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T LETTERS

Dear Jaleo:

I enjoy Jaleo and I read it from cover to
cover every month, but some of the ideas and

attitudes expressed in Paco Sevilla's
editorial in the December issue bothered me.

I don't agree that flamenco is a strictly

traditional, almost provincial art form

rooted among a certain society in a particu-
Flamenco

lar part of the Iberian peninsula.
thrives all over the world now, and some of
the great flamenco artists do not live in
Spain anymore. We should be open to the
idea of flamenco happening anywhere.

I also don't believe that there is much
‘to be learned from reviews of flamenco
festivals and contests. I read those
articles; they are fun, but they are just
gossip. There's nothing in them that would
help you play a note or dance a step.

The flamenco quiz bothered me, too. The
editorial states "...the true 'cabal' in
flamenco will have a knowledge that is much

more extensive than that required here." If

that means cafe habitués in Andalucia would
know all sixty names in Part I of the test,
then I agree. But I don't agree that name

dropping is equal to knowledge of flamenco.
All these things add up to chauvinism, that

"in group/out group" mentality that seems to

collect around every art form, especially

those imported from one culture to another.
It would be ironic and a great loss if

Jaleo, which is dedicated to spreading

information and interest in flamenco, should

become elitist.

Respectfully,

David J. Wolf

Monterey, CA
(Editor's comment:
Jaleo can avoid becoming elitist and
continue to serve all extremes of flamenco
interest. Aside from that, I don't agree
with any of your statements or your
interpretations of my statements.
appreciate your taking time to express your
views.
discussion in these subjects and perhaps
other readers will provide further input.)

Dear Jaleo,

My name was Bill Regan. I was a mixture
of Yugoslav, Irish and German. Now I'm
Guillermo Salazar! My father is from
Valladolid, and our family speaks
Castillian. Shortly after the name change
I got a guarantee check card under the new
name, and later got checks also.

The original idea was to try an experi-
ment for a year. Within a month business
tripled at my language school. I began to

I think we all hope that

But I do

There is much potential for valuable

get standing ovations at my occasional
concert appearances. I had a good thing
going and wasn't about to lose it.

I've had to make a few changes in my
outlook during the period of adjustment.

The first change was to be more tolerant of
other people, more accepting of their weak-
nesses. I am no longer angered by fortune-
tellers, tarot readers, actors, or children.
I realize that I almost believe that the end
justifies the means; but I thought I could
try this philosophy for a while, because I
do have a good product--the bottom line.

So, this "mentira" is a sincere one. I
am an authentic fake, if not genuine. Life
now is more interesting and business is
better. I am planning a new album to show
my progress on the guitar. My new friends,
who eventually find out about me, seem to
take it all with a grain of salt. I think
I'll be Guillermo Salazar for a while longer.

Guillermo Salazar
Denver, Colorado

Guillermo: So that you won't feel alone,
here are some other people who have benefit-
ted from name changes (a similar list could
be made for Spanish as well as American
flamenco artists):

William Claude Dunkenfield (W.C.Fields)
Allen Stewart Konigsberg (Woody Allen),
Norma Jean Baker Marilyn Monroe), Issur
Danielovitch Demsky (Kirk Douglas), Benjamin
Kubelsky (Jack Benny), Nathan Birnbaum
(George Burns), Margarita Carmen Cansino
(Rita Hayworth), Sophia Scicoloni (Sophia
Loren), Archibald Leach (Cary Grant), Joseph
Levitch (Jerry Lewis), Joe Yule (Mickey
Rooney), Rodolpho d'Antonguolla (Rudolph
Valentino), Jill Oppenheim (Jill St. John),
Marion Michael Morrison (John Wayne), Samuel
Goldfish (Samuel Goldwyn), Dino Crocetti
(Dean Martin), Leonard Slye (Roy Rogers),

Dear Jaleo

Well, Philadelphia had it's first big
organized juerga in a long time, Monday
November 10th. It took place at the La
Meson Don Quijote., As the restaurant is
closed on Mondays, the gracious owners Julia
and Enrique Lopez allowed the event to take
place there. A fun filled night was enjoyed
by a large crowd, and it all came about on
very short notice. I want to express many
thanks to Jaleo for being the great inspira-
tional force that you are.

Yours truly,
Dan Di Bona
Philadelphia, PA
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«Flamenco Supremes>»

An unsolicited review sent to Antonio David.

Durante mas de tres décadas de conciertos
he utilizado y recomendado muchos tipos de
cuerdas para guitarra, pero nunca obtuve
tanta satisfaccién como la que me
proporciona el utilizar las cuerdas
FLAMENCO SUPREME.

Desde hace un ano uso solamente sus
cuerdas y me complazco en informarle que son
las que mids se ajustan a las caracteristicas
de la guitarra. Su tono es de una gran
brillantez y fuerza, y su tension es
perfecta, bien equilibrada. Pero lo que
realmente mias cabe destacar son las tiples,
cuya entonacion es mucho mis perfecta que la
de cualquier otra que he utilizado antes.

Y, por si estas cualidades no fueran
suficientes, debo anadir que estas cuerdas
retienen su brillo por un perfodo de tiempo
muy superior al de cualquier otro tipo de
cuerda que yo haya utilizado.

Por estos motivos, y aungue no se haya
solicitado mi opinién, me satisface
recomendar las cuerdas para guitarra
FLAMENCO SUPREME con gran entusiasmo.

Ag&.tin ellén
(translation)

(sabicas)

During my more tha ree decades of
concert performan I've used and endorsed
many guitar strings, but have never received
such satisfaction from any as I have from
using FLAMENCO SUPREME strings.

For the past year I've used your strings
exclusively and I'm happy to inform you that
they are most suited to the characteristics
of the guitar. Their tone is brilliant and
powerful, and their tension is perfect, well
balanced. But most outstanding are the
trebles which had the most perfect intona-
tion of any that I've ever used. And, as if
these features were not enough, I must add
that these strings retain their brilliance
far longer than any I've ever played.

It is for these reasons that I offer you
my most enthusiastic and indeed unsolicited
endorsement of FLAMENCO SUPREME guitar
strings. '

(ARCHIVO - continued from page 23)

cantaor. We remember well that very morning
when we went looking for him, and when,
without anyone asking him and without a
guitar to stimulate him, he burst into a
long, trembling siguiriyas. The surround-
ings were somewhat improper. A merciless

sun fell on the patio; we heard disturbing
bustlings around us; people were shouting
right next to us. Suddenly, Calzones' cry
tore through the patio like an unexpected
meteor, quieting it and depopulating it. It
was only an announcement, a momentary test
of power and integrity indelibly installed
in our memory. But it wasn't then possible
to take advantage of that promising communi-
cative gust; we had to wait for the quiet of
early morning, in a venta on the highway to
Jerez. We were able to choose a good
guitarist --Antonio de Sanlicar --who still
drags his noble old age through some of the
little-known night-spots in Sevilla. Two
fine scholars of flamenco accompanied us:
Fernando Quifiones whose direct collaboration
during this phase of our trip proved to be
particularly valuable - and José Caba
Povedano, who knows more than almost anyone
about the heart of flamenco in Sevilla.

That night Calzones sang a wide range of
styles: siguiriyas, soleares, tangos,
tientos, buler{as, cantinas gaditanas,
fandangos, taranto and petenera, The cantaor
groped and stubbornly struggled in his
desperate efforts to overcome the hidden
obstacles that abounded in the atmosphere.
Surrounded by a perfect climate in the high,
black night, Calzones felt more rigid than
he had in the noise and dissolving sun of
the morning. We have already alluded to the
unpredictability of the cante: either it
annuls itself, without knowing why, or surges
up suddently out of its own ashes. "In
flamenco," Calzones tells us, "the only
thing worthwhile is the flood of emotion
that hurts one from within; to sing better
or worse, according to the abilities of each
person, isn't so important; Antonio Mairena,
for example, always sings so well that he no
longer pleases." Calzones is, without a
doubt, a typical cantaor conditioned by
fate; in his own exhausting strivings the
shining honesty of his cante is clearly

. visible.
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Manuela de Cadiz " "

LOS ANGELES, CALIFORNIA 9C064

PRIVATE & GROUP LESSONS
FLAMENCO DANCES

CLASICO (Escuela Andaluza)
PANADEROS (Escuela Bolera)
JOTAS (Aragdn)

MUNEIRA (Galicia)
LAGARTERANA (Toledo)
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... sobre el baile
LISTENING TO FLAMENCO

Rhythm is that magical something that is
everywhere in life. It is the pulse of the
universe, the rhythm of the stars, the
planets going around the sun, the heartbeat
of our bodies, the visual rhythms of the
ocean waves, the rhythm of daily walking,
or a cricket chirping or the rhythm of an
eagle's wings beating the stratosphere. We
are literally surrounded by rhythm all of
our lives, both visually and aurally,
whether from nature itself or the music of
our own making. This total pallette of
rhythm and music in nature has been the
inspiration for man from the beginning of
time, inspiration to create his own music
and his own dance, which were forms of
communication, even before there was a
spoken language.

Flamenco was born among peoples who
lived close to nature and used nature as a
source of inspiration for the music that
grew from their feelings and emotions.

From a simple beating of a stick to produce
a rhythm to move to, to the anguished cry
of a pre-flamenco song expressing hunger or
loss, to the complex rhythms of today's
many flamenco styles, the evolution has
brought flamenco music to its complete
blend of many musical elements. The music
of the guitar, the song of the singer, the
audible rhythms and visual movements of the
dancer, the complex jaleo of the-complete
flamenco experience. It is this approach
of flamenco music in its entirety that I
speak of, this listening to flamenco in its
totality that will reveal its complete
majesty.

The more one listens to flamenco, the
more one hears. At first, you might just
listen to the rhythms. This is important,
to absorb the different rhythms, their
structures and their pulses. Of course,
when there is no live flamenco, then good
tapes and records are the way to learn what
flamenco sounds are like, and there are
still many records available, old and new.
There is nothing like listening and listen-
ing to soak up flamenco like a recorder.

Back to the rhythms. When one takes up
flamenco dancing, one of the first things to
begin learning is the structure of the
different rhythms. Since there is no

written music in flamenco, you must train
your ear to hear the "frame" of the compas
or 4 or 6 count compas. Once you understand
where the compis begins and ends, then you
can start to "feel" the base accents of
which there are many. Again, I say that the
more one listens and absorbs, the better it
is and the more you understand without
counting. This is very important because
this is one musical form in which it is best
to try not to count once you know the
compas, because it will inhibit freedom of
expression later on. Counting is very good
and important to know, but once understood,
best forgotten. Trust your inner ear, your
feel within so that, when you dance, you
will be listening to the total music and
dancing with it, not counting it and being
late or early. Counting can become a crutch
and hinder movement and true expression.

For example, too many get caught up with the
base accents of 3,6,8,10,12, in a 12 count
compas and if anything deviates from that,
they are thrown. You do not want to create
a mentronome out of the base accents, but
use them to spring from and create from.

Aside from the accents of the various
compases, there is the pulse. The pulse is
what gives the compids its individual
character and individual expression. The
pulse is the tempo, the flow, the feeling of
the compds, and the interpretation of the
compas. It is the difference between
alegrfas and soleares and, closer still, it
is the difference between soleares and
soleares por bulerlas or caracoles, alegrlas
and romeras. It is the "aire" of the
compas. It is the individual heartbeat and,
even though the difference may be very
subtle between, say, alegrfas and romeras,
it is there and can be heard by the person
who listens for it.

The pulse is that long, stretched, sinewy
drama of a slow soleares in its lyrical
arte. It is the round, sensual femininity
of a slow tango, the dry, sharp staccato
power of the farruca, the driving energy of
the solea por bulerlas, the up and flowing
feeling of the alegrlas, the short impulsive
earth quality of the siguiriyas, and the
reaching tension of the taranto. These are
just example feelings of the pulse of
various compases and each person will feel
them in his own way.

Another factor of flamenco music that
carries the feeling so strongly is the
different tones. The feeling of dancing a
soleares por bulerias with the cejilla on
five por medio is something that almost
carries the dancer with its tone and power.
Just the tone of a taranto is enouch to feel



PAGE 12

JALEO - FEBRUARY 1981

a strong punta driving into the earth. Many
times, listening to the old anthologies and
hearing many of the forms such as the
serranas, cabales and different forms of
siguiriyas, or the different styles of
alegrias such as mirabras, romeras, rosas
and other cantilas, gives you insight into
the inner feelings and evolutions of
flamenco. The different tones have their
own interpretations and carry a special
feeling, even though the rhythm may be the
same as something else.

Probably the most important facet of
flamenco for the dancer to listen to, aside
from the music itself, is the cante, for
each singer, although singing in his own
individual and unigque style, will be singing
within the traditional structures. This may
seem basic, but for the overall freedom of
dancing with different singers, it is
important to understand the tradition of
individuality within the tradition of the
base compas and the pulse of each compas.

The evolution of flamenco guitar playing
in the last 40 or 50 years has been some-
thing like a comet. Just a few years ago,
you heard mainly the thumb techniques and
rasqueados, but today you hear almost every
possible technique and dancing with a
guitarist who has a good command of thumb,
rasqueado, picados, tremelos, arpegios, etc.,
gives that much more expression and
interpretation for the dancer as well. When
one listens to the accompaniment of Sabicas
playing for Carmen Amaya, or the Moraos with
Antonio, one is really hearing something
tremendous and creative. It is unfortunate
that there are not more records coming out
with good sensitive accompaniment of good
dance included. There are some, but too
few, for listening to all of the elements,
with exciting guitar, cante and baile, is
to hear the full energy of flamenco.

Listening to flamenco is an art in
itself, as many serious aficionados know,
and they take listening very seriously,
appreciating the subtlety, the nuance, the
rhythms, the tones, the different singers
and their different styles, the expression
and matice of good footwork, the guitarist
whose fingers sing out the many beautiful
expressions and techniques, each with its
own feeling and depth of the language of
flamenco. If one listens long enough and
open enough, then the original feelings and
emotions will be heard, those feelings and
emotions that came from life itself, from
peoples who lived close to the earth and
felt its pulse, its rhythm, the rhythms of

life itself. ,
~-Teodoro Morca

BAairAcHE g,
BuivLErMe

FLAMENCO FOR THE SAKE OF FLAMENCO

Quite a few people have asked me if
flamenco is a scam that I use to attract
women. The first time I heard this from a
friend of mine, I was very surprised, since
I really never had thought of this. It is
true that people who are in the public's eye
are attractive. They are getting attention,
and have an aura of importance. Many people
see this as the most important part of all.
Another friend once said to me, "If I could
play the guitar like you, I would have at
least twenty girlfriends." This mentality
seems to want to use flamenco as a stepping
stone to popularity. 1In reality, any art
form can be used this way by veople who have
the art form itself low on the list of
priorities.

Let's face it, it is extremely difficult
to excel in flamenco. Flamenco éxcellence,
on the other hand, is a kind of excellence
that is generally not appreciated by the
masses. The popularity received is not
directly proportional to the hours of
dedication. The true artist is not going
to get involved in this type of situation,
when he or she could find an easier way to
obtain popularity. Those who do get the
popularity through flamenco receive it as a
by-product, rather than a conscious effort.
However, it is true that some fine artists
lose interest in their art and get side-
tracked into enjoying popularity.
Inevitably the artistic ability seems to
deteriorate. Just as there are natural
athletes, there are natural flamencos.

- Others have to work harder at it to attain

their top form. The worst thing is seeing
a natural perforrmer who has lost form,
either through lack of practice or ruined
by success, and living on the reputation of
past glories. ©Natural flamencos have to
practice, too.

If you make a full or partial income from
flamenco, you have to present yourself in
front of other people. By its very nature
flamenco is ostentatious, or showy. The
audiences expect it, except for initiated
aficionados, who are looking for duende.
The fact that you go on stage does not
necessarily mean that you are on a big ego

trip. Don't forget that if you don't
(continued on page 19)
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FESTIVALES 1980

by Miguel Acal

(The following reviews of summer festivals
were condensed from articles that . appeared
in ABC; they were sent by Gordon Booth and
translated by Paco Sevilla,)

XV Caracola Lebrijana
LEBRIJA
(from: ABC, July 2 1980)
by Miguel Acal

It was a triumph of the cante gitano --.
although in spite of the many self-
proclaimed aficionados who haven't the
slightest idea what it is all about.

In brief, Domingo Sanchez "El1 Melédn,"
brought to the stage his great desire to
sing, Paco Taranto his knowledge, Manuel
de Paula his resonant anguish, Pepe Montaraz
his honesty, Miguel Funi his art, and Manuel
Mairena his voice. Curro Malena and Manuel
Soto "El Sordera" had been very moving in
siguiriyas. The dance was represented by
the ever-changing emotion of Los Farrucos --
the impossible rhythm of Antonio and Pilar
and the beauty and compas of Farruquita.

In the second part, the cante gitano
acquired an incredible dimension. Miguel
Pena "El1 Funi," hurt by the indifference of
the public, took out his rage in an in-
credible rhythmic insanity por bulerias.
What he did in this fifteenth edition of the
Caracola made all the previous fourteen
editions worth the trouble. And Francisco
Carrasco (Curro Malena), with the witchcraft
of Pedro Bacan, made the crowd go wild.

The full moon was high in the sky when
there began an abracadabra without time nor
place, an inaccessible and yet tangible pain,
as the guitar of Pedro Pena began to sound.
... With Juan el Lebrijano the room began to
dance. Compas, compas, compas! Because it
is impossible to “esparrabarse" (lose
compas) when Pedro is playing and the voice
of Juan abandons itself to his gypsy people.
El Lebrijano made clear the quality that the
cante gitano can have when it is served by
somebody who knows. Por bulerias, Juan
brought all of the public --and there were
still many considering that it was five
thirty in the morning --close together in a
beautiful sense of brotherhood, with the
cante bringing warmth to the stage.

There is little more to say. The
organization was not the best. The audience
was cold at first, devoted at the end --as
should be expected of an audience that knows

its art. This singing event had the good
taste of the cante gitano, something that is
difficult to achieve, but worth the trouble
for it is beautiful when it happens.

* X X

Il Festival De Mairena
MATRENA DE ALJARAFE

(from: ABC, September 4, 1980)
by Miguel Acal

The audience in the Aljarafe movie
theater gave a lesson in respect, under-
standing, and in knowing how to "be" and how
to be "there" (ser y estar). There were
many children in the audience. But many
children being good and allowing others to
listen. When they began to tire and play
and distract, a brief announcement returned
them to quiet.

The "cartel" (list of artists) was not
long, but it didn't matter. The fiesta was
opened by the winners of the recent contest.
Young Carlitos de Bornos had everyone's
attention when he sang por malaguenas and
peteneras. Manuel Otero, from Mairena del
Alcor, was not good in this festival. It
makes you wonder about the quality of the
juries (in the contest).

Juanito Villar, with Pedro Pena, began
with solea del Chozas, a cante, that is not
heard often in festivals. In bulerias and
tangos he sang well, correctly, and without
a display of progressive trends. I really
enjoy Juanito Vvillar.

With Rancapino the cante reached its
summit. Por soled, the singer from Chiclana
demonstrated an enviable knowledge and
quality. You have to give a lot of credit
to Rancapino who really brought the house
down in Mairena and gave a thick and bitter-
sweet flavor to the ."cante bueno." Por
malaguena and alegrias, more of the same.
Who can possibly do these cantes better?

Paco Taranto had a good performance,
singing solea, alegrias, granainas,
fandangos, and bulerias. He is singing well,
sure of himself, and always giving of himself
completely.

Naranjito de Trina did not have good luck.
He had bronchitis and only his profasssional-
ism saved him.

La Tati had a tremendous success. She
danced solea and bulerias and received an
0lé the size of the Giralda. Pedro Pena and
pedro Bacln were two guitarists suitable for
the monument. José Luis Postigo and Antonio
Saavedra are two artists who must be taken

into account.
* ¥ X







INDEX TO JALEO VOL. III

INDEX - VOL. Il

" BIOGRAPHIES

Alva, Juana de, "Juana de Alva" by Paco
Sevilla, Feb. '80, p. 5.

"Antonio" (interview) by Paco Correal; from
El Correo de Andalucia (1978), Dec. '79,
p. 26.

Anzonini, "Anzonini, Second Round" by Carol
Whitney, Sept. '79, p. 3. '

"On the Flamenco Trail" by Ira Kamin,
Aug. '80, p. 3. :

Barbero, Marcelo, "Marcelo Barbero, A
Tribute" by Michael Fisher; from B.M.G.
(1957), Dec. '79, p. 3.

"The Making of a Barbero Guitar" by
Michael Fisher; from B.M.G. (1955), Dec.
'79, p. 30.

Blair, Joel, "Joel Blair" by Ron Rohlfes,
May-June '80, p.3.

Carmen, Maria del, “Marfa del Carmen" by
Angelina Esteban de la Fuente, Mar. 'S80,
p. 3.

Cayetano, Muriel, "119 Anos del Nacimiento
de Cayetano Muriel"; from Nueva
Andalucfé, Nov. '79, p. 9.

Cérdoba, Merengue de, "Interview" by Henry
Adams; from Guitar & Lute (1974), May-
June, '80, p. 20.

Rafaél de Cérdoba, "Dignity Made Flamenco"
by Robert Cazorla; from Alerta (1979),
Mar. '80, p. 22.

El GUito (Eduardo Serrano); from Alerta
(1979), Aug. '79, p. lé6.

Faucher, Alain, "About Alain Faucher," July
'80, p. 1l4.

Fernandez, Arcangel, "Marcelo Barbero, A
Tribute" by Michael Fisher; from B.M.G.
(1957), pbec. '79, p. 3.

"Fernandillo de Mordn Dies in a Tragic
Accident"; from Digame (1970), Aug. '80,
p. 13.

Freeman, Edward, "Abruptly Biographical,"
Jan. '80, p. 8.

» "Dead Accuracy" by Phillip McCarter,
Jan. '80, p. 20.

__» "Edward Freeman" by Jerry Lobdill,
Jan. '80, p. 5.

"El Conquistador Freeman" by Wesley
W. Burgess, Jan. '80, p. 13.

"Englishman from Texas with a Flair
for Flamenco" by Francis Raffetto; from
Dallas News (1969), Jan. '80, p. 6.

"Freeman's Legacy" by Jerry Lobdill,
Jan. '80, p. 9.

"The Freeman Method of Guitar
Instruction" by Tom Cotton, Jan.

. "Inspiration Freeman" by Dick Cather,
Jan. '80, p. 13.

'80,p. 19

, "One Student's Point of View" by

Jerry Lobdill, Jan. '80, p. 15.
"A Portrait of Ed Freeman" by George

Gamez, Jan. '80, p. 17.
"Re: Edward Freeeman" by Jake
Freiberg, Jan. '80, p. 12.
"A Scientist's View of Ed Freeman" by

Donald and Carla Gray, Jan. '80, p. 12.

, "A Surgeon's View of Edward Freeman"
by Dr. Gaelano Azzolina, Jan. '80, p. 13.

Gastor, Diego del, "Burial of Nino del
‘Gastor"; from ABC (1973, Aug. '80, p. 13.
, "Diego en su noche de Mordn" by
Manuel Barrios; from Ferias Y Fiestas
(1973), Aug. '80, p. 10.
+ "A Legend" by Adela, Aug. '80, p.1ll.
, "A Style That Endures" by Peter
Baime, Aug. '80, p. 13.
+ A Way of Life (book review) by Paco
Sevilla, Aug. '80, p. 20. _

Gilotti, Candida, “American Cantaora" by
Guillermo Salazar, July '80, p. 3.

Grande, Felix, "Flamenco, The Prolonged
Tear of Poverty" by Gloria Otero; from
Mundo Obrero (1979), Dec. '79, p. 23.

Greco, Jose, "Jose Greco and His Companies™
by Paco Sevilla, Apr. '80, p. 8.

+ "Jose Greco Today" by Candace
Bevier, July '80, p. 6.

Heredia, René, "Heredia Provides Artistry
Plus Strumming Up a Storm" by Max Price;
from The Denver Post (1979), Dec. '79,
p. 36.

"The Soul of Flamenco" by Candace
Bevier; from The Denver Magazine (1979),
Aug. '79, p. 23.

Hernéndez, Ernesto, "Ernesto Hernandez-
Bailarin" by La Chiquitina, Jan. '80,

p. 26.

Herrero, Miguel, "Miguel Herrero" by La
Chiquitina, Feb. '80, p. 26.

Herrero, José Miguel, "Jose Miguel Herrero"
by La Chiquitina, July "80, p. 28.

Hoyos, Cristina, by Antonio Martinez; from
Alerta (1979), Sept. '79, p. 14.

Imperio, Pastora, "Pastora Imperio Dies";
from ABC (1979), Feb. '80, p. 4.

"La Nina de los Peines" by Michael Fisher,
Nov. '79, p. 4.

Lenshaw, Ernest, "Photos," Nov. '79, p- 20.

Lémas, Carlos Bond by Paco Sevilla, Aug.
'79, p. 3.

Lopez, Pilar, "Morca...Sobre el Baile" by
Teo Morca, Oct. '79, p. 19.

Lucfa, Paco de, "Concert Night with Paco de
Lucia" by Candace Bevier, Oct. '79, p. 10

» "Paco's Music Inspires" by Richard

Conway, Oc. '79, p. 11.

, "Paco de Lucia in France" by Robin

Lent, Feb. '80, p. 3.




INDEX TO JALEO VOL. III

, "Paco de Lucia y las Sabinas," Nov.
79, p. 18.

Mairena, Antonio, "Antonio Mairena"; from

_Nueva Andalucia (1979) , Mar. '80, p. 5.
"Antonio Mairena: An Interview" by
Manuel Curao; from El1 Correo de Andalucfa
-(1979), Mar. '80, p. . 9.

"Antonlo Mairena and Manuel Torre" by
Angel Marin RGjula; from Nueva Andalucia
(1978) , Mar. '80, p. 13.

“"The Honest Words of Fosforito"; from
Nueva Andalucia (1979), Mar. '80, p. 8.

"An Immortal Teacher"; from CSrdoba
(1979), Mar. '80, p. 7.

Maya, Mario, "Baroque Wings" (interview) by
José Luis Ortiz Nuevo; from Tierras del
Sur (1978), Nov. '79, p. 3.

_—7 "Mario Maya Proposes Flamenco
Center", Nov. '79, p. 15.

, "Racism, No!"; from Cambio, Nov. '79,
p. 10.

Menéndez, Pepe, "Miami Flamenco" by Adela,
May-June '80, p. 24.

Montoya, Carlos, "Flamenco Incarnate" by
Arlene Isaacs; from The News World
(1978) , Feb. '80, p. 24.

"His Heart in His Hands" by Susan

Soper; from Newsday (1975), July '80,p. 5.

Monzdn, Angel,
Robertson.

Morca, Teodora, "Morca as Maestro" by Bob
Clifton, Oct. '79, p. 13.

"Morca Couple Creates Pure Holy Dance
of Love" by Richard Conway; from Daily
News (1979, Oct. '79, p. 15.

, "Morca's First Flamenco Workshop--
Seminar" by Teo Morca, Oct. '79, p. 12.

& Isabel, "Los Morca--Volantes" by
Carol Whitney, Nov. '79, p. 12.

Nader, Patri, "Patri Nader" by Isa Mura,
May-June '80, p. 15.

Pali, El, "I Quincena de Flamenco"; from
Arte Andaluza, May-June '80, p. 7.

Pena, Paco, "Paco Pena and Company" by Ray
Mitchell; from Guitar Magazine (1979),
Feb. '80, p. 18.

"Paco Pena and Loli Flores"; from
sunday Telegraph (1979), Feb. '80, p. 17.

, "The virtuoso and the Gypsy"; from

"A Profile" by Mary

Time Out (1979), Feb. '80, p. 1l06.
Parker, Kenneth, "On the Flamenco Trail" by
Ira Kamin, Aug. '80, p. 3.

Radford, Ronald, "Culture Takes to the
Hills" by Karen Field; from Parade
Magazine, Feb. '80, p. 21l.

"What's Flamenco? Cedartown Audiences
~ Know" by W. G. Bonnett; from The Atlanta
Journal and Constitution (1980), Apr.
'80, p. 14.

Ronda, Arturo de, "Miami Flamenco" by Adela,
May-June '80, p. 24.

"Sabicas in New York" by Raymond Ericson
(photos by Janet Lee); from The New York
Times (1979), Dec. '79, p. 28.

sdlazar, Guillermo, "Guillermo Salazar,"
Mar. '80, p. 16.

Sanlicar, Manolo, "Intento Convencer con Mi
Vision del Flamenco" (interview); from
Diario de cadiz (1979), Jan. '80, p. 25.

Sheer, Anita, "Mano a Mano" by Laurie
Randolph, Nov. '79, p. 17.

Torre, Manuel, "A Brief Biography" by Juan
de la Plata; from Nueva Andalucia (1978),
Feb. '80, p. 22.

, “"Antonio Mairena on Manuel Torre" by
Antonio Mairena; from Confesiones, Mar.
'80, p. 14. -

» "An Interview with His Daughters” by
Angel Marin Rijula; from Nueva Andalucia
(1978), Apr. '80, p. 15.

, "Manuel Torre" by Christof Jung; from
Flamenco, Sept. '79, p.l

, "The Mythical Figure of Manuel Torre"
by Luis Melgar Reina; from Nueva
Andalucia (1978), July '80, p. 21.

"On the Centennlal of His Birth" by
Emilio Jiménez Dlaz, from Nueva Andalucia
(1978) , May-June, '80, p. 18.

"Voice and Presence in Remembrance"
by EmlllO Jiménez Dlaz, from Nueva

. Andalucia (1978), Jan. '80, p. 22.

Torres, Marina, "Flamenco Dancer Teachers at
Colony"; from The Plain Dealer, Apr. '80,
p. 17.

"Marina Torres" by Carlene Gerheim,

—_—Eif. '80, p. 3.

Vergara, Adela, "Flamenco in Egypt" by
Adela, Oct. '79, p. 6.

Vidal, Chucho, "Guitarist Chucho vidal" by
La Chiquitina, Dec. '79, p. 36.

CAROL ON CANTE (Carol Whitney)

"Ajena Al Cante," Aug. '79, p. 17.

"¢De Quien Son Estos Zapatos?", Nov. '79,
p. 10.

"Jearning to Sing: Taking It All Apart"
(Singing: The Solea of Thomas Pavon),
Sept. '79, p. 16

"Mairena's Confesiones:
179, p. 16.

A Review," Oct.

FLAMENCO TALK (Paco Sevilla)

Crossword Puzzle, Aug. '79, p. 25.
Crossword Puzzle, Sept. '79, p. 20.

GENERAL ARTICLES

"Art of Suffering” by Sue Garson, San Diego
Union (1980), July '80, p. 18.

"Arte Andaluz" (photos), April '80, p. 20.

"Bailes de Espaﬁa" (Per formance Announce-
ment) by Isa Mura, Mar. '80, p. 25.



INDEX TO JALEO VOL. III

"Pilar Lopez," Oct. '79, p. 19.

MUSIC

*Fandangos de Lucena" from Carol Whitney,
Aug. '79, p. 13.

"The Music of Diego del Gastor" from Peter
Baime, Aug. '80, p. 15.

Rondena por Paco de Lucia" from Edward
Freeman, Jan. '79, p. 1ll.

"Sevillanas" (from "Flamenco!
Oct. '79, p. 12,

"Soleid de Tomas Pavén (letra & music) by
Carol Whitney, Sept. '79, p. 17.

Carmen Amaya),

EL 0IDO
Aug. '79, p. 25.

POETRY

"A Carolina" by Maria José Jarvis, Oct. '79,
p. 21.

"A Diego del Gastor" by C. Calvo; from
Ferias y Fiestas (1974), Aug. '80, p. 12.

"Diego del Gastor" by John Lucas, Aug. '80,
p. 13. .

"El Tanguillo de Los Jaleistas" by Maria
José Jarvis, Aug. '79, p. 24.

"Evocacién a Diego del Gastor" by Alberto
Garcia Ulecia; from Ferias y Fiestas
(1975) , Aug. '80, p. 11.

"Fandangos de Cabezas Rubias" by Paco Sevilla
Mar. '80, p. 20.

"Fandangos del Cerro" by Paco Sevilla, Feb.
'80, p. 13.

"Fandangos de Santa Eulalia" by Paco
Sevilla, July '80, p. 22. .

pPoesia (Poems about Jaleistas) by Maria
José Jarvis, Sept. '79, p. 13.

"Que Jonda Cald El Cante"; from El Correo
de Andalucia (1979), Nov. '79, p. lé.

PUNTO DE VISTA

"Antonio and Out-of-Date-Dance" by Paco
Sevilla, Apr. '80, p. 6.

"Ghost Story" by Brook Zern, Aug. '80, p.6.

"Interpretation versus Creativity" by Brook
Zern, May-June '80, p. 5.

"Joe or José?" by Paco Sevilla, Sept. '79,
p. 5.

"Leaders and Followers in Flamenco" by
William Regan, Aug. '79, p. 5.

"New or 01d?" by Jerry Lobdill, Sept. '79,
p. 4.

"Playing Other People's Music" by Guillermo
sflazar, Aug. '80, p. 5.

"Thoughts on Learning and Teaching the
Dance" by Martha Sid-Ahmed, Dec. '79,
p. 6.

"Who Should Do It?" by Jerry Lobdill, Oct.
'79, p. 5.

RECORDS

"Discography of La Nina de Los Peines" by
Victor Gerard; from British Institute of
Sound Bulletin (1958), Nov. '79, p. 5.

"New Records and and Guitar Methods" by
Brook Zern, Aug. '79, p. 21.

"Records" (New records available in the
USA), May-June '80, p. 22.

REVIEWS

Guitar Methods and Flamenco Book

"Juan Martin's Guitar Method" by Jerry
Lobdill; from Guitar & Lute (1979), Feb.
'80, p. 27. N '

"La Leyenda del Tiempo" by Guillermo
Salazar, Dec. '79, p. 35.

"New Guitar Methods" by Brook Zern, Sept.
'79, p. 19.

"Persecusion" by Guillermo S3ilazar, Dec.
'79, p. 35.

"Some Records by American Guitarists"
(reviews of "Carlos Tomas: Chocolate";
"Carlos Tomas: Live in Concert"; "Curro
Lucena"; "The Flamenco Guitar of
Guillermo Salazar" by Paco Sevilla, Mar.
'80, p. 17. "Flamenco Guitar in Concert
--Ronald Radford."

TECHNICAL ARTICLES

"Costuming for Flamenco" by Marta Del Cid,
July '80, p. 14.

"Costuming for Flamenco: Skirts--Part I"
by Marta del Cid, Aug. '80, p. 22.

"Dance in Color" by Mariquita Flores, Feb.
'80, p. 19.

"Fandangos de Cabezas
Sevilla, Mar. 'S80,

"Fandangos del Cerro"
'80, p. 13.

"Fandangos de Lucena"
explanatory notes)

Rubias" by Paco
p. 20.
by Paco Sevilla, Feb.

(Music, letra and
by Carol Whitney,

Aug. '79, p. 13.

"Fandangos de Malaga, Part II" by Paco
Sevilla, Aug. '79, p. 9.

"Fandangos de Santa Eulalia" by Paco
Sevilla, July '80, p. 22.

"The Flamenco Guitar Repertoire" by Paco
Sevilla, Nov. '79, p. 7.

"Jaleo" by Paco Sevilla, Oct. '79, p. 7.
"The Making of a Barbero Guitar" by Michael
Fisher; from B.M.G. (1955), Dec. '79,

p. 30. T
"New Guitar Strings: Flamenco Supremes" by
Paco Sevilla, May-June '80, p. 17.






PAGE 16

JALEO - FEBRUARY 1981

XIX Festival Antonio Mairena
MAIRENA DEL ALCOR

ABC, Sept. 9, 1980)
by Miguel Acal

(from:

A night of good things, very good things,
but too long. It began with Romerito de
Jerez who sang with pleasure por solea,
alegrias, and buler{as; he found himself on
pitch and in control of his voice.

Naranjito de Triana sang confidently and
with strength and left in the night some
cantes por soled that he combined with polo,
some fandangos, and some peteneras of Medina
and Pastora. "El Trianero" sang well with
the young guitarist Manolo Franco.

Then, the first surprise: Rafael el
Negro danced with Isabelita Baydén. Curro
Fernandez and Romerito sang for them, while
Quique Paredes and Manolo Franco played
guitar. It seems that somebody must have
taken special interest in assuring that
Rafael would not dance alone as had been
announced. It seems to me that Rafael was
given a secondary role, when there is in him
a bailaor of much greater stature. He
doesn't deserve that sort of treatment, nor
anything close to it.

Enrique de Melchor appeared on stage with
Manuel Mairena. Manolo did not have a good
night; he tried to sing tientos --his best
effort --soled and bulerias. Curro velez
and Ana Maria Bueno danced a siguiriyas that
was much better than their performance in
Triana a while ago, but they didn't inspire
the public. However, this was an audience
that did not warm up easily, partly because
the night was so long and monotonous.

Antonio Mairena commands the attention of
the audience because, from the moment he
opens his mouth, it overflows with authority,
knowledge, and guality. Antonio asked for
silence and then, por soled, poured forth a
masterful symphony of cantes de Joaquin, La
Roezna, La Jilica, Frijones, Paquirri,
Enrique, Triana, La Serneta, Juanqufn... He
didn't reach the sensational height of last
year, but he made it clear that, at seventy-
one years of age, he remains a tremendously
gifted cantaor. Por bulerias, he didn't do
so well due, perhaps, to a lack of communica-
tion with Enrique de Melchor.

Chano Lobato failed to appear. 1In his
place appeared Curro Fernandez. Earlier, he
had sung well for the dancing, but alone he
didn't have it.

Camaron de la Isla sang briefly, but with
pleasure, quality, and personality. Por
tientos, buler{as, and fandangos he managed
to raise the temperature of the audience a

few degrees. El de San Fernando is
"largo" (a large repertoire) and has an
exquisite flamenco flavor in his singing.

More dance by Curro Velez and Ana Maria
Bueno and then Calixto Sanchez. Two
fandangos and the crowd went wild. cCalixto
really does sing the fandangos of Carbonero
very well --a little long perhaps, but with
excellent voice and exact word placement.
The guitar of Pedro Bacan performed miracles.
Pedro accompanied only Calixto on this nights
and he tried hard to show who he is and that
he understands the mystery of playing well.
Calixto sang well with Bacan and, on this
night, offered a varied and select repertoire
of good cantes.

Rafael el Negro and Isabelita Bayén
returned to finish the show. It had been an
evening with some nice details, but too long.

* % *

Tablaos en la Fiesta

de la Vendimia
JEREZ DE LA FRONTERA
(from: ABC, September 14, 1980)
by Jeronimo Roldan

The "Tablaos Flamencos" of the thirty-
third "Fiesta de la Vendimia" took place in
the bullring of Jerez de la Frontera on Sep-
tember 9th and 10th. Let it be said first,
that the current edition of the "Tablaos
Flamencos" was marked by a setback due to a
previous controversy -- the lack of partic-
ipation by certain local artists, among them
the very popular festero "El Nifio de 1la
Berza" and other pseudoprofessional local
artists who had not been invited. The anger
resulted in a demonstration of protest, and
all the first night there was a continuous
buzzing and humming of whistles that were
opposed by other sections of the audience
who were applauding the artists. It was a
constant battle that irritated and kept
emotions at a high level.

The artists tried to rise above the storm
especially the outside artists who had re-
spect for the locals. However, the majority
of the public in the ring were paying atten-
tion and awarded each performance with
strong applause.

The first night was opened by Manuel
Carpio, "E1 Garbanzo," who brought strength
and warmth to his caracoles, finding excel-
lent compds in the guitar of Pepe Moreno.
After the usual cheerful and festive per-
formance of José vargas, "El1 Mono," the
chorus of whistles began with the appearance
of the first foreigner, Pepe Sanlicar,
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(continued from page 12)

present yourself, you will have to do some-
thing else for money. Then you will have
less practice time, and the art will suffer.
This happens to many young travelling
musicians. They start off with money they
have saved, play the musician role until
their bank accounts have diminished, then
return to a mundane job they despise. Other
more wealthy, non-professional musicians
play the role longer since they can afford
to hold out longer. For those who choose
the flamenco lifestyle, and want to be
proficient, production is the name of the game.

The successful musician has the luxury of
practice time. At least he is practicing
somewhat while performing. Many flamencos
look upon success as a bad thing, probably
because of their upbringing. I think
flamenco for the sake of money is neither
good nor bad; it simply is.

‘I have changed the old phrase "Ars gratia
artis" into "flamenco for the sake of
flamenco." Flamenco is certainly valid as
paid entertainment, and equally valid as
release of tension therapy. What is it that
the artist is asking? 1In any art form,
flamenco included, the simple question is
"Le gusta o, no le gusta?" The artist puts
himself on the line for both acceptance and
rejection. Flamenco in its most pure form,
regardless of the format of presentation,
has the artist performing it for its own

sake.
* W W

"FLAMENCO PURO-GUITARRA ESPANOLA POR
LUIS MARAVILLA" (EMI-LCLP 158) 1960

I believe this album is still available
directly from Luis Maravilla, from his music
store in the Barrio de Lavapies, Madrid. I
got my copy from him there in 1971. Luis
has also recorded several solo albums for
the Westminster label here in the U.S.A.,
all of which are collector's items. He was
the guitarist for the famous Pilar Ldpez
dance company for many years. His style has
elements of Nino Ricardo and Ramén Montovya,
as well as his own variations on traditional
flamenco.

"Zapateado de la Tanguera" is the first
selection. 1In retrospect, this seems very
elementary, sticking to I, IV, V, I harmony
in C major, but this "purity" is the
record's strongest point. I am a fan of
modern flamenco, but always listen to these
old albums to get perspective. "El Darro de
Grana" is a charming granadinas conjuring up
images of old Granada. "E1l Baile de,la

complete with "ida," which you rarely hear
nowadays. "Brisas Malaguenas" is a combina-
tion of a classical composition and a
malaguena flamenca. "Falsetas por
Siguiriyas" is again dance-oriented, the
rhythm given preference to the tones. "La
Guitarra por Huelva" is a fandango de Huelva
with lots of aire, the guitar imitating the
coplas of the cantaor.

"Falsetas por Bulerias" begins the second
side. This has moments of sounding like an
"al golpe" type bulerias and other moments
of observing strict twelve beats. My
opinion is that he goes out of compas, or
more mildly put, is playing "para escuchar,"
as Diego del Gastor would defensively claim.
"Mi Farruca Gitana" is a strict dance
farruca, well done except for the ragged
tremolo. "Alegrias de C4diz" is my favorite
piece on the record. 1It's an alegrias por
rosa, supposedly given birth to by Ramén
Montoya. The serrana is called "Por la
Sierra de Cordoba." It has a metronome like
regularity, more reminiscent of baile than
cante flamenco. "Guajiras Cubanas" is a
nice showpiece, the falsetas being played "a
cuerda pelada" or one string at a time, for
the most part. The album ends with "Tientos
y Marianas," the only piece that favors the
cante,

Luis doesn't seem as sharp technically on
this record as he does on some earlier ones.
This is a good sample of his playing style,
and I'd recommend getting it, if still
available. -

—--Guillermo Salazar

Macarrona" i1s a dance-oriented alegrias

«Candela»

A RECORD REVIEW
by Gordon Booth

(Editor's note: For the last six months,
Jaleo has benefitted from the contributions
of Gordon Booth. Living in Andalucfa, he
has sent us considerable material that has
allowed us to be better informed about
flamenco in Spain. Unfortunately, Gordon
has had to return to the United States. We
thank him for his efforts and hope he will
find some way to continue to be involved.)
Wander through the narrow streets of the
town which shaped Manolo Sanlucar and his
music, Sanlicar de Barrameda, full of sun
and shadow, past the silent bodegas where
the young manzanilla is quietly dancing its
way fram barrel to bottle, to the beach
where fishermen are setting out their nets
to dry beside the timeless Guadalquivir.
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Nearby is a bar where the fishermen will go
when they have finished with their nets.
Inside, the bar bears witness to others who
passed this way before: hanging from the
ceiling and walls is an array of Roman
amphoras, Punich anchors, and fossilized
sharks' teeth, a collection of relics
snagged in the nets of men more interested
in fish than pottery. It was a bar probably
not much different than this that Columbus
tossed down a last copa before setting off
on his second journey to the new world he
had discovered shortly before.

From the doorway of the bar one can see
the bones of long deserted ships decaying
at water's edge, while chickens pick hope-
lessly at the dirt and men with faces like
shoe leather read posters announcing the
coming cock fights. From out of nowhere a
single cry pierces the air, "Ay-y-y!" The
pounding rap-a-tap of clapping hands
suddenly explodes from an alleyway, rounds
a car and sways down the street letting the
silence softly return like fine dust.

While some things remain the same, others
change. The Duchess of Medina Sidonia
lives in the ancestral home perched on a
hill overlooking the town. Her forebearers
once owned Andalucia; now she owns the title
but little else. A trip to Puerto de Santa
Maria or Jerez is no longer considered going
to the big city nor is Manolo Sanldcar the
skinny kid seen sitting in the plaza with
his guitar.

Manolo has become a seasoned world
traveler. With such an occurrence comes
inevitable change, a change in Manolo's
perspective generally and, specifically, a
change or recasting of his music.

Paco de Lucia remarked recently that he
was constantly looking for music outside of
flamenco that he could adapt and make a
part of his flamenco. Manolo Sanlicar has
been doing the same thing. The difference
between the two is that Paco has retained
a strong sense of flamenco whereas, in
Manolo's case, the flamenco flavor is much
less in evidence. His latest album is
illustrative of this point.

“Candela” (RCA PL-35310) displays a finely
crafted blend of guitar, flute, violin, and
drum along with a sprinkling of other
instrumentation. As one would expect Manolo
is the sole composer, except on one number
where he shares credit with someone named
Caffi. Of the ten cuts on the album only a
couple can claim to have flamenco roots...
but with titles such as "Japdn, Siempre
Japon" what would one expect?

Briefly, the album shapes up like this:
The title cut, "Candela," is bright and

spirited. Besides the guitar work (Manolo's
brother, Isidro, plays second guitar), which
is uniformly excellent throughout the album,
there can be heard the singing of violins
and the occasional zing of a synthesizer.
The second number, "Como Un Trozo De Ti,"
presents an immediate change of pace. It is
of a slower tempo. The music becomes soft,
fragrant; the air light with the whisper of
violins and the answering voice of a
saxophone. Next comes "Amanecer" with a
light, bouncy flavor that is occasionélly
broken/high-lighted by the bullet-like
bursts of a synthesizer. "Japdn, Siempre
Japén is the only cut that I have a bit of
trouble with. Here the guitar is especially
clear and sensitive, but the use of a chorus
gives the overall orchestration a majestic
quality that unfortunately makes the whole
thing sound like a Hollywood movie theme.
Something familiar surfaces at last with the
final cut on the first side: "Callejon del
Carmen is flamenco through and through.

Leading off side two is "Oripando" which
combines flamenco rhythms with some latin
drumming, palmas with the ripple of a flute.
The music rushes in to swirl around the
listener in a cascade of sound. 1It's a real
delight! "Alba Rociera," after a slow
beginning picks up the pace and ends on a
particularly joyful note. "Cuando Un Gitano
Mira Al Cielo" pulsates with vitality while
"Katosan" returns to the Orient with flute,
drums and the distant tinkle of wind chimes.
The album ends with the somberly-titled
"Solidaridad" which turns out to be a very
light and mellow number that once again
relies on a gentle mixture of violins to
carry out the composition.

I like the album very much and, as always
am looking forward to Manolo's next release.
According to something I read in the news-
paper, he supposedly is at work on his next
album which, he says, will contain more
music from the Orient; hindu themes. It was
also reported that he was working with Rocic
Jurado, the popular singer from Sanlucar de
Barrameda's neighboring town of Chipiona.
From the sound of things it appears to be
shaping up as quite a mixture. If we are
lucky perhaps there will even be room for

some flamenco.
e ———— -

Vicente Escudero Dead

Brook Zern reports to us of having
read in Variety that the great dancer,
Vicente Escudero, died during 1980.
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ARCHIVO
The Making of an Anthology

PART II -- SEVILLA by Caballero Bonald

(translated by Brad Blanchard)

Our first objectives necessarily had to
be directed towards Sevilla. And we
returned there many times, as it was the
most reliable center of operations. Any
previous exploration had already supplied
us with the same --or very similar --
conclusions that we would obtain in all of
our travels, that is, that the cante,
sociologically speaking, is a reality that
is practically archeological. We are not
referring to its presumed corruption with
the passage of time, but rather to its
transplant from its native areas to various
other horizons, losing in the change its
original social foundations. One cannot
deny that, due to the gradual popularization
achieved by flamenco, today it is much
better known —-and, of course, better
mastered by some interpreters — than at any
other stage of its development. But this
generalized progress has turned its back on
the historic and geographical nucleus from
which the cante came. Does this manifest
uprooting imply some immediate danger? It
is difficult to venture an objective reply,
but there is no doubt, where its social
involvement is concerned, that the cante in
its present form retains only isolated
relations with the primitve cante. That
miserable and painful expression of intimacy
that was kept shut up within a few anonymous
Andalusian gypsy families has overflowed in-
to the most widespread arenas of fame.

Triana was, with Jerez, the most defini-
tive site from which the cante sprang. We
now know that around the eighteenth and
nineteenth centuries, the hidden seeds of
flamenco expression began to filter out from
domestic concealment towards its first
public ventures. And this occurred in this
very neighborhood of Sevilla within its most
obscure gypsy communities. The absolute
lack of documentation keeps us from
reconstructuring with even minimum certainty
the family-type atmosphere where the hidden
seed of the cante flourished for the first
time. Let us enter, therefore, into the
popular climate of Triana. After crossing
to the other bank of the Guadalgquiver, the
urban landscape seems to change its
character. Triana is like a village pushed
up close to Sevilla, yet open to the great
pastures of the Bética or toward the never-—

ending rice fields in the marshes of
Aznalcazar. The river also separates Triana
in a way that isn't just physical. Triana
doesn't seem to have any special distinction
but, nevertheless, forms a very unique
nucleus of population, including gypsy,
"morisca" and country people. Her humble
yet strong personality isn't external but
comes from the human interior of the
neighborhood...

We walked through Triana both day and
night; we lost ourselves in the deep, light
alleys of La Cava, of el Altozano, of el
Arco de la Pureza. Right here in some of
these poor tenement houses, at the end of
the eighteenth century, lived in anonymous
misery some of those illustrious gypsy
families who were the only repositories of
the heritage of the cante. 1In such a poor
and unstable cradle, the dazzling artistic
reality of flamenco was born. Triana must
not have been then very different from what
it is like now. We know very little about
the lives of those first interpreters of the
cante -~el Planeta, el Fillo, Frasco, el
Colorao, Juan Encueros, los Cangancho, los
Peleaos --although we claim to know something
of their styles of tonas and siguiriyas.
Although distantly linked to their long
history of persecution and with unclear
alliances with the Moors of the region, it
is still unclear why these gypsies were the
ones entrusted with carrying out that fusion
of elements of extremely oriental Andalusian
music that would be called flamenco? The
oldest verses of cante that we know of
invariably speak of misfortunes and outrages,
prison and death. It was, the life of the
gypsies, those inhuman zeros among the
world's wandering peoples. The theme of
flamenco gathers, from the beginning, all of
that desolate flood of experiences, adapted
in each case to individual experiences and
without any relation to the usual themes of
popular Andalusian song.

What remains of all that moral and
material landscape of the Triana of 18002
Only some vague trace in the surroundings;
the rest has been diluted, as society changed
its outlines during the known history of the
cante. There is no doubt that the condition
of life and the daily ups and downs of the
flamenco artist have altered, in radical
measure, the ingredients of the art. The new
interpreters are removed from those special
human conditions which made possible the
genesis of flamenco. The majority of
cantaores appear today to be associated,
profusely and competitively, with the many
opportunities that are offered to them by
the growing international popularity of the
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cante. The productive allure of profession-
alism --or the new ways of life --have
practically made the cantaor disappear from
the land of his birth.

During our various explorations of the
flamenco scene of Sevilla, we counted
continuously on the inestimable help of
Antonio Mairena --the best living
professional cantaor --and on Amds Rodr{guez,
a conscientious expert of flamenco and
excellent, although sporadic, interpreter.
The orientation and the direct collaboration
of these irreplaceable advisors was essential
for our work. Mairena has an exceptional
knowledge of the history of flamenco. He
speaks to us of the old cantaores that he
met when he was a child, of the unforeseen
artistic baggage that they carried on their
shoulders, of the miseries and of the great
moments of their ways of being and existing.
Mairena is responsible for the rescue and
the personal re-elaboration of many forgot-
ten styles, and his lonely example has
imposed, without a doubt, a demanding
standard of performance on the dense )
professional payroll list of the cante. The
eagerness to revitalize a degraded heritage
makes Mairena an essential point of reference
for any examination of the sources of
flamenco. Amds Rodriquez, for his part,
represents an important sector of non-
professional cantaores who combine solid
investigation and personal interpretive
ability --an infrequent combination. His
points of view are somewhat different from
those of Mairena and define, in a certain
way, a different attitude in relation to the
expressive canons of the cante.

We had very interesting conversations
with Amds Rodriguez and Antonio Mairena
during our walks through Sevilla and our
ramblings through Utrera, Alcala de Guadaira,
Dos Hermanas and Mairena del Alcor. We met
many times in Sevilla, in the bar of Pepe
Pinto, whose wife, la Nina de los Peines,
always attended in silence, the decrepit
symbol of another epoch, listening to the
discussions of that historical period of the
cante that she has left with her indelible
stamp. La Nina de los Peines gives no
opinion and she can no longer sing. Suddenly
we have the impression that through this
narrow bar of el Pinto there circulates, now
fragmented, a great current of history of
the cante...

Mairena believes in personal styles as
the only possibility for enrichment of the
cante. Purity is therefore measured by the
importance we give to oral tradition; that
which follows the old flamenco tradition is

pure. AmSs Rodriguez, in turn, believes
that creations attributed to individual
cantaores must always be suspect, since they
will be adapted and deformed by those who
interpret and transmit them. The amount of
truth in the cante corresponds to the amount
of truth in the person communicating it.

The abilities of the cantaor should be sub-
ordinate to his power to captivate; he will
communicate pain to others only as he feels
pain inside himself. And this can only be
achieved if the cante is adapted to his
life... Flamenco could turn out to be
inoperative if the modern interpreter were
to reproduce in his cante, structures that no
longer have anything to do with the world in
which he lives. The most logical thing
would be for the cantaor to adjust his
themes and expressive intention to the
repertoire of his own experience. It has
already been said many times, that no art --
popular or otherwise —--can lose touch with
its history. And flamenco was engendered by
human junctures and social circumstances tha
no longer exist.

In Sevilla, on different occasions, Amds
Rodriguez, Tomas Torre, Luis Caballero and
Antonio Calzones were recorded. We scheduled
the meetings in the best and most natural
surroundings: in a tavern in Triana, in a
venta outside of Sevilla, in a home on the
outskirts of Alameda de Hércules (prodigious
setting for flamenco until about twenty-five
years ago). Sometimes the cante came
guickly, before midnight; other times it was
slow in coming, as if it had struggled help- -
lessly against its own destruction until the
dawn. The inner ritual of the cante depends
on the degree of abandon of the interpreter.
It was something we never forgot during our
work. The majority of non-professional
cantaores in the "Archive" are people who
haven't tried -~for one reason or another -
to earn a living with flamenco. In a way,
some of them are the last representatives o
that almost legendary caste of cantaores wh
limit themselves to narrating the dramatic
burden of their lives. We really believe
that before long, when these illustrious
members of the history of flamenco have
disappeared, with them will also disappear
the possibility of experimentally verifying
that pathetic chapter of flamenco history
that is already adapting to coming times.
There is no doubt that the usual manner of
contracting and then recording the artist
in the studio, with proper order and
predetermined time, would have suppressed
from our "Archive" its most essential and
necessary characteristic - the authentic
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and spontaneous documentary value of cantes
gathered from their own sources in the most
authentic surroundings.

It was hard for us to convince Amds
Rodriguez to participate in our "Archive.”
He only sings on special occasions and this
time sang unexpectedly, when the climax of
the gathering had reached its highest
communicative level... Amés is a cantaor
little less than unpredictable... Not even
the mediocrity of the guitar --we had to
settle on this occasion for the only one
available --diminished the validity of that
gushing expressive passion of Amds.

The lone ascendancy of Tomds Torre now
confers upon him special credit as an
interpreter. Son of Manuel Torre --one of
the most passionate figures in the history
of flamenco --this humble and now elderly
gypsy is not considered to be exactly a
cantaor but rather a transmitter of
memories of the old styles of Jerez,
learned from that family dynasty, that
culminated in his father. ' It doesn't matter
that the abilities of Tomas are somewhat
limited. The broken, dark voice, the tonal
stridency, the lack of power, have nothing
to do with the supreme truth of the cante.
It is something very similar to what happens
in jazz, especially with the kind of exalta-
tion represented by Louis Armstrong.

Perhaps the only attribute really indispens-
able in both cases, is a spontaneous, buried
emotion brought to the surface by the
compas. Flamenco, in good measure, is a
question of compas. Rarely can its light
be revealed if the cantaor is not intimately
in line with that demanding norm that marks,
the luminous unfolding, the spiritual jolts,
of the cante. Tomas Torre knows the secret
of the compas and knows the secret of the
truest gypsy depths of flamenco. What
better documental guarantees could we offer?
Tomas speaks of his father as a mythical
figure. The life of Manuel Torre
constitutes, in effect, a model representa-
tion of the difficult and enigmatic person-
alities of the gypsies who forged flamenco.
Tomas confirms for us many known
anecdotes of that proud, impenetrable and
masterly flamenco creator that was Manuel
Torre. When he sings, Tomas' dark eyes
become moist and from his throat leaps the
hoarse trembling of his own exposed memories.
He says that he, like his father, sometimes
has to sing poorly. To always sing well is
impossible. He who always sings well has
become a canary. Tomas only feels a true
expressive impulse when he remembers the
chills of his family experiences. The
siguiriyas and soleares that he sang that

night were worth all that he hasn't been
able --or hasn't wanted --to sing in his
unstable and difficult life. In Tomis'
struggle with dark shadows of his voice, in
the desperate root of each one of his broken
laments, in the tragic gypsy echoes, resides
the deepest truth of the cante: its furious
social meekness, an apparent contradiction.
Flamenco is only a cry without rebellion or
a resigned protest. Tomds Torre doesn't
know it, but all of this is heartrendingly
implicit in his exemplary sense of the
cante.

Luis Caballero, for his part, is just the
opposite of a flamenco professional. Belong-
ing to the small bourgeoisie of Sevilla,
without greater contacts than the daily
eventuality of the cante, he has always
lived, in spite of everything, very close to
his artistic circles. 1In Sevilla, as in any
other southern locality, the average
Andalucian never considers flamenco to be a
popular music that identifies with his likes
and traditions. It is a logical phenomenon,
produced by the independent birth of
flamenco within a minority group and by its
unuasual and semi-clandestine paths of
development. There is no doubt that these
historical circumstances provoked an evident
disinterest and, at times, even a certain
disdainful attitude in the majority of
Andalucians. PFor many it was a musical
repertoire that was suspiciously linked to
dark backgrounds ard having a very dark and
strange meaning. Generally, the popularity
of the cante was produced only through its
alliances with other kinds of popular
regional folklore. We allude to this
because Luis Caballero represents, with very
special characteristics, that slavish
attraction for flamenco that comes up at
times in places and persons who are far-
removed from the atmosphere in which it was
born. In spite of his personal distance
from the little professional world of the
cante, Luis Caballero generously agreed to
participate in our “Archive." Lucid and
passionate at the same time, his ample
stylistic domination responded at all times
to this knowledgeable and profound calling.

The case of Antonio Calzones is very
peculiar. Still a young man, not at all
subject to the burdens of professionalism,
his cante is a textual reply to that already
mentioned way of understanding it as an
expressive necessity. We couldn't pin down
exactly what combination of circumstances
caused certain difficulties in the get-
together we prepared to listen to this
introverted, fervent and almost anonymous

. (continued on page 5)
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CARLOS MONTOYA in concert, Feb 28, 8:00pm,
Palace Theater, Cincinnati, Ohio, $8 & $9.
LUIS RIVERA SPANISH DANCE CO. with
‘guitarist Emilio Prados will give free
dance workshop Mar 26 and concerts Mar
26 and Mar 28 at U.T. in Austin,Tx
78712. -

MANO A MANO guitar concert featuring

Anita Scheer and Laurie Randolph. Apr 4

2PM at The New School, 66 W 112 St., New
York City.

updates

E1l MESON FLAMENCO just open 1in
Alexandria, VA. Featuring Ana Martinez
and Paco de Malaga.

TORCUATO ZAMORA plays solo guitar , a
combination of flamenco and popular
Latin American songs at E1 Caribe in
Silver Springs, MD.

WASHINGTON DC AREA Raquel Pena and
Fernando Sirvent perform at Tio Pepe s;
Carlos Ramos ,Natalie Monteleon, Maria
Candelas at El1 Bodegon.

classified

GUITARIST WANTED to work with dancer and

singer in the atlanta area for club dates,
concerts, school demonstrations and work-
shops, teaching, etc. Write or call collect:
Marta del Cid, 773 Nile Dr., Alpharetta, GA
30201. Tel. 404/993-3062.

FLAMENCO GUITAR FOR SALE: personal instrument
of maestro Juan Serrano, constructed by

Richard Schnider, $2000.00. Contact Robert
Velasquez, 11422 Minden, Detroit, MI 48205,

Tel. 313/839-9091. o _ ) )
FOR SALE 2 Spanish shawls (authentic
Mantones de Manila) 1 black the other
peacock blue, both with multi-colored
hand embroidered flowers. Only one for
sale $500. Contact Lola Montes, 1529 N.
Commonwealth Ave, LA, CA. 90027.
213/664-2388, i

WANTED TO BUY: guitars by Gerundino
Fernandez. Write or call collect: Gary
Hayes, 818 N.E. 53rd St., Seattle, WA
38105; 206/522-9072. '
PANADEROS FLAMENCOS, by Esteban Delgado,
recorded by Paco de Lucia - accurately
notated sheet music: $2.75 in USA, $4.50
foreign, Southwest Waterloo Publishing
Co., 6708 Beckett Rd., Austin , TX
78749, ’

MINI WRKSHOPS and CHOREOGRAPHIES by Teo
Morca available throughout 1981. Write
to Morca Academy, 1349 Franklin,
Bellinghamnm WA. 98225 or
call:206/676-1864.

FOR SALE 1970 Ramirez Top model flamenco
guitar, pegs, good shape,$2000, call
213/664-8707

GUITAR MUSIC AVALIABLE: Music of many
top Artists, both modern and old style,
transcribed by Peter Baime, 1100 W,
River, Park Lane, Milwaukee Wis. 53209
FOR SALE_ Books by Don Pohren, music by
Mario Escudero and Sabicas, plus a
complete line of guitar supplies
(strings 1/2 price). The Blue Guitar,
see ad for location.

GUITARISTS AND GUITAR STUDENTS WELCOME
to accompany dance classes. Call Juana,
4Uu2-5362 (San Diego).

BACK ISSUES OF JALEO AVAILABLE:

Vol. I

no. 1 to 6 $1.00 each. All others $2.00
each. Add $1.0 per copy for overseas
orders.

DIRECTORY
canada

DANCE INSTRUCTION
Maximiliano (Toronto)

483-40U6

new york

FLAMENCO ENTERTAINMENT:
Chateau Madrid (Lexington Hotel)
Taverna Flamenca (Astoria) 212/545-U4036
La Mancha (Brooklyn)

Meson Flamenco

DANCE INSTRUCTION

Esteban de Leon

Jerane Michel

Estella Morena

Victorio Korjhan
Mariquita Flores

Alicia Laura (Long Island)
Anita Scheer

GUITAR INSTRUCTION:

Mario Escudero

Michael Fisher (Ithaca)
REHEARSAL SPACE:

4O WEST 24TH ST.

pennsylvania
DANCE INSTRUCTION:
Camila Erice (Harrisburg) Y.M.C.A.

234-9205

212/724-4918
212/7222-4937
212/489-8649
212/927-7220
212/582-3350
516/928-3244
212/260-25217

212/586-6335
607/257-6615

212/657-9308

washington d ¢ area
FLAMENCO ENTERTAINMENT:
E1 Bodegon

Tio Pepe

GUITAR INSTRUCTION:

Tom Kreuzburg (Rofton,
Mariquita Martorell 301/992-4792
Paco de Malaga (Arlington, VA)

Carlos Ramos (Arlington, VA)
Fernando Sirvent (Arlington,
Torcauto Zamora (Silverspring,

MD) 301/261-0261

VA)
MD)









