan Serrano as Maestro

By Mark Boroush

Juan Serrano spent a good deal of his time
in Detroit as a teacher. Over the decade he
was in the area, he provided instruction to
well over 70 students of the flamenco guitar
-- some of whom remained with him for nearly
this entire time. Many of his students went
on to perform as accompanists or soloists in
recitals, concerts, and other events in the
area. One person in particular went on tour
for a time with Jos€ Greco's troupe.

Serrano learned to play from his father in
a particular way. '"Always you learned by
ear," he remembers, 'You didn't learn by
reading or by written music. My father never
taught me that way. He taught me solely by
ear. This is how flamenco was passed from
one to another...inherited." This was a tra-
dition which Serrano kept for the most part
with his students. However, for those who
were having difficulties with the Andalusian
tonalities and scales they didn't grow up hum-

ming, he could == to our amazement -- write
out a complicated falseta or rhythm in musi-
cal notation at a moment's notice, often not
needing at all to look at the fingerboard of
the guitar. This was a teaching style at
which he proved on countless occasions to be
a master. He was skilled at once in being
able to communicate with his students on a
one-to-one basis and in inspiring them with
his own impromptu playing. He understood well
how to teach the complicated rhythms and
scales that make up flamenco. He could con-
vey not only the technical aspects of the
music, but also the subtle feeling and mood
of each compds. Together these things made
him an enormous musical resource and a teacher
from whom much could be learned.

While his teaching efforts were focused
for the most part on the guitar, he also pro-
vided some imstruction and a lot of encourage-
ment to a number of dancers and to one person
in particular who wanted to learn to sing.

One dancer remembers him humbly observing at
the outset, "I am not a dancer, but, perhaps,
I could teach you the compas and some taconeo
Over the years this proved to be something of
an querstatement. Serrano's own sense of
compas and his sharp memory of steps and
choreography from dancers in years past proved
to be a vast resource for many. He could of
course not do it all -- body and arm movement
can be honed to perfection only under the
careful guidance of an already skilled dancer.
But there was, nevertheless, a kind of magic
that Serrano was able to work here with his
own resources in his own way. It was typical
of the man and his style.

Serrano has recently completed an instruct-
ion book for beginners at the flamenco guitar,
entitled Flamenco Guitar, and published last
year by Mel Bay. A second volume, comprised
of more difficult pieces for advanced students
is soon to be released, entitled Flamenco
Concert Selections, also published by Mel Bay.

Both represent worthwhile additions to the
libraries of guitar students and aficionados.
But just like a tape recorder never recaptures
the full feeling of a juerga, this student, at
least, remains skeptical that either book will
be able to capture fully the teaching capaci-
ties of the Serrano he experienced in person.
One has to work with him for a time to under-
stand that his genius is not only in perform-
ing. Those of us in Detroit: who had the
chance to benefit from his teaching will not
soon forget the experience.
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TIENTOS

We thank Juan Serrano for sending us a complete, beautifully
written out tientos -- along with permission to publish as much
as we desired in either music or tablature form. We chose to
print two of the seven pages, in tablature only, because of space
limitations and in order to retain the value of the piece for

, future publication. J y
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(We welcome to Jaleo this new monthly
column by Guillermo Salazar in which
he will discuss a variety of topics
and review records)

CRITICISM AND ENCOURAGEMENT IN FLAMENCO

During my formative years I was fortunate
to have met three guitarists who were always
very encouraging to me. Everyone knows that
encouragement is one of the main ingredients
in building confidence. These guitarists
would say things like 'very effective', or
"how do you get that Spanish sound?", or
"that's just like the pros do it".

A few years later I encountered some very
helpful professionals who had a recognized
position in the flamenco world. It was the
same story -- they were all very encouraging.
Any criticisms were constructive and given in
good faith to my face. As I matured and met
many other flamencos, I became aware that the
great majority did not enjoy this same type of
encouragement. The ones who did, seemed to be
very open and friendly. Those who were criti-
cized often and got their egos pounded were
the ones who in turn enjoyed doing this to
others. )

I've tried to analyze the whole matter, but
just like any other human thing, there are ex-'
ceptions. It seems that the encouragers are
established professionals who are not worried
about challengers, those who never had any
intention of being professional, and those who
never have met anyone flamenco before. The
criticizers are professionals who are strug-
gling financially, people who want recognition
and feel that no one else deserves even a
little bit, or people that have worked hard
for many years to get recognition and don't
want to see anyone have it come easier.

Then there are those non-professionals who
like to appear knowledgeble. Their criti-
cisms are innocent and they truly enjoy making
comparisons between different artists. Most
Americans started off this way. I remember
wondering "Who's better, Sabicas or Montoya?'
Most of these beginning aficionados can't tell
the difference between tarantas and grana-
dinas; all cantaores sound the same to them.
Later they choose sides with some style or
artist. Anyone who doesn't see it their way
cannot be their friend, until one or the other

-position, comparison

party changes.

When I went to Spain, I was surprised that
nobody played the same style that I did. I
imagined that a few people would be around who
would be encouraging despite this, and there
were. All of them happened to be Spanish.
They were Moron professionals, and they were
all very interested in listening to me play.
What I played was so different to them that
they seemed to encourage the difference. This
helped me very much, since I was there to
learn, not to snap pictures and stare at them.
With a few exceptions, the Americans in Moron
seemed determined to convince me that I had
learned all wrong and was misguided. Some of
them didn't talk to me until the first week
was over. I was there to learn, but not to
repent.

This type of criticism is almost like one
religion criticizing another. There is no
compromise; it's a black and white issue. I
thought it was very interesting, especially
since the Spaniards made no attempt tc
proselytize at all, '

Being an amateur is very different from
being a professional with regard to criticism.
When you start to charge money, people feel
they have the right to criticize. Of course
there are the two kinds of criticism:
constructive, based on good will, and des-
structive, based on jealousy. Within these
are the subgroups of solicited or unsolicited
and, finally, to your face or behind your back

It is important to remember that criticism
of any kind is simply opinion. Opinion is not
to be confused with fact, especially if the
critic isn't really knowledgeble. Even know-
ledgeble critics are operating from a biased
being their main frame of
word in the critic's mind
not). For example: You
should play harder! He shouldn't play so
hard. She should go to Spain. They play too
fast. They should slow down! It was Albert
Einstein who said "Criticism is a weapon of
manipulation, and enforcer of conformity'.

. I frankly do not believe in pecking order
in the flamenco world. Many people say, 'So
and so is number one, followed by Fulano, and
Mengano is a distant third". It sounds like a
horse race. Other people believe there is a
certain way that the flamenco world is and you
have to follow certain rules. For example:
You can't play solo guitar until you have
spent 20 years as a dance accompanist and 20
years as a cante accompanist. This '"dues pay-
ing" philosophy didn't seem to apply in the
case of Paco de Lucfa. Should Paco wait until
age 60 before going on the stage to play solo?
He has certainly paid enough dues in his young

reference. The main
is should (or should
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life.
The true
flamenco is

paradox is that the philosophy of
freedom. No borders, no passports
no fence on property, no flags; free to roam.
We all love this ideal, which unfortunately,
will never exist.

Is the most flamenco of us all Manitas de
Plata, who disregarded pecking order and made
it to the top without understanding compas ?
Yes, it's true that Manitas appeared with
Paco de Lucia in France. One half of the pro-
gram was Paco and the other was Manitas. I
saw the advertisement poster in 1977, in Paco
de Lucfa's guitar case.

So, in the final analysis, it is clear that
many preach freedom while informing you of all
the restrictions. Try entering a festival in
Spain. Most Americans are not qualified for
lack of talent and experience. Those that
are, may not enter. The rules.

I guess rules co-exist with freedom. Rules
are the limitations of freedom, or the oppo-
site of freedom. Those who speak of rules
make sure that the rules are advantageous to
themselves. Ole Manitas.

—=Guillermo Salazar

RECORD REVIEWS

EL NINO MIGUEL

By Guillermo Salazar

El Nino Miguel, Miguel de Vega, a young
guitarist in his early twenties, has recorded
two LPs to my knowledge. Miguel was born in
Huelva. His style is modern in the mold of
Paco de Lucfa. When first hearing the records,
I heard the similarities to the Lucfa style.
Subsequent listenings proved that he has his
own stamp. His material seems mostly his own,
it is the phrasing that is more in the Lucia
vein. o
"LA GUITARRA DE EL NINO MIGUEL"
63 28 177-GT 04 (1975)

I flipped when I heard this record for the
first time,
to be never ending. Just when you think fla-
menco is dead and you have heard everything,
another brilliant star comes along. Miguel
shows off his techniques and musicality. He
has a crisp sound and his compositions are
very rich, This first record is excellent all
the way through. It starts with a flamenco
waltz with orchestral accompaniment by Jose
Torregrosa. The waltz is a very fresh sound-
ing popular tune. His farruca entitled "A Mi
Padre" displays lots of punch. This is fol-
lowed by a wild bulerfas called "Vinos y
Caballos", which I think is the best track on
the album, The sevillanas, '""Recuerdos de la

Philips

The crop of new guitarists seems .

Virgen del Rocfo'", is quite modern, almost
nostalgic. Other things on the record worthy
of note here are the fandangos and alegrias.
Being from Huelva, Miguel shows his inventive-
ness in the 5 minute fandangos de Huelva. I
recommend this record highly unless you don't
like modern style or are opposed to solo
guitar playing on general principles. Second
guitarists are Jose Antonio Ramfrez and
Antonio Gdmez Souza. They appear on a few
tracks. The record also has palmas but no
credits are given.
"DIFERENTE-EL NINO MIGUEL"
63 28 206-GT 04 (1976)

A very good record. I was a bit disap-
pointed with this album since the first omne
was so great. The title of the record is
also the title of a rumba, the first track.
"Diferente" is a swinging rumba with a nice
pace aided by bongos. Next is the bulerfias
which are interesting, then a rondena por
bulerfas. 1In my opinion the rondena por
bulerfas was the best track this disk has to
offer. I hadn't heard anything like this on
any other record. 1It's a beautiful thing.

The granadinas was the other piece that I
really liked on this record. If you haven't
checked out El Nifio Miguel, better hurry as
these albums have a way of going out of print,

Philips

... sobre el baile

TOURING FLAMENCO

The first touring flamenco artists were
probably like other troubadors of old, wander-
ing from village to village to earn a bit of
a living by expressing the art that they knew
and felt -- whether on the street or in a
cafe cantante, In the United States and other
countries outside of Spain, touring has be-
come an important part of the life blood of
flamenco, especially in the last ten years
when there has been a decline in clubs where
professional artists can perform.

From the 1930's through the 1960's, Spa-
nish flamenco companies of dancers, singers,
and musicians enjoyed tremendous popularity
and there were many long tours; almost every
city large and small, in the U.S. and other
countries had a chance to see at least one or
two companies each season. Like many cycles
in the arts, Spanish flamenco companies began
to wane in popularity while other concert com-
panies presenting mime, ballet, or modern
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dance became more popular. These cyclical
changes are just a fact of life and should
not be taken personally.

Flamenco in the U.S.A. has enjoyed enor-
mous popularity ever since it was first intro-
duced, probably by Ted Shawn who, although he
did not do traditional flamenco with guitar
accompaniment or cante gitano, did present
what was called "Cuadro Flamenco'" and a
theatre presentation of what he studied in
Spain with some of the famous dance masters
of the early part of the century; these
dances were performed by the famous ''Deni-
shawn Company''. It is interesting to see in
the dance history books, the legendary modern
dancer, Martha Graham, doing Spanish dances
with the Denishawns close to 60 years ago.

I will bounce back and forth from flamenco.
to other performing arts of Spain because,
until very recently, most Spanish flamenco
companies were composed of flamenco, classi-
cal, regional and theatre or contemporary
works and you very seldom saw an all-flamenco
performance outside of Spain. Ever since
Fanny Ellsler, the famous Austrian ballerina
learned a series of Spanish classical dances
in the 1840's and brought them to the U.S.A.
on tour, America has been enjoying the per-
forming arts of Spain on the concert stage.
It is said that Fanny Ellsler was so exciting
and popular on her debut tour that, when she
danced in Washington D.C., the senators
unhitched the horses from her carriage and
pulled it themselves through the streets to
the theatre. She must have been some dance
artist.

It was not until the 1920's, 30's and 40's
that the United States began to see an influx
of Spanish dancers and musicians. ''La Argen-
tina" was one of the first of this period,
also receiving credit for being one of the
first Spanish contemporary theatre artists,
choreographing to music of the composers of
Spain, using flamenco, classical and modern
themes. Also at this time, one of the first
male dancers to tour and create a sensation
was Vicente Escudero doing flamenco. Time
and space do not allow me to elaborate about
each artist, but these first artists layed
the groundwork for the national tours of other
great artists to follow: La Argentinita and
Pilar Ldbez, Jose'Greco, Jimehez and Vargas,
Roberto Iglesias, Teresa and Luisillo, Carmen
Amaya, Antonio and Rosario, Ana Marfa just to
name a few.

One of the first Spanish companies to tour
the U.S. that showed a cross-section of all
forms of authentic Spanish performing arts
was "La Cabalgata de Espana" in the 1950's.
One of Spain's most popular flamenco teachers,

Paco Fernandez, was a star of this company.

A real flamenco treat and one of the first
all-flamenco concert tours was the company of
"Jose” Greco and his Gypsies" that toured in
the 1960's with the great "El Farruco",
Matilde Corral, Maria Soto, Manolo Bardn,
Carolina de Los Reyes and many others, doing
only flamenco. This set the ground-work for
other all flamenco companies such as those of
Antonio Gades and other major artists.

For flamenco artists, the 1970's were a
drastic turning point. High touring costs
made large companies too expensive and con-
cert sponsors were looking to modern and
ballet companies. Fewer clubs and hotels
offered flamenco entertainment and a whole
generation grew up in small and large cities
without ever hearing of or seeing flamenco
performers. These are just a few of the

obvious reasons that are also cyclical in

nature.

The flamenco companies that tour the U.S.
now with missionary zeal for the art of good
flamenco are small, compact companies of dan-

rcers, singer, guitarists and, at times, tape

accompaniment if they also do other forms of
Spanish dance. Thanks to the companies of
Luis Rivera, Maria Ben{%ez, Lola Montes, Jose
Molina, Gisela, Libby Komaiko, William Carter
and a few others, many small and large cities
still see a yearly concert or National Endow-
ment Residency, although not quite like the
years past, However, cycles change and,

. hopefully, the popularity of fine flamenco

will increase on a national level. Flamenco
is timeless, like art itself, and so will
never die. The touring artists are keeping
flamenco alive across the country and in many
countries, even if on a small scale, and it
is the touring artist that many times wakes
up the "flamenco fever'" outside of the common
centers where flamenco can still be seen in
clubs. Flamenco seems to be a natural art
for touring -- born of many wandering cul-
tures that came into Southern Spain. I only
hope that the spirit never dies and will con-
tinue as the sharing of such a beautiful and
fullfilling art form for performer and
aficionado alike.

¥ % X *

Teodoro Morca celebrates his 25th year as
a touring artist. He did his first tour with
Lola Montes in January 1955, travelling
throughout the U.S.A. Since September 1978,
""Morca, Flamenco in Concert' has toured over
50,000 miles, throughout 46 states, giving
over 160 concerts, lecture-concerts and resi-
dencies, with many of the audiences seeing
and hearing flamenco for the first time. He



JALEO - SEPTEMBER 1980

PAGE 19

says, "The audiences love it; the audience is
there and will always be there."

EXET

Flamenco Week in Seattle

By Teodoro Morca

This is a report on one of the most excit=-
ing happenings that "Morca, Flamenco in Con-
cert'" has had in the Northwest -- our 'Fla-
menco Week'" at Seattle Central Community
College. It was quite unique to have a full
solid week of activities, ranging from full
evening, all-flamenco concerts to a final con-
cert with full orchestra in which we did our
Spanish theatre works.

The week started off with two all-flamenco
concerts which went very well. They were both
with almost all new choreographies; my new
farruca, a new seguiriyas-cabales, carceleras
and a very tight cuadro.

Roberto Zamora came up from San Francisco
to sing and dance and he was a joy to work
with. He learned a saeta for my theatre
piece, "Semana Santa'" and it went very well.
Victor Kolstee from Vancouver B.C., who did a
cross-country tour with us this last spring,
played the guitar and he is really playing
well. Both Isabel and I felt that this was
one of the most exciting of our all-flamenco
concerts and the people up here in the North-
west are really responding to flamenco.

The master classes were well attended and
we gave a lecture-concert finishing with a
cuadro flamenco.

The final concert was our orchestra con-
cert of theatre works and offered a real
contrast to the whole week. We did Saint
Saens, "'Introduction and Rondo Capriccioso",
Falla's '"Molinero", Breton's '"Polo Gitano",
Luna's "Ben Amor', and five other works that
were a real joy to do with full symphony
orchestra. All in all, a very fullfilling

week.,

TWO Records Reviewed by Paco Sevilla

RENE HEREDIA "ALBORADA FLAMENCA"

I have never heard René Heredia play the
guitar, but if he has continued to improve
since he made this record in the early 1960's,
I really look forward to the experience.

"Alborada Flamenca' was recorded in Paris
by Unidisc and, in 1963, was awarded the
"Grand Prix de Disque." René had just
finished touring with Carmen Amaya and was
playing in the Sabicas style. All of the
techniques are there =-- strong and clean

picado, thumbwork, arpeggios, tremelos, and
rasgueados -- along with good composition,
musicality, and flamenco aire.

There are four guitar solos: guajiras,
granadinas, and bulerfas based on Sabicas
material (with a fair sprinkling of ideas from
Mario Escudero), and the '"Panaderos' of
Esteban Sanldcar. René accompanies cantaor
"Nifo de Ecija'" in some well done saetas,
siguiriyas, and alegrias; less interesting
are the fandangos de Huelva and tanguillo.
Singer and guitarist are joined by dancer,
Lutys de Luz for a soled. v

Even though this record was made more than
seventeen years ago, it was so well done that
it can still be highly recommended for those
who enjoy listening to flamenco music.

To order, send $6.00 plus $1.00 for postage
to: René Heredia

600 S. Emerson St.
Denver, Colorado 80209

ANTONITAS D'HAVILA,"FLAMENCO GUITAR VOL 1"

"Flamenco Guitar, Vol. 1" by Antonitas
D'Havila has been reviewed favorably in
Guitar Player Magazine. Other promotional
material says: "Antonitas D'Havila has gained
world recognition as an incredible guitar
virtuoso....His recordings are now available

in some sixty countries.... Without a doubt

one of the greatest flamenco guitarists of all
time and the latest superstar of international
calibre."

In sending for this record, I fervently
hoped that we might finally have a record by a
French gypsy guitarist that would do justice
to the French-style flamenco. Titles like
"Bulerias Chico," "Siguiriyas Dramatica,"
"Tarantas Rumbita,'" "Sevillianas,'" 'MalegueTas
Sentimentino," and "Una Alma Bandita'" did
nothing to bolster my hope, but there was
always the possibility that a Frenchman might
have trouble with Spanish spelling, yet still
play good music.

Unfortunately, it didn't turn out that way
and I am not going to review this record in
depth. Let me just say that there is nothing
on it that resembles either flamenco or good
music. Guitar Player Magazine should be more
careful in presenting record evaluations to
the public. Their review by Tom Mulhern
(Nov. 1978) contains no statement that is not
either untrue, meaningless, or a demonstration
of ignorance about flamenco guitar music.

If you would like to check all this out for
yourself, you can order the record for $6.00
from: Impresario Society, 20 Portland St.,
Toronto M8Y 1A5, Canada.

D'Havila will be appearing in the Carnegie
Recital Hall, N.Y., on Saturday Nov. 1, 1980
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ed a Don Juan who openly criticized society
at large, who blasphemed and who never re-
pented at the end for his wayward life nor
his iconoclastic ideas. Such a Don Juan was
bound to prove very strong fare indeed when
done in so popular a theater as the Zarzuela,
and before a public as conservative and
touchy as that we find in Madrid.

A lot of hard work had gone into Antonio
Gades' '"Don Juan'", endless rehearsals, infi-
nite plans and not a little financial backing
to make it a hit. Instead it fizzled out.

So now Sr. Gades is salvaging what he can of
it. The choreography was imaginative enough.
Now, in the new version, the former "Don
Juan'" has been shortened to about twenty
minutes and it is hoped this abbreviated
version, pure dance and devoid of devastating
dialogue, will succeed where its predecessor
had failed.

--And how did you break into flamenco
dancing? we asked. --Was it something you
did from childhood on, or were your family
dancers?

"No, no. I really didn't start till I was
about sixteen years old. That's when the bug
bit me. I came to Madrid and had the great
luck of being accepted into Pilar Ldpez' com-
pany, and eventually became the leading male
dancer in the troupe. Later, in 1962, I
formed my own group."

But Sr. Gades' formation has not just been
one of simple flamenco dancing. He has taken
his dancing seriously and has undergone exten-
sive training in Paris, Milan and London in
classical and modern dance, therewith laying
the foundations for his extensive knowledge
of all aspects of his art, This undoubtedly
accounts for the imaginative choreography to
be found in his pieces (for he does most of
the choreography himself, although presently
aided by Sr. Alberto Lorca, one of the top
choreographers in Spain, who is maestro de
baile for the Teatro de la Zarzuela). What's
more, Sr. Gades has worked in Milan's La
Scala and at the Spoletto Festivals in Italy.
Among his accomplishments there was a presen-
tation of Stravinsky's L'Histoire du Soldat.

In addition Sr. Gades has made several
movies, the one probably most familiar to
Americans- being''Los Tarantos' released about
three years ago, and starring the late Carmen
Amaya.

--Have you made any other pictures since
then, Sr. Gades? :

"I've made three more: 'Con el Viento
Solano", "El Ultimo Encuentro'", and my last,
"E1l Amor Brujo'", based on the famous Manuel de
Falla score, with supplementary music by
Ernesto Halffter, and directed by Rovira

Beleta which will be released abroad in the
near future and promises to be a great popular
success. It's in technicolor."

--And do you expect to be making any ap-
pearances in Madrid in the coming season?

"Well, perhaps next year, if things go
well.,"

Realizing that there is a lot more to a
show than just the star, we were informed
that in addition to three flamenco male dan-
cers, one of them Sr. Gades' younger brother,
and such starts as Curra Jiménez and Pilarin
San Clemente, the musical part of the show
will be handled by a pair of highly capable
musicians, who have been working with Sr.
Gades since 1965 and who will travel with him
to South America. Musical direction will be
in the expert hands of Sr. Juan Sanabras, 2nd
violinist in the Orquestra de la Radio-Tele-
vision Espaflola, under the baton of Igor
Markevitch, and Ana Monfort, his wife, both of
whom have won laurels in the Conservatoire in
Paris and are dedicated classical musicians.

All in all it looks like Antonio Gades
will have a great show going, and we can
only hope that Madrid audiences too will
soon have the opportunity of seeing Sr.
Gades' magnificent, clean style and unaffect-
ed virtuosity in the dance before too many
months go by.

X K K

Gades Leads. Spanish Troupein Return Visit

(from: The New York Times, 1971 or 1972)

By Clive Barnes

ANTONIO GADES SPANISH DANCE COMPANY.

Director and choreographer, Antonio Gades;
staging, Paco Donfz; technical direction,
Enrique Gonzdlez and Herminia; lighting,
Antonio Gades; costume design, Vitin Cortezo
and Mampaso., Presented by Sol Hurok in
association with City Center of Music and
Drama, Inc., at City Center 55th St. Theater.

With Cristina Hoyos, Lydia Sanclemente,
Carmen Villa, Pilar Cardenas, Conchita
Montan, Antonio Gades, Juan Antonio, Felix
Ordofiez, Candi Romdn, Enrique Esteve, Tauro,
Turronero and Gabriel Cortés and Juan :
Jiménez, Pepe Moreno and Antonio Solera.

Antonio Gades is the reigning king of
Spanish dance. On Wednesday night at the
City Center 55th Street Theater he came with
his company and demonstrated why. This was
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his first visit to New York since his widely
acclaimed performances at the Spanish
Pavilion during the 1964 World's Fair. Since
then he and his company have improved and
this troupe now represents the best in
Spanish dance.

There is plenty of excitement in this
company -- indeed, the audience was kept at
close to fever pitch all evening -- but
there is also very considerable artistic re-
straint. Mr. Gades himself is primarily a
dancer in the classic Spanish mold. It is
not for nothing that his mentor for many
years was Pilar Lopez, and it was with the
elegant Lopez company, with its stress on
style and purity of technique, that Mr.
Gades first won his stardom.

The company consists of 11 dancers, 2
singers and 3 guitarists. The staging is
almost aggressively simple. There is no
intermission, each number coming rapidly
after the last. The strong theatricality of
the evening is, however, stressed by some
exceptionally effective lighting.

The lighting is by Mr. Gades himself, as
indeed is the choreography. Here as every-
where can be seen the same style and taste
that made the Ballet Espafiol of Pilar Lopez
the most exquisite of Spanish companies.

The company opens with a flamenco number,
"Bulerfas,' which gives the dancers --
except for Mr., Gades himself -- a chance to
shine. As each dancer goes into his solo,
the excitement mounts. Suddenly the dance
.ends and a flamenco singer, the superb
Turronero, pours his heart and throat into a
""cante jondo,'" those old flamenco songs full
of agony and lament.

Then at last Mr. Gades makes his entrance,
dancing a farruca accompanied by his three
guitarists, He is a lithe and lean dancer.
He excels in the big theatrical gesture as
well as minute delights of Spanish dancing.
His style is aristocratic, his manner not so
much disdainful as passionately preoccupied,
and his body arches and spins, his arms
always harmonious, his head proudly held.

« sia &b 42 2B e ow 2 "B ®la aNs me assa S S Be e0CinEsBE N

@Mw%m

Instruction in Cante
and Baile Flamenco
Personal Costume Design

Los Angeles, Ca.

s wie mie ajs oln ajs ale sje =ie ol elelisie o
s awolo nnalena oisme min =is sie sl ok

(213) 660-9059

ile .8 8|9 @ ejs Q'S 2ls 25 iy 8/® S| e ajs Bis 2|6 a8 sla am eie s S B8 88 -

Although a dancer of massive power, he seems
incapable of a graceless movement.

As the evening proceeds Mr. Gades and his
dancers try to give an impression of the
richness and complexity of Spanish dance.
There is for example a most wonderfully
swirling tango danced by Mr. Gades and his
partner the volatile Cristina Hoyos. Miss
Hoyos is later joined in a fandango and a
siguiriya by Juan Antonio and Felix Ordonez.

The outstanding dancer of the troupe is
undoubtedly Mr. Gades, but the general stan-
dard is very high. The evening ends with
Mr. Gades leading the company in a flam-
boyantly wild rumba, to which they do a
stylized flamenco number, that, in the pro-
per fashion, builds up to greater and greater
excitement. Don't miss the encores, either,
for these are an essential part of the show.

The whole show never goes on too long and
it moves with a smooth assurance. For
aficionados of Spanish dance this is a must
-- as it is for anyone put off from Spanish
dance for life by a poor experience in a
cheap nightclub on the Costa Brava. Mr.
Gades is a master, and his mastery is some-
thing to be savored.

Tonight Antonio Gades brings his brief
season to an end at the City Center, before
embarking on a tour that will take him to
Washington, Los Angeles, San Diego, San
Francisco, Cupertino (where's Cupertino?),
Fresno, San Mateo, Santa Barbara, Tempe and
Tucson. This is an ambitious tour and one
very well deserved by the elegant and fiery
Gades,

Gades's career as a Spanish dancer began
-- as with so many others including Jose”
Greco -- with the great Pilar Lopez. Pilar
discovered and encouraged him, and for some
years he was the principal dancer of her
Ballet Espanol.

Today, although it is a long time since
he left the artistic apron-strings of Pilar,
her taste and sensibility is still very much
marked in his performances and in his com-~
pany. Pilar Ldpez, the sister of Argenti-
nita and inheritor of her tradition and
company, is the very opposite of such flam-
boyant gypsy flamenco bombshells character-
ized, I suppose, by the glorious Carmen
Amaya. Lopez upheld the classic Spanish
dance, and much of her programs were re-
strained, controlled and at least as remi-
niscent of the Spain of the grandees as the
Spain of the gypsy caves. Of course when
the company broke loose it broke loose and
it could exhibit flamenco frenzy with the
best of them. Yet it was always a perfor-
mance where taste and artistry won over all.
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Gades has learned his lesson superbly.
One of his first big breaks came in 1964
when he was invited to play at the Spanish
Pavilion during the New York World's Fair.
He had a sensational success, a success that
materially assisted the repute of himself
and his company both in Europe and even in
Spain itself. Today at 36, Gades is re-
garded by most lovers of the Spanish dance
as the best in the world. His has been a
long struggle and a slow apprenticeship, but
perhaps it is this that gives his artistry
its present burnish, that special polish of
patiently garnered perfection.

His new program is brief but satisfying.
It is a fairly small company, but each mem-
ber is hand picked. There are also three
excellent guitarists and two equally impres-
sive singers. Gades uses no scenery, merely
dramatic lighting and quietly sumptuous cos-
tumes. There is no intermission and one
dance is cleverly led into the next. 1In the
course of eighty minutes or so the audience
is given a whole perspective of Spanish
dance, its technique, styles and moods. If
it were not so entertaining it would be
worth its weight in education.

The dancers are all good, but Gades
stands out, Of all the Spanish male dancers
of the past 30 years, Antonio will be remem-
bered for his technique, Jos€ Greco for his
masculinity, the little Mexican Luisillo for
his imagination, but Gades for his pure
style. Gades moves like an imperious eagle.

There is that special matador gallantry
to his stance, and when he moves his gestures
are wide and impressive. He seems always
concerned with the harmony of his body --
were he a classic dancer you could say that
he had perfect line. And of course there is
something of the classic dancer about him
-- his pirouettes, which he uses more than
most other Spanish dancers, are purely clas-
sical for example, and it is no accident
that he has on occasion worked on the
fringes of classical ballet.

Yet the greatness of Gades is perhaps to
be found most easily in his individuality.
Everything about him proclaims his persona-
lity, and he is one of those dancers whose
performances actually seem to be an exten-
sion of his person. There is a gentleness
and arrogance, and also a loneliness about
his dancing that cuts itself into the memory.
See him now, and if in 20 years time you
were to see just a silhouette of his body in
some typical pose, you would murmer: "Ah yes,

Gades." M

with an inexpressive face.

PACO DE LUCIA

AN INTERVIEW

(From: Cromos, March 10, 1980, Bogota’
Columbia; translated by Brad Blanchard)

By Ligia Riveros

He gives no greeting when he enters the
stage, neither does he when he leaves. ''What
for," he asks, "if what I have to say, I say
by playing””

This is Paco de Luc1a a man of few words,
It is different
when he sits on stage and begins to strum his
guitar in the alegrfas, tarantas, guajiras,
bulerfas, fandangos taken from the roots of
flamenco folklore.

He is called Paco because of being named
Francisco, and de Lucfa because of his mother.
He also gave the name Lucia to his youngest
daughter, who is six months old and, to the
oldest who is a year and a half, he gave the
name Casilda, that of his wife who he defines
as, "a beautiful, intelligent, good woman who
studies law in the University of Madrid.' She
used to dance flamenco and was introduced to
Paco 13 years ago by the famous bailaora,
Regla Ortega, whose art started a period of
baile jondo and zapateo.

"For me the guitar is to me what the pen
is to the poet," he says, "I've never gone to
school to learn to play it; my father Antonio
and my brother,Ramon de A1gec1ras taught me
Ramon always accompanles me in concerts.

The man who is famous for being grumpy,
who eludes the press and answers sometimes
with arrogance, remains a Spaniard without
problems, a man so hungry he wants to devour
as soon as possible a pound of meat in the
form of a steak. He asks his brother for one
of the strong cigarettes called ''megros'
(dark tobacco) that only the greatest smokers
resist. He extends his long, bony hands,
with fingers stained by his great enthusiasm
for smoking, and short nails, painted with
clear lacquer. His skin is dark and good-
looking. His large eyes reveal no feelings.
His voice rarely varies and he hardly ever
smiles.

He likes to talk about his family. The
words come slowly, rememberlng every happy
instant.

"I was married three years ago. It was a
Catholic ceremony in Amsterdam, planned by my
godfather, the President of Philips, the com-
pany that records me. It wasn't a common
wedding. We arrived and left in a carriage
pulled by white horses. It was winter, but a
mild one. We were toasted in a boat that was
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going through a canal, while the sun timidly
entered the windows. It was unforgettable.

"Every day is Sunday for me because I don't
work. I'm a bourgeous artist. I like to be
comfortable at home playing in the yard with
my daughters, playing the guitar and being in
love with my wife. I'm a chauvinistic hus-
band, but not like in the cave-man days. I'm
a modern chauvinist. I give the orders in my
house, but gently; Casilda doesn't realize
I'm in the driver's seat.'

He finishes the steak and now asks for an
enormous bowl of ice cream. It delights him
like a child, forgetting that he's 32 years
old and that he's famous.

"Do you know,'" he says, ''fame came bit by
bit, one doesn't notice the process. Sudden-
ly, you look around and you realize you have
a name, that they seek you out, that they
persue you, that you are getting stupendous
contracts. But sometimes, a lot of times, it
bothers you. Fame is difficult; it's not
pleasing if you're not the kind of jerk with
complexes who needs it. Because of this, I
find happiness at home, the same sensation
that a warrior must feel when he returns from
battle. When I'm in my chalet in Mirasierra,
outside of Madrid, I forget everything. Not
anything or anybody will convert me into a
puppet of a consumer society."

In minutes the ice cream has disappeared.
He wipes his mouth with a napkin and smiles.

"Sometimes I think," he comments, 'that if
I hadn't been born in my father's home, I
would be a nothing, a nobody, any old thing.
I don't believe in hidden geniuses. The
artist is good, even if he's under a rock, is
unrecognized. But the talent and artistry
that one has isn't enough; one must always
continue struggling, just like the first day."

The tickets for Teatro Coldh, during the
presentations of this guitarist, have been
sold out. People of all social levels attend.
From the executive and sophisticated lady to
the student with sandals and the housewife
with her simple dress.

"I don't have a preferred audience,'" he
says, "I play primarily to the human being,
to he who is able to capture the feeling of
the music. Age and social condition don't
matter to me."

In the repertory of Paco de Lucfa, the
guitarist who has toured the world with the
artistry of his guitar, are included themes
of his own inspiration and lately of the
famous composer Manuel de Falla.

"I do it," he says, 'because Falla was
inspired in our land, by flamenco folklore,
as for example in 'La Danza del Fuego' and
'"La Danza de la Vida.' I composed the rumba

'"Entre Dos Aguas' and the taranto 'Fuente y
Caudal' from the feelings of my childhood and
my life."

There is no closed subject when one talks
with Paco de Lucfa. Therefore he isn't taken
by surprise when asked about the present
situation in Spain. He responds without
hesitation.

"We are in the middle of a stage of tran-
sition. Going from a dictatorship like that
of Franco to a democracy with Juan Carlos.

We left an era of repression where art was
only for priveleged people. Now there is an
organized system, more opportunities. We
have a democracy. It's not easy; it's true
we're going through a difficult moment. But
any manifestation of quality art is given
support, Look at the case of Antonio Gades,
who came to Colombia in 1967, and now has his
National Ballet which is important.' .

In order for flamenco to be autheritic, it
must have three ingredients: baile, guitar,
and cante. Paco de Lucfa runs the risk of
presenting himself alone with his guitar and
the folklore doesn't lose its essence.

When he gave his concert in the Theater
France-Odeon in Paris, Patrice de Nussac, one
of the most demanding critics, said of him,
"His guitar is fresh, frank, a torrent of
clean notes. He's one of those guitarists
capable of giving a classical feeling to
popular music and a popular feeling to classi-
cal music."

Paco de Lucia supports this concept when
we asked him to tell us about his main satis-
faction as an artist.

"Flamenco music was marginal until a few
years ago; it was only in the taverns, nights
of juerga to entertain couples. I took it
away from there. As an artist I've been able
to bring it to all the world and give it more
prestige."

DON QUIXOTE RESTAURANT

A DINING ADVENTURE IN
SPANISK AND MEXICAN FOOD

CAMPRELL AT SARATOGA

206 EL PASEO DE SARATOGA
KAN JOSE. CALIF, 93130
37868.1543

Flamenco

ENTERTAINMENT
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The stars of the show are, naturally,
stage names: Rosita de Madrid, Estellita
Mbhtes, Cristinita de Espaﬁé, Amapolita Reyes,
and Paquita Imperio bring to America tons of
joy and art from the mother country.

"Espanolfsimas" is, without a doubt, a
comic musical revue which has come to stay in
America because it has everything: art, song,
dances, beautiful costumes, and comedy. We
can forsee without a doubt that the espanol-
isimos of "Espafolisimas' have a long future
in the world of revuew...and they deserve it
because they are great artists.

¥* % % ¥

(From: Replica, Dec. 12, 1979; sent by Vicente
Granados; translated by Vicki Dietrich)

By Otto Gennaro

In New York one can see every imaginable
extravaganza which is why we are called the
city of shows -- somewhat like Paris and
Madrid were at the beginning of the century.

From Madrid has come a group of artists who
are astounding our happy city with their art,
"salero", and talent. We refer to 'Las
Espanol{simas" who, since September 27 have
been presented at ''Don Pepe" and continue
until next year. They came for two weeks but
the public has taken them to its heart and the
public always rules.

And there they are. Full of charm and
""'salero'". The day we went they performed
"Madrid Before and After the War' and it was
well done; we all remembered melodies from
that time.

The group is comprised of Cristi de Espafia,
Rosita-de Madrid, Amapolita Reyes, and Paquita
Imperio who is the director of the group.

LCristi de Paquita are Spanish, from Cata-
luna and Malaga. Amapolita and Rosita are
from Columbia, but anyone who knows Spain
won't believe it.

Although the names are feminine, don't you
believe they are females; they are men...but
what men! Ah! For those with suspicious
minds...that they impersonate females does
not mean they are homosexuals. These men are
women on stage in order to present something
different and not for any other reason.

And they succeed. Without shaving, cosme-
tics, without effeminization, with nothing
but their talent, they personify Spanish
female characters with all their grace and
elegance. They dance, sing, tell jokes, and
even conversewith the public, but all done
with sensitivity, good taste and art.

"Las Espanol{simas" are not just another

group. They are an incredible group, true
professionals -- and in such a difficult city
as New York.

The night we went to ''Don Pepe' we were
honored by the company of the fabulous "El
Greco" who went to applaud and enjoy the mar-
vellous "Espanolfsimas'. Manolo Correa is the
guitarist and distinguished himself during
the show as he is one of the best with a
guitar in his hands. A show to see and to
see over again.

eSS
' FLAMENCO, INDIAN PROGRAM
"DANCE EVENING BLENDS STYLES"

(From: The Saﬂ Diego Union, July 11, 1980;
sent by Ernest Lenshaw)

By Eileen Sondak

The proud and passionate flamenco dances of
Spain shared the program with the quasi-
mystical movements of Indian dance Wednesday
at San Diego State University's Music Build-
ing's Recital Hall.

Since flamenco dance ostensibly had its
genesis in the ancient religious dances of
East India, the stylistic blend was as appro-
priate as it was aesthetically pleasing.

Rayna, a former dancer with the Jose Greco
Company, was the flamenco soloist, and Sharon
Lowen, an accomplished Indian dancer, per-
formed the Odissi dances of India which
initiated the program,

Rayna lacked the raven hair and darkly
dramatic look of a typical flamenco dancer,
but her pure line, abrupt staccato movements
and controlled passion were splendidly
authentic. :

Ironically, her first selection, 'Farruca",
a fiery, masculine dance, was traditinally
forbidden to women. When she strutted on
stage, she was dressed defiantly in a brown
and white gaucho outfit and matching boots.

With appropriate gypsy arrogance, she be-
gan to tap out rhythms in a series of crisp
clicks that alternated between soft cat-like
steps and sharp, pounding beats that reverber-
ated like machine gun shots. A darting head
would signify a quick change in direction, and
then the ferocious footwork would begin to dig
into the floor again.

Rayna infused the dance with the rebellious
spirit of the gypsies but the usual electri-
city between dancer and musician that ignites
the sparks in both was unfortunately missing.

The most probable explanation for the lack
of excitement between them was the absence of
emotional involvement and performing brio by
Joseph Trotter, the guitarist who accompanied
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Rayna. :

After a brief guitar solo by Trotter, Rayna
returned in traditional female attire for
"Alegrias', a joyous dance that suggested the
Moorish elements of Spanish dance in its sen-
sous port de bras.

Flashing a smile, she produced another
volley of frenzied clicks while maintaining
an elegant carriage. Her ruffled skirt echoed
the curvilinear patterns she etched on the
floor as she swirled around the stage.

Rayna's voluptous interpretations of the
complex rhythmic designs evoked an exuberant
response from the near~capacity crowd.

dbdhbbdbddddbdddddddddd
Interview with Rene Heredia

(From: Audience, July 18, 1980)
By R. Alan Rice

This Sunday evening (July 20) will be
special at Molly's. Renowned flamenco guitar-
ist Rene Heredia will present two shows (8:00
and 10:00 p.m.) of contemporary flamenco -- a
blend of traditional flamenco and progressive
jazz styles that is part of a general reemer-
gence of flamenco internationally.

Heredia, a native of Granada, Spain and
son of a '"gitano puro" (pure gypsy), has
played guitar for nearly thirty years, since
he was 12. ("You are born with it; my family
was all flamencos," he says, "I am nothing but
an extension of my culture. I remember very
little of my life without guitar.') He has
worked with dancers Carmen Amaya, Jos€ Greco,
and Antonita Moreno and has appeared on
national TV programs such ‘as Ed Sullivan,
Steve Allen, and Art Linkletter. Last week
he was in Boulder promoting his Molly's show.

"The interest is growing steadily; there
have been years of decline, just like for
jazz," says Heredia. "It happened because
people got tired of hearing the same thing.
They needed a change. Jazz has needed a
change for a long, long, time and so now guys
like Chick Corea and Carlos Santana are
changing things. They are getting a lot of
their ideas from flamenco."

The primary flamenco influence Heredia
referred to involves the incorporation of
sophisticated rhythm patterns beyond the
basic 4-4 and 2-4 times of ''traditional' jazz.
Flamencos incorporate accented and highly
complex patterns into their naturally percus-
sive style, but in the '"modern flamenco"
style (a style that has really only developed
within the last two decades) the guitarist
borrows the intricate chord progressions of
modern jazz, thus combining the best of both

styles. In Heredia's guitar playing one gets
the "left hand" of jazz and the "right hand"
of flamenco (plucking style).

"Twenty-five years ago flamencos were only
playing major and minor chords, dominants and
subdominants, but very few diminished or aug-
mented chords," says Heredia. 'But now since
Sabicas and the school of Ramon Montoya (a
gypsy from Madrid) the flamenco has incor-
porated a lot of classical techniques and is
developing the left hand. 1It's been taken
further by Manolo de Huelva and Mario
Escudero.

Perhaps the most highly respected propo-
nent of the new flamenco style is Paco de
Lucfa, who Heredia calls "The Jimi Hendrix of
Spain'. '"But he does more than Jimi Hendrix'
says Heredia, 'because Jimi Hendrix was mar-
velous in his style == he developed a style
all his own =~ but that's really what he was
all about." The world of flamenco soloists,
like Heredia, holds '"stylists" in high esteem;
«in face, it is not enough for a soloing fla-
menco guitarist to interpret traditional
flamenco compositions., His peers expect him
to develop his own style, and Heredia has
worked since 1973 on mastering the total left-
right hand technique. His mastery of the
form allows him to do some things that even
the best ‘jazz guitarists are hardly capable
of.

"In jazz they play with a pick, so they
can play only the melody line and they then
need another rhythm guitar,'" explained
Heredia. "On my guitar I play melody, har-
mony, rhythm and counterpoint, so it sounds
like two or three guitars."

Asked if he could appreciate the talent of
a sensational jazz-pop-rock session guitarist
like Lee Ritenour (just to name one of a num-
ber of representative top-flight American
guitarists) Heredia replied: "The thing is,
Lee Ritenour still plays with a pick." (In
fact, Ritenour shouldn't be short-changed;
he's no slouch on classical guitar.) "I can
relate to his left hand, but I don't even
listen to his right. That's the problem with
the whole jazz thing: a jazz (guitarist) is
giving 100 percent of his talent, his ability,
his knowledge and his self -- but he is giving
100 percent with only his left hand. With his
right hand he is not giving 100 percent."

Heredia is a proud man -- and it's all part
of being a soloing flamenco player. (He will
be joined at Molly's by a conga and a bongo
player.) '"You want to be a man of substance
-- that's what draws the attention of the
people," he told me.

When Heredia walks onstage at Molly's,
he'll bring an intriguing musical form with
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him, one combining the intricacy of classical
and jazz styles with the intensity and excite-
ment of traditional flamenco. This will be

a special show.

AN AKRONISM

JUERGA IN OHIO

By Marta del Cid

We were adults and we were children. We
were men and women, boys and girls. We were
social workers, students, systems analyst,
artist, airline employee, interior decorator,
doctor, steel worker, chemist, and candy man.
We were from Ohio, Pennsylvania, Michigan,
Minnesota, Georgia, and Spain. But these were
6n1y surface statistics that no one particu-
larly cared about, for we were together for
flamenco.

Joan and Larry Temo opened their home and
their hearts for what may become the tradi-
tional Independence Day weekend juerga. Their
home and pool in a secluded woodsy location
made for a perfect flamenco retreat, with a
tablao set up on the huge back deck and
another tablao in the basement. The whole
weekend was one constant flow of friendship
and creative sharing that was marked, in my
mind, by three high points, all of which were
achieved through the extremely sensitive and
dynamic toque of Greg Wolfe. We were blessed
with the presence of no less than ten marve-
lous guitarists who each contributed in his or
her own special way to the ambiente of this
amazing experience. I was keenly aware of
each one of them and would have detected an
absence immediately had one had to leave. A
juerga is such a communal effort that it
usually is impossible to single out one par-
ticipant, but I know that everyone was pro-
foundly affected by Greg's playing.

Friday evening was a little slow to get
started with everyone still getting acquaint-
ed, so we had the first showing of the film
"Flamenco'" while we visited and got settled.
Later there were sessions on the deck and
then in the living room when the competition
of fireworks next door and rain proved too
much and the tablao was moved inside. The
first magic occurred when I slipped away from
all the gaiety to discover Greg in the base-
ment working with a singer who‘pad emerged at
the last juerga, Jose” Luis Gimeénez, who is
from the mountainous area east of Granada.
Jose” was on a beautiful run, going through
serranas (his specialty), peteneras, tientos,
bulerfas and fandangos. Greg's accompanying
was thoughtful and stimulating with quick

stops and slow spaces. I never wanted it to
end, but gradually others were discovering
our hiding place and the background noise
proved too distracting. The singing stopped,
guitar was put away.

More guests arrived Saturday afternoon and
things were really rolling by six when we had
to make a brief disappearance for a wedding
reception. When we returned, the second show-
ing of "Flamenco'" was finishing and everyone
had eaten. A gorgeous night, we set up per-
manently on the deck for a wonderful long set
of bailes. We had dancers at all levels of
proficiency, and it was a real charge to be
able to make palmas and jaleo for others for
a change. A delightful surprise for all of
us was the appearance of a flamenco violinist
whose contributions gave a charming country
feel to the chico numbers. Even the more
jondo pieces he played with great sensitivity
and simplicity, but somehow anything other
than guitar seems an intrusion during those
moments of intensity. Another surprise was
his companion who had lived with the gypsies
and who danced a wonderful, funky, low to the
ground tangos.

Later, in the basement, more magic was
again conjured by Greg as he accompanied many
of us in the baile. 1It's impossible not to
dance when this artist plays -- whether a
capricious, choppy bulerias or a richly tex-
tured soled, he draws out the best in all
around him. Much later, upstairs, the dozen
of us remaining die-hards trusted him with our
souls as he took us in tow for an incredible
journey through bulerfas, taranto, and soled.
After we caught our breath, we visited a bit
and them moved out on the deck where dawn was
just breaking. We were getting a little giddy,
and five of us set up a chorus of palmas,
passing back and forth a seemingly bottomless
glass of wine and yelling out suggestions for
two flamencos (out of professional courtesy
they shall remain nameless!) who launched in-
to a set of "theme'" desplantes -- cowboys and
indians, flamingos (on one foot), football (no
tackle but a pass). Who of us will ever for-
get the climactic desplante off the diving
board or bullfrogerfas?

Inanities aside, what other experience can
bring strangers so close in just two days? I
remembered Carol Whitney's observations about
Anzonini -- "What does he know of my life?
Practically nothing, outside of my aficion.
What do I know of Anzonini's life? Practical-
ly nothing, outside of his art. So how could
we possibly understand anything of each
other?"

What more is there to know of each other?
Sharing a common bond of flamenco carries with
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ANNOUNCEMENTS

‘Announcements are free of charge to subcrib-
ers. They will be placed for two months if
appropriate and must be received by the lst

of the month prior to their appearance. In-
clude phone number: and area code for use in
the DIRECTORY. Sent to: JALEO, P.0. BOX 4706,
San Diego, CA. 92104.

JALEQO CORRESPONDENTS

If you would like to assist JALEO by acting

as a correspondent for your city, please con-
tact our P,0. Box and let us know. We need to
have an update at least every two months.

updates

ADEILA has moved to California where she will
be giving flamenco dance instruction at the
Community School of Music & Arts, 1560 Calif-
ornia St. in Mountain View, tel: 415/961-0342.
GENE ST. LOUIS, flamenco guitarist, is now
playing at La Mancha on Atlantic Ave. in
Brooklyn, N.Y..

JOSE RAMON continues to welcome visitors at
his Nob Hill Flamenco Dance Center at 841
Jones St. in San Francisco.

CARLA CRUZ, flamenco dancer, performs at La
Bodega Restaurant Wed-Sun, 1337 Grant Ave.,
North Beach 415/3989555 (S.F. area)

BALLET FIESTA performs at the Norton House
Restaurant in a dinmer concert format in 4
and 6 week sessions throughout the year. The
5 dancers and guitarist open the fall season
Oct 31 with Friday shows through Dec 12, fea-
turing flamenco and regional dance, 53 NW
Couch, Portland, Oregon 503/223-0743.

This group also appeared at the Artquake on
Sept 7 as part of a performing arts festival.
Artistic director and soloist is Maria Moreno.
EL MORO CUISINE OF SOUTHERN SPAIN recently
openied in San Diego, features dancer Rayna,
guitarist Rodrigo de San Diego and singer
Remedio Flores, Fri & Sat 10:00-12:30pm and
Sun afternoon 12:30-3:30.

JOEL BLAIR, guitarist, now appearing at Las
Palomas restaurant, 1339 46th Ave, S.F. area.
RODRIGO & REMEDIO, guitarist and singer are
featured at Don Carlos Mexican Restaurant in
La Mesa, Fri 5:00-8:30.

classified

MINI WORKSHOPS & CHOREOGRAPHIES by Teo Morca
available throughout 1981. Write to Morca
Academy, 1349 Franklin, Bellingham, Wash.
98225 or call: 206/676-1864.

FOR SALE:’ 1964 Ramirez flamenco guitar-and
1978 Francisco Fernandez, both Mediteranian
Cyprus, exceptional condition. Call: John
Mauck 714/833-0038.

GUITARIST WANTED to work with dancer in
Vancouver. Call 732-8970 or write Huguette
Lacourse 2380 Cypress # 204, Vancouver, B.C.
VGL-3M8 Canada.

DANCER WANTED to work with guitarist Peter
Baime for already scheduled concerts. Good
pay. Contact Peter Baime 1100 W. River, Park
Lane, Milwaukee, Wis 53209.

GULTAR MUSIC AVAILABLE Music of many top art-
ists, both modern & old style, transcribed by
Peter Baime. (See Address above.)

FOR SALE Conde Hermanos 1976 flamenco guitar.
Excellent condition. $650.00 Call Ed Lastra
408/984-0799 or write 120 Kiely #4, Santa
Clara, CA 95051.

FOR SALE Books by Donn Pohren, music by Mario
Escudero & Sabicus & a complete line of guitar
supplies (strings % price). The Blue Guitar,
see ad for location.

GUITARISTS & GUITAR STUDENTS WELCOME to -accom-
pany dance classes. Call Juana 442-5362. (S.D)
BACK ISSUES OF JALEO AVAILABLE: Vol. I na. 1l to
6 $1.00 each. All others $2.00 each. Add
$1.00 per copy for overseas orders.

DIRECTORY

canada

DANCE INSTRUCTION
Maximiliano (Toronto)

new york

FLAMENCO ENTERTAINMENT:
La Mancha (Brooklyn)
Meson Flamenco

DANCE INSTRUCTION:
Esteban de Leon

Jerane Michel

Estrella Morena
Azucena Vega

Victorio Korjhan
Mariquita Flores
Alicia Laura (Long Island)
GUITAR INSTRUCTION:
Mario Escudero

Michael Fisher (Ithaca)
REHEARSAL SPACE:

40 West 24th St.

pennsylvania

DANCE INSTRUCTION:

Marfa Bitting (Philadelphia) West Chester S.U.
Camila Erice (Harrisburg) Y.M.C.A.

483-4046

234-9205

212/724-4918
212/222-4973
212/489-8649
212/989-0584
212/927-7220
212/582-3350
516/928-3244

212/586-6335
607/257-6615

212/675-9308

washington d ¢ area
FLAMENCO ENTERTAINMENT:

El Bodegon

Tio Pepe

‘GUITAR INSTRUCTION:

Tom Kreuzburg (Rofton, MD)

301/261~-0261









