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the flamenco performance that changed his life. "Teresa
introducad me to flamenco soon after we met. Immedjataly, I
wanted to play it, but I thought, nobody can play that fast.
It's too difficult.™

5till a teenager, Teresa was already a polished flamenco
dancer who had studied the dance during the paat 10 years in
Mexico City. "After we were married," Curro said, "I hocked
everything I owned to get down there for three guitar lessons.
Aside from that, I taught myself.™

The problem came after Curro perfected his new art. "Where
could I perform? Wo one knaw about flamenco in San Antonia.
San Antonians wanted mariachi music and Mexican falk dances.
They didn't understand tha flamenco, with its classical
costumes and formalized body movements.®

The mood changes, Curro'z nimble fingers pluck a delicate,
lyrical melody. The song continues with tinkling herp
strings and an echo jn bass. Before the sounds fade, a
spirited flourish brings back the fast beat. The melody
swirls, the tempo quickens, and everything crashes with a
fast cacophony of tumbled notes and jarring rhythms,

Finally there came a time when Teresa had opportunities to
dance in local clubs, but with the house bands. *I'd come
along, and the management would get a flamenco gultarist,
free," recalls Curra,

While awaiting dlsccw:ry, Curro drove a taxi and a laundry
truck, and worked as a dental technician, a skill he learned
in the hrmy. The big break came in 1960 when CuTrro and
Teresa auditiconed for The Alamo, which was to be filmed in
Bracketville. Curro was hired for the lordly sum of 51,000
a week., Teresa also appeared in the film, as a dancer. They
saved their earnings, and when the picture was flnished, they
had erncugh to purchase a home and open 2 ¢lub in 5San Antonio.

£l Patio Flamenco, the Champions' club for 12 years at the
cornaer of South Flores and Travis, was the vehlcle for intro-
ducing flamenco to San Antonic. "That was our gift to our
hometown. We brought back this music, this dance that had
peen here with the missions two, three centuries ago."

put after José Greco heard ELl Curre play, El Patia
Flameaco went on the block and Currc went traveling. As
Greco's personml guitarist, Currc toured with hime for five
years. Teresa danced on one tour. 5She had opened her own
dance stwdio in San Antonio, which she continues today with
some 300 students, so she stayed behind during the other
Greco tours. ]

¥ow, El Curro has his own company. His current tour,

which ends April 10 in Milwaukee, takes him from philadel-
phia to Fittsburgh to New York's Carnegie Hall, then through
New England and back to Buffalo, Washington, Chicago and
Detroit. His cut-of-gstate concerts are more than entertain-
ment, "My dancers demonstrate the various formalized move-
ments of the flamenco as 1 describe their meanings.
I play for a half hour or so
and then talk abour the dance, and about Sa2n Antonio. I'm a
great embassador for the city. I always tell the audiences
in other states what a fine place San Antonio i5, and invite
them to come on down and hear this music.

"and the people seem to enjoy learning about the history
of flemenco and how it represents a mixture of cultures, much

"Usually, during a concert,
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the way jazz does. You know, the word comes from Flemish,
which is Belgian. Castanets originated in Greece, the guitar
in Spain, cymbals in Arabia. We even have Far Eastern influ-
ences in this music. The gypsies put it all together in
Andalusia, in Spain, a craossroad of cultures.”

Diners at Las Canarias get a particular treat on Monday
nights when Curro brings on some of his dancers, including
Teresa, their two daughters and their two-year-old grand-
daughter. "All my children, including Willie, Jr., now a
guitarist, made their dance debuts at three. My oldest
daughter, Rosalita, 2lso sings flamenca style, and flamenco
singers are rars. FElsa, at 14, is a fine dancer. The male
dancers are cousins, and my brother George fills in for me
when I'm not playing. we've always had 2 family group. That
iz the way of our flamanco."

slowly, through the years, San Antonio realized the
treasure the city had in the Champlons. The 5an Antorio
Heritage Society, the chamber of commerce and Other civic
groups have presented awards to them for their contributions
to the culture of the city. They are featured in special
concerts during festivals alang the Pasec del Rio at the
ARrneson River Theater and La villita Opera House. Faor nine
years, Curro coordinated the Spanish and Mexican entertain-
ment at the Texas Folklife Festjwval. Last year, he was
featured in an award-winning bilingual television program
produced by KLEN, and if you are tuned to Channel 41 at sign-
off time, you'll hear El Curro ‘playing his own dignified
arrangement of the “Star Spangled Banner.™

Tereca has extended her teaching to include classes for
youngsters at day care centers, and through benefit programs
she and El Currc raise funds to finance tuoition and costumes
for youngsters whose parents can't afford them.

"Teresa has taught thrae generations in some San hntonico
families,™ Curro says. "Many of her students have become
professionals, appearing on stages from Las Vegas to Spain.”

i3 for El Curro and his Teresa, they're happy to continue
bringing this bit of Spain to 5an Antonio.

e — ]

EDITORIAL
FAREWELL FROM PACO SEVILLA

wWith this issue of Jaleo, I am formally leaving the task
of editor behind. After four and a half years of being
involved in writing about flamenco, I find that I have a
great need to devote more time to doing it. 1I'm not even
certain anymore of the walidity of writing about flamenco.
One certainly does pot learn flamenco from reading about it
~= although it may be poesible o pick up some facts sbout
it, Even studying from a teacher and practicipg doesn't
seem to result in an understanding of flamenca. As mach as I
would like to resist falling into an old Spanish cliché, 1
find that I must admit. that the aspiring flamenco artist who
was not raised in 2 flamenco environment in Spain, has litcle
chance of ever understanding even a fraction of what flamenco
s about {(and perhaps finding that flamenco iS8, in a sense,
nothing at 211). The only chance we have of acquiring that
small understanding is to Spend extended periods of time in
Spain. SO my present goal is to return to Spain. I will
never be a flamenco —— my personality will not permik it,
but, perhaps by immersing myself in flamenco for awhile
longer, I will interpret the music a little better. {¥ou
might be surprised to find tha+r some of Spains top flamenco
artists are not “flamencos"” either,)

Jalec has walue in its presentation of historical material,
gossip about artists, biographjes, etc., and as a forum for
all of the displaced flamenco mtants of the world {aren't we
all just flamenco souls that happened to be conceived in the
wrong mothers and in the wrong countries?). I hope to con-
tinue to contribute to Jaleo in 2 more minor role and perhaps
get back to doing some writing in the future, but I no longer
wish to be held responsible for the content, presentation or
delivery of the magazine. [ have been Prevented, to some
extent, from revealing to the Teaders what I feel the nature
of this publication should be (or in fact, is) and, there-
fare, will not be held responsible for any aspect of it in
the future.

Lastly, one more round of thank yous and appreciaticn on
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my part for all of the help and encouragement that has come
‘ram a small group gf dedicated ané giving pegple argund the
world. Withgut them, there would have been no Jaleo.

- Pacg Sevilla

"ANDA JALED"

We wish Paco well as he continues on his paye {(a ncn-
gypsy) quest of flamenca. He has scerformed a great service
for the English speaking flamenco ccmmuenity, even thgugh he
protests that perhaps flamence shguld not be writtan about.
He has lived, eaten, slept Jaleo Egr owver four years and
las been respansible, nat only for the ediesrial content,
but o a great extent, £or the visual presentation of Jalea
as well.

Anyone whd has attemsted to put gut, even a two or three
cage newsletter, opn a regular basis, can appreclate, o
some extent, what is entailed in producing a publicatizn
the size of Jaleo. And it has not been without a great
deal of persanal investment and sacrifice by Paca that
Jale#a reached vour mailtox -- however late -—- every month.
iPaco is more concerned with guality than punctualiky and
ofran the late arrival =f yeour Jaleg was the resalt of wait-
ing fgr that ona article gr picture tg zome in that would
tie that month's issue together.)

In taking gvar the -eins (tempgrarily, I hape), I want to
make it guite clear that I am not a writer. My pasiticn in
zhe future, will be as it was under Pacg's adi-orship, the
adhes:ve that holds all the different fagets of this zubli-
caticn together., We will continue o sgiicit the nDare:ci-
paticn and contributions of oembers. We will attempt to
maintain the same standavds and “grmat Sut remain flexible
and open to changz. I am "time" conscious so that deadlires
will be more clgselv adbered ko, Late articles may end up
in tha back of end issue or appear the foileowing month,

I am making nc guarantees, fopr until I have taken aver
ar ra-assigned the many tasks that Paco perfaorms, I will
not feel the full impact gf what I am undertaking. I can
anly promise that I will give it my Zest shot.

- Juana Ze Alva

LETTERS

Dear Jaleq:

A word of thanks for the magazine and the enthusiasm of
all involved with the produstion gf the magazine. I lLive in
an area that is practically a vacuum for flamencg music and
this magazine helps me Tg keep in touch in ng small way.

Thank yal,
Fon Halina
Saskatchewan, Canada

Dear Jalep:

We just returned fram a very exciting tour of Mew Zealand
and introduced flamenco ta some beautiful places. We met
quite a few aficignados at the University in Auckland and a
very flne singer frem Cadiz named Leo. We ernjoyed a few
Ziestas together. There has been littls flamenco there and
we were very much appreciated. We had time tg spend at soms
beautiful beaches and the pecple were superb and friendly.

I enclose a review that we received at a theatre where we
were the first mecple te perform.

pbrasaos tg all,
Teo Morca
Bellingham, Washington

[Editpr: See review in this issue.]

Dear Editgr:

I have had the excellent fartuna of having met some gf the
world's finest musicians, flamenco ané etherwise. I have
agticed that they refrain frgm criticism (sarcastic or gther-
wize) of gther musicians, aspacially gther masters of any
instrument. This finesse is part of what may be called
"grace." It was gbyicus to me, from the article “Punto de
Vista® in the March, 19E2, Jaleo, that Mr, Lobéill lacks any
such grace. When Mr. Lobdill can contribute one percent of

what Pacg de Zucia has tg flamencc and te music in general,
then he might be wgrth listening tg. Until he dges, I can
only be disqusted oy his pettiness,

As for ygu, Jaleg, I am deeply disappginted in ygur use of
space and ink. Rather than waste it gn nauseating exercises
in amateur egoism such as Lobdill's, ygu should be devoting
it to graceful geniuses like Paco de Lucia-

Sincerely,
Kathlyn Powell
. Los Angeles, CA

Dear Jalea:

I was saddened to read your "Puntg de Vista" article by
Jerry Lobdill, which would have been perhaps better entitled
"Erain Warp."™ That a supposedly mature individual would kake
sech time [and unfortunately for Jaleo readers, such soace)
to compose such an exercise in sarcasm, pettiness, and arro-
gance gseems nard bg believe. And all this to berate an
accepted true genius of the guitar, Paco de Lucia, fer
foilowing his gwm path. Mr. Lobdill sets himseld up as an
authority an flamenco with such profound musical phrases as
"gld Spanish-sounding scales and harmonies,” and vet he seems
to De sa concerned that what Pacc is doing with Al DiMeala
and John Mclaughlin is guihg To be understood as flamenco.
Well, I, Zor one, have g trouble differentiating the style
of guitar playing he daes in this context with his flamenca
playing: perhaps Mr. Lobdill, upan hearing phrygiar cadences,
chinks that this is the sole praparty of flamencc:? r that
guitar aficianadss are ao stupid that they can't tell che
difference?

If Pacc died tomorrow, his legacy ip “lamencg will be a
monumental one; that he chooses to share his phenomenal
talents with other guitar virtupsi of his generation is o
his gredit, rgt detriment. &nd to compare the superb
musiciansnip that this klending has demonstrated witk the
half-hearted and unsuccessful attempts by the perhaps well-
intentioned guitarists of ancther generariogn is ridiculous.
T2 further assuome that all the traditicnal farms and togues
of flamencg are going down the tubes bacause Pacg's scope is
g0 great is also ludicrgus. O2n his latest record, "sScls
Juiero Caminar," Paco includes some of his noan-flamence ideas,
but alsc has presented twg gorgepus bulerias, all new, but
with a fantastic feeling for traditien; a very flamenco fan-
dango, and a modern colombiana., It 1s worthwhile here €0
note that Flamenco has incorpgrated such things as guajiras,
rumbas, colamdianas, milangas, ekc., as part 0f its reper-
toire for a long time; there is and always will be a strang
bond between many forms of Latin American music and flamence.
Lobdill further wishas to somehow convince us that technical
excellerce, such as an incredible picado, works against the
artist, and against flamenco itself! What a laughable
pProposition! Parkaps M. Lobdill should leave whatever it as
he dres in "“real life" and take up the torch, start making
records, replete with old Spanish-sounding scales and harmc-
nies, and thereby give us an Qppo¥Tunity Tg appreciate his
artistic greatness anid understanding. Until then, I jand no
doubt countless gthers) will chagse, like Sabicas and how
many other eminent and not-sc-eminent flamenco artiscs, tg
eagarly await any offering that the truly grasat de Lucia
chogses tg grace us with.

Sincerely,
Jorge Skrunz
Santa Mgnica, CA

Dear Jaleos;

Hey, yagu know, I reallvy agree with that dude, Lodbill. I
mean, wha does that guy Pacg de Lucia think he is, anyway?
Just yesterday my girl said to me, "Hey, Clyde, This guy
Paco doesn't Sgund at all like what I heard you playing
arocund an the boat...How come you don't play like that? what
right does he have tg embarrass me in front of my chick?

Clyds H. Turbo

Playa del Rey, CA
I'd sure like tg hear that dude Lodbill play -- I'd
like my babe tg hear him, tpo. I"'1]l bet he's got a
mean siur.

Daar Jaleq:

1 40 npt understand why some alleged aficicnados find it
necessary to embarrass themselvea publizly by affering such
exercises in miscanception as have mow been commlitted twice
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in your magazine by Jerry Labdill, unless perhaps they are
cries for help, This iz the most charirable interpretation
I have been able to mmpage, and it leads me to feel, unlike
certaln friends of mine, that perhaps it ia best to air such
complaints, as apparently Mr. Lobdill iz not antirely alone
in his unrest, although I think he is part of a rather small
minority, and one which includes none of the mesters of our
baloved art form, at least none which I have been so fortu-
nate to meet and, in some cagses, to count as friendz. Inter-
views with some of these and other giants of the medium in
your magazine have revealed no sympathy with the position

of theze malcontentz for whom Mr. Lodbill speaks.

The issud, for thoga who came In late, i of caurse Mr.
Lobdill's disapproval of the path taken recently by Paco de
Lucia. Lat me hasten to point out that I have no intention
of trying to do anything sc abgurd as defmnding Paco, who is
infinltely above such issues and hence in need of no defense.
InEtead I hava two purpeses: I hope (let it not be in vainl)
to contribute to the removal of the necessity of taking up
any future space in your magazina with the sort of mis-
directad attacks on artists of any form or achievement, a3
these hawve nothing ta do with the goal “to =pread the art,
the culture, and the fun of flamenco*; and I would sin-~
carely lika to help Jerry Lobdill to re—think his position
50 that he and the cothers may come to experience fully the
trve gepniug and awesome virtuosity of Paco da Lucfa, not
only B8 an incredibla technician, but als® as an inspired
inpovetor whose effect on music waz clearly not destinsd to
ba coafinad to any one proviace. To misa ocut on the privi-
lega of appreciating such a phanomsnon as it happens is
tragic to anyone who claims to lowve music. By widening his
horizons, Mr. Lobdill could alse find accass to the blass-
inga of being transported mnecially to high spiritual spaces
by virtunscs of other guch styles, such es John McLaughlin,
with whom Paco has seen Flt to join force=, Let ma be. very
clear about this, leat someons of narrowly provincial viaw—
poiat diemisa the idea lightly: Jchn McLaughlin has earned
and occupied a positicn in hisz forms of wmusic which 15 in
many waAys analogous to that of Paco; he too can be rightly
called a genlus, and his music has gccasionally risen to
suprems heights, although (like flamence) it cannot be
graeped instantly when it is approached in ignorance. It
ig, I asesrt, (again like flmmenco) very worthwhile to
irmvest the snergy tc study, lsarn, and appreclate it. And
aven bettar, thera are othar glants available for cne's
aural and spirituel elevation whose contributions to tha
edificetion of humanity comstituta an important part of our
hopa for surviving our infancy.

whera, then, do I find fault with Mr. Lobdill's analysis?
To answer that question, I would like to addrass each of
what I perceive to be misconceptiona or improperly con-~
strained viewpoiats.

In your September 1991 issus, Mr. Lobdill gave a raview
of Paco's recaord Yo Solc Quierc Caminar® (which, incident-
ally, means "I only want to walk," not, as Mr, Lobdill
states, "I want to welk alone®). In this review, Mr.
Lobdill decried the use of drums, flute, bass, sazophone,
etc,.; the wye of such instruments in a flamenco motif dates
back at laast as far as Juan Serranc's album, "Music of
Spain and the Old World," some fiftsen or so yemrs ago, Mr.
Lobdill laments the "libertias Pacc had takan with trndi-
tlcnal scales and harmoniss,” but how does he expect flamenco
to grow, or should it gtagnate? What about Sabicag' use of
the diminished scale, a mainstay of jaze, modern and not so
modern? What about Mario Escuderc's use of chord extensioas,
which went well beyond what had been done previously? Ia it
more proper for an artist to refuse ro follow the path to
which his haart leads him? If 50, would we have Chopin,
Bach, or does it matter pecause what they did wasn't
flameneo? I could go on, but I will dafer instead to the
excellent anewers to this review by Xenneth Sanders and David
Alford published in vour November 1931 issue.

Your March 1982 iggue contained a bit of fiction by Mr.
Labdill which raisad several points which I would now like to
addresx, The impraseicn 1s given thet Paco de Lucfa has
sltered his music in the pursuit of a more commercial form,
This 1% ceopletely srroneous; anyone can investigats the
muelc induatry and find out how much poney is being made by
fusion artists; they will find that it 1s very little indead.
There i a tendsncy to think that when somecre goes putaide
the bounds of their pure ethnic forms they are golng for the
money. Some jazz Players hava indeed gona into more of a

rock-and-roll medium, but I hope that Mr. Lobdill is not so
misled as to think that ig what Faco has done. On the con-
trary, if Paco needs more money, he will probably have to do
more touring in the flamenco concert vein, as he is unlikely
to make a great deal of money playing the style af music
which Mr. Lobdill is concerned about. I doubt, furthermore,
that Pacoc ever had any expectation that his new path would
increase his income.

Regarding Mr. Lobdill's goncern that Pacc's experimentation
with other styles will somehow pollute or destroy flamenco,
let me quote A true artist from the zame issue of your maga-
zine, Teo Morca, in a parallel comtext: “Basically, this is
all negative hog wash and cop cuts, for art dces not negate

art.” while I'm quoting from that issud, let me add 2 few
more. Raquel Pena: "Paco de Lucia...ls undoubtedly a
geniug...” Pernando Sirvent: ™I particulerly like Pacoc de
Luc{a...” Miguel AcAl: "The ones who don't change, because

they neither know how nor are able, grab a hold of a stale
'purity’ in order to maintain their ground.,® Guillermo
Salazar: "I don't think anything that my grandfather did is
sacred, and I wouldn't want my grandchildren to think any-
thing I do is sacred." On the other hand, thet Mr. Lobdill
is not antirely alone in his views is clear from Ran Spate’
implicit association of Paco's letest collaboration with the
"pbossa nova path® and "Las Vegas,"” the former having no sig-
nificant relationship to what Paco is doing, and the latter
being sntirely irrelevant. The losers in Huch lightheaded
dismigsal of the afforts of a recognizsd genius are the per-
petrator mnd anyone unfortunate emough to be influenced by
the statement,

I do not clalm that ave:y experiment performed by Paco de
Lucia, or for that matter, by Sabicae, John McLaughlin,
Miles Devis, or anyone elee, constitutes a lasting monument
in human history. I do claim that it is B necsssary,
organic, mnd fascinating process which expands all music and
the minds of people who give it an opportunity to take root.
The first time I heerd John McLaughlin play a melody based
entirely on the whole-tone scale, I did not think it would
ever strike me as beautiful, but with further listening and
studyisg, my eyes wers cpensd to its haunting beeuty and
gpiritual allure. The las=on is to be willing to abandon
cne's preconceivad idems and to ievest some active partici.
pation to discover why it ig that a geniue finds a certain
pequence of notes worth playing; with a little honest affort,
cne generally f£inds thet the genius knew what he waa doing
after all, even if the idea is still evolving. If after
making a substantial effort in good Eaith, one still finds
nc walue in anything a given mrtist of high ptaturs is do-
ing, then one ought to congider that the fault may yat lie
with oneself and not wsurp the right to pass judgment on
somecne wWho has cleprly achievad a level of artistry which
trangcends cone's understanding. Clearly, one has the right
not t8 like whatever one chooses, but not the right to dis-
miss it as worthless or to categoriza it erroneously. It
iy far battar tD search as far ak nNecessary to ralate more
clozely with the efforts of great masters, because the
primary beneficiary of euch a task is the listener in whose
mind the true muslec takes place.

ESincarmly,
John W. Fowler
Santa Monica, CA

(Bditor's comments: I don't feel that Jerry Lobdill should
have to dafend his article, which speaks for itself, so I
will reply to these letters with my own view.

The readers whose lettars appenr above -- and probably
some others, as well -- have certainly missed the point in
reading "Time Warp,” Ip mwy mind, Jerry Lobdill was not out
to attack Paco de Lucia. Paco just happens to be flamenco's
most visible performer and, therefore, appears prominently in
the article. I think that perhaps some rasders were blinded
by the glitter of the Lucfa pame and, perhapz, a bit of idol
worship. Otherwise they would have seen that there were alsc
negative allusions t0 Donn Pohren, Montoya-~Sabhicas~Egcuders,
Jalec and ite readers, and one of the most importent points
in the article is based an a quote fram Paco Pena (from the
Jaleo interviews). 1If Jerry had waited che more month be
fore writing "Time Warp,®™ he would have had some juicy quotas
from Enriqus Melchor {"If I play alone, I reach gypsies and
some Spaniards. If I add a fluke, I reach thoee who like
flute. If I e2dd sitar, I reach those who like Indian music.
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Maybe, if I add everything, I will eventually reach avery-
one,"), Teo Morca {("...flamenco, theatre, and classical
dance styles are not just of Spain anymore. These forms,
like classical ballet, are of the world theakre."), Fernando
Sirvent and Raquel Pena {on modern flamenco, page 10},
Guillermo Salazar, and the many articles by Miguel Acal on
the festivals in Spain thak we have carried in recent months
{one needs to read the other half of the statements gquoked
by John Fowler akbove: The singer who, “...devotes himself
to singing new '‘creations' that destroy the music that made
hnim imporwant,” and, "...the ones who want to eat up kthe
world, follow the path that wiil allow them to get there the
easiest." p.lB). One might alsc read "The End of the
Flamenco Festivals" (Feb,] and the "XVI Caracola Lebrijana”
{March) with its haunting final stakemenkt, "Cantaocr, agent,

organizing commitkee, the public...imong them all they killed

it, and i+, alene, died."
I think that a more careful reading, without locking for

an attack on Paco de Lucia, mav result in a different conclu~

sion for these readsers who have taken the much appreciaked
time ko respond te "Time Warp." It is alsc possible, how-
ever, that a real feel for what is happening in flamenco
today is a prerequisite te this understanding.

I should also point ouk to those readers who wish to hear
Jerry play the guikar, supposedly to wvalidate his wriking in
some way, that a critic need oot be able to perform better
than a performer he criticizes in order to make a walid
criticism. If that were the case, we would have no crikics
of anything {including governmenkt) and it would be equally
invalid for anyeone to evaluate Paco de Lucia in a positive
sense and say that he is a great flamence ocuitarist, as it
is to say he is a tervible flamenco guitarisk, unless the
critic played tekter than Paco does,

Dre thing we can all agree on is that Jerry Lozdill man-
aged te get some response out of pur readers for the first
time (octher than isplated examples). AlSo, we are indesd
nonored o have such a widely-knowm celsbrity as Mr. Turbo
contributing his, as usual, profound thouchts to our humble
magazine. |

Al

FLAMENCO RECORD COLLECTING

oy Gearge Peters

After reading about David Smith in Rew South Wales,
tustralia, and his preblem wikth getting flamenco records, I
decided to share some of my experiences in searching for
records.

There is & book out for record colleckors called The

--Discontinued Records {(213) 84%-4791
444 5. Victory Eoulevard
Eurbank, A
[had a large selection of flamenczo and would make tape
copies for 515-20, but have been taken ko court for
record piracy and future is uncerktain)
--Record Annex {Z13) 469-4465
87154 Hollywood Boulevard
Hollywood, Ch
(various; cheap}
--Canoga Park Used Book Store (213) BB3-7986
7528 Topanga Canyon
Canoga Park, Ch 91303
(Sabicas, Montoya, Maravilla; cheap)
--The Magic Flote {41%) 661-4257
£iDk Frederick St.
San Francisco, Ch
{Hontoya, José Greco; cheap)
--Round Sound West (714) 436-3131
Box 2243
Leucadia, CA 92024
{Sabicas, José Greco, Monktoya, Serrano}
--Music Magters (212) 240-1595E
25 W. 43rd Sk. .
Mew York, Y 10036
{reissues of Sabicas, Escuders: reasonable prices)
—-—Daykons
B24 Proadway
Mew York, NY 10003
(Sabicas, cthers; very expensive)
--5econd Hand Rose's 6th Avenue Shop, Inc.
52% Sixth Ave.
Wew York, NY 10011
(reascnable)
——Ludus Tomalis {212} 989-973E
24 Eighkth Ave.
New ¥York, NY .
[good selection; expensive)
--Spanigh Music Cenker (212) 582-42E0
Belvedere Hotel
318 W. 4Bth St.
New York, NY 10036
[cwner hates [lamenco music, buk has a great deal of
printed music)
-~C. 5. Sierle
BE Eoulevard, Suite 203
Passaic Park, KJ 070855
[large selection of Spanish records; reasonable)
--Casa Moneo {212) 929«1647
210 W. l4th st.
Wew York, WY 10011
[limited seleckion of new Spanish records)
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Record Collectors Inkternational Dictianary by Gary §. Felton England seems to be more‘at;uned to flamenco m?Sic than we
which lists dealers of new and used records; this has helped ~are. Guitar Record Cenkter in London has a Eong list of
me to get some old, oub-of-print flamenco records. (Scoft records in their catalogue (maskt of Paco Pena's re?ords, at
cover edition available from Crown Publishers, Ing., One Park least 15 records by Manitas de Plata, plus others including
Avenue, Wew York, NY 10016 for about $9.00.) Needless ko say, Sabicas, Lucia, Escudern). Send one pound sterling for a
rost of the listed dealers carry junk, and you are Iucky to catalogue and price list. Wrike to:
get one response out of twenty attempks in a record search. ~-Guitar Record Center {Tel.: 0604-715414)

an alternative method is to list your specific want in a gf The Drive
wvaperback magazine called Goldmine {Box 187, Fraser, MI ¥ingsley, Morthhampton
468026} or ir Classic Wax by the same publisher. These maga- England
zines can sometimes be found in larqge magazine stores,
Anogther one is The Hecord Finder (15394 Warwick Blvd., New-
port Mews, WA 2333?]. I think the cost of listing your needs
is 51.00 for Classic Wax and The Record Finder, and $2.00 for
Goldmine. These publEE;tions print lpng lists of records for
sale, alkthough flamenco selecticns are nil. The wvalue here
is chat private collectors scan the ads and I've had more
responses from them than from anywhere else.

Here is a list of some of the places in which I have found

JOSE RAMIREZ
FLAMENCO GUITAR

some auwccess in my search for flamenco records, By the way, . 1976 SabICS MOde] * Waopden PEQS
I have never been able ko get a response from The Mugical * Mint Condition * Collectors [tern
Heritage Socieky i(often lisked in Jaleo as a place to get

records). Asking $2000°°.

--Record Finders (213} V32=-6737 or 931-2757
120 N. Larchmont/5639 Melrose
Los Angeles, CA
(large selection of Latin and some flamence; cheap)

Linda Wagner (213} 988-8500

S W~ 3
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NDN-SPANIARDS AND THE CANTE

{Editor: The followingz zrticles tave been taker from the
FISL Newsletter, ;ublished betweer 1968 and 1970. They
present several different wviews o Americans and thteir
ability to sing flamerco., We hoye readers will be stim-
ulated to send in their viewS an this subject and rerhaps
vpdate us on the efforts of non-Sraniards in the cante,)

THE CANTE AND AMERICANS

{from: FISL Newsletter, July 1968)

How that the Second Annual Festival of Cante Flamenco is
approaching, we begin to hear talk about the impossibility of
Americans singing flamenco. AS in the togue and the baile,
Americans, from their first attempts, have assumed the defen-
sive. TFrom their initial experience with flamenco, they are
told they must come from a certain race whose origing are
actually guite wague (the "“rhythm in the blood" bit, all of
which wad probably manufactured ro give flamence that certairn
mystery which americans fall for faster than anyona).

The volumes of books flamencologists have written on who's
who in £lamenco and where this and that came from, numbar ic
the fundreds. They have never said Amsricans can't sing
flamenco; the question never even occurred to them; they are
too involved in judging who in Andalucfa can sing flamenco,
zince anyone born outside of that blessed region couldo't
even begin to attempt it. This "impossibility" attitude has
greatly Stunted the growth of the art both in thig country
and in Spain.

The first rea)l breakthrough for americans in the cante
came in 195% at- the Cordoba Concurso de Cante Jondo. German-
american Elaine Dames {Elena Marbe]la), entered the competi-
tion with artists of such stature as Juan Talegas, La
Fernanda de Utrera, and Foszsforito. 3She didn't win any
prizes, but waa given honorable mention by the judges. (For
detailed degeription, see "0Oido al Cante” by Angelmo Gonza=-
lez Climent (Madrid, 1960}, pp. 77-95.)

Rumor has it that American-born Maureen Carnes entered the
1968 Cordeba Concurso where she went as far as the semi~
£inals. Maureen has spent 8 number of yzars on the other
gide working and studying. It has been said that she is one
of the most knowledgeable people in Spain with regards to the
cante.

Elaine Dames' students, David Morenos, Luisa Verestte,
Anita volland, Antonio 4e Jesus, Batela Zatania, and Maureen
Carnes, together with thelr reapective students, can be con-
sidered to represent an American achool of cante flamenco.
Although other teachera and singers have certainly made con-
tributions and are part of the school, Elajne must be given
the initial credit for her inapiration, methods of teaching,
and, moat importent, her belief in the cante for Americans.

L O
ON CANTE FLAMENCO AND NORTH AMERICANS

(from: FISI Newsletter, Sept. 196Q; translated by Paco
Sevilla)
by Alberto de Santiageo

I just finished reading, with a great deal of interest,
your article on cante flamenco/cante jondo, and Americans.
Although I agres with many of the thoughts that were
expressed. I would like, if you will rermit me, to clarify
some points and indicete, perhaps, where meny of the diffi-
cultigs come from that prevent non-Spanish-speaking people
fram reaching high levels of ability in the cante.

There are many who are of the opinion that it is not neces-
sEry to make even a Single wvisit to Spain tc learn what can
and should be learned sbout flamencn, These people thinx
that all can be learned by a system of "remote control' and
that Spain has little to offer the aficionado. I agree with
this way of thinking to a certain, limited point. Concerninz
technigue, the matter is esttled. Technique, with a little
amibition and will power., can be learned and perfected even
in China. But the gracia, the color and the humor of
andalucia and the gypsies are things that no teacher can
teach to etudente, nor can they be gotten from books. This

leads ns to a conclusion that admits no doubt; that Is,
flamenco has to be lived.

I believe that you will not argue the paint that flamenco,
cante chico or cante grande, is made up of the basic emotions
of a captive and sad people who look for relief through the
means of their traditions, religion and popular herces. If
we agree that the cante iz something primary and unguestion-
ably popular and indigenous, we are then presented with the
inherent difficultiesz. To illuminate this hypothesis, we
see that the cante is effected in the common and rustic
speech of Andalucia and Extremadura, It is as the saying
goues, "the voice of the people,” and, therefore, the North
hmericans who have not subjected themaelves to the life of
Andalucia, find themselves incapable of giving it what it
degerves.

0f all the languages, dialects, and accente of Spain, the
Andalusian iz the most expressive, colorful, and, above all,
the most difficult. Pure "castellano” (if it exists) is a
logical and scientific language that lends itself more to
literary and tachnical ends than to expressing the profouna
feelings Of the mountain villages. On the other hand, the
Andalusian has stolen from the Castillian his cultured
expregsions and has added his own axpressivenssd, such as
some gYPsy phrases that give the cante its magnificent gracia
and an information that is very difficult to imitate.

If we go on to phonetics, what I have just shown will be
more clear. Fpor example, in the pronunciation of diphthengs
tadjacent vowela), the American who wishes to sing leavesa
much to he desjired. Generally, it iz imposzaible for him to
pronounce the two letters smoothly. And, if these details
are not cared for, the meter of the cante is lost. Also,
where consonants are concerned, we find problems, To sing,
let's say, "aardanas" (song from northern Spain) it is easy
0 ugse the English "1™ because it is more or less the same ag
that of cataluna. But in the reat of the Iberian peninsula
the "1" changes suddenly and, in Andaluc{a iz usually drapped
at the end of words. hAlsc, in many Andaluysian provinces,
depending on its location within & word, it is changed to an
"r", What gived the cante part of its gracia iz that, upon
listenjog to it, one can tell wheres the cantaor comes from.
If you don't agree, congider the unusual cante of La Faguera
de Jerez, with its "g" sound, or that of El1 Rarbero de
Sevilla, or, of course, the sisters from Utrere. Each one of
these styled is categorized by the andalusian province of its
reprezantatives. The connoigseur of the cante, upon hearing
a "achool Spanish” in the singing is not going to give 2
first prize to the artigt, because that expressive magic of
the province is lacking.

How, if you argue that pronunciation i= not everything in
the cantz, and that the basic human emctions that you are all
capable of fgeling and bringing into play also take part, of
course, thia iz an esztablished point. Bot, tell me, who can
sing with conviction about Yla tacitas de plata” without hav-
ing ever seeh it nor knowing what that void description sig-
nifies for the gaditanos (people €rom Cadiz)? Who can aing
to the "Esperanga de Triena,” the "Wirgen de la Palma," or
"La Blanca Paloma," without knowing the intense emotion that
these evoke in the pilgrims? Religious feeling and pride in
one's land have a major influence on the cante.

You might point out to me that I have given only examples
of cante chico, which has nothing to do with the jondo, an
art that expresses the sad and parverse things in life. I'm
not going to deny that I am partial to cante chico, but to
satisfy everybody, I will give another example: If you liwve
in a middle ¢lass home with all the luwxuries that we usually
associate with that life atyle, and you have a fixed yearly
salary, can you sing about barren land, hunger, and help-
leasnesgs that you know nothing about?

also, in Andaluecia there are common things that in the
Inited Stateg are not considered worth noticing. The "clavel
y la rosa" (carnation and the rose) mre perhaps the most
lauded thingsz in the popular cante. wWhy? Well, you only
have to walk down a narrow Andalusian street to know the
answer, But here we are surrounded by concrete, glassa, and
metal. Who can deny the importance of a chicken in the stew
pot to the gypsies? In America, this metaphor haz no
COmparison,

Again, you will ask, why? 1It's very simple: When one is
used to eating steak and potatoes and thousands of other
varieties of condiments, meata and vegetables, it is diffi-
cult to know the significance of a zcrawny, flavorless
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chicken in a gypsy stew pot.

I don't want you to 3o on a diet in order to sing. I
only want to establish the point that there are certain
things you should take intp account before complaining about
the impogsikility of reaching +he high point of the cante.
Silverio rranconetti wag of direect Italian descent, but ke
was born and grew up in Jerez de la Frontera and knew what
it was to live in Andalucia. Helther do I wish to belittle
the importance of singing in compas, of having "una voz
ronca" (a hoarse woice), ¢r of having an inexhaustible
recertoire of coplas. AsS I sald before, vou have to live
flanenco in its homeland in order to know what it is about.

Many af you will have ycwr own opinicns that will con-
flict with mine, but I believe that a little conwroversy
would be healthy. I realize that I have cffered a peint of
view that favors the Spaniards. Perhaps that is because T
was porn in Sevilla, But, alsw, I believe that I have tried
to illumirate wmy point of view. I would like very much to
know your cpinions.

RESPONSE TO A. SANTIAGO

{from: PISL Newsletter, Oct. 1968)
by Brook Zern

I'd like tP cemment on the letter in the Sept. issue of
=he FISLetter in which A. Santiago insisks that profound
exposure to Andalusiar life is essential if a singer (parkic-
ularly] is to understand the context and real nature of
flamenco, and thus go beyond more technicalities of form into
proper singing.

Pirst, I don't think the letter should have been printed
in Spanish. This is a disservice to those many readers whose
Zpanish is nor-existent or not up to the campcund-subjunctive
elomquence of the writer.

Secord, the main zoint surely has some validity. I don't
think anyone wauld quarrel with the notion that an andalusian
has certain advantages nver an Amorican who wishes to learn
the sovng, Rt only in langquage, but in acquired understanding
of rhythms heard since infancy, etc. Assuming, of course,
that the Andalusjan does wantk to learn good flamenco.

I think the most informative way to view Americans who are
learning the cante is to see this as a logical extension of
deep aficiaon. And I helieve that Americans comprise a large
segment of today's good aficidn. Unlike Mr. Santiago of
Sevilla, they don't confine their interest to the relatively
cedestrian and boring cante chico such as fandangos, sewill-
anas, alegrias, rumbas, etc. (And let's face it -- with the
exception of a few gypsy children, Andalusians are exposed
wo these in place of well-done siguiriyas, soleares, marti-
netes.) Americans don't idolize frauds like Marchena or
Valderrama or all the best-selling artists of Spain. In
fact, American (and non~gpanish) aficifn is responsikle ta a
surprising degree for the revived interest in seripus cante
in Andalucia.

I think that the most important factor in learning scme-
thing is the will to learn it. Damn few Sevillanos would
wish to make sacrifices to learn singing the way many
hmericans have. I think that Americans have already justi-
fied their attempts tp learn singing.

Americans should be aware pf the difficulties they face in
flamencw, however, eéven to the extent of admitting certain
limitations, which increase praportionally ko the difficulty
of the task they set themselves. I play quitar, which is the
easiest way into flamenco {and its least important aspect) .
Playing any instrument is to a fair degree a tectmical matter.
Hobody should deny that some Americans have a fantastic
ability as zoncert or virtuoso flamence gquitarists. ILess
well-known is the fact that "old-style" or down-home guitar
(my own bag) has been mastered by certain Americans (David
Serva, Antwnin Duran, Chris Carnes, Ken Antoine, Bob Haynes. .}

Admittedly I don't understand the aesthetic of staqed,
rehearsed flamencn dancing for a theatre audience of uncom-

prehending, black-tied, blue-veined, thrill-seeking leg-
Feekers. But a few Americans seem to do all right in this
racket, though they never seem to try the far more difficult
art of dancing because they want to, the way they want to,
when {and anly when} they want to.

Flamenca gong is staggeringly difficult. Not cante chica,
which is really local felklore and which can be learned with
surprising success by anyone who has some talent and a 1ot of
time to kill. But sericus flamenco, particularly gypsy 3ing-
ing, which has always heen the domain of a tiny minority of
flamenco gingers. Right now only a sad, dwindling number nf
Spaniards ccmmand this art: El Chocolate, Antonic Mairena,
La Pernanda, naybe three or four more if we're being generpus.
The fact that this music is of a small minwrity indicates
that it requires every possible advantage for success. Among
these advantages are being born, not just in Andalucia, but a
gypsy, and heside a hot forge at that, Anyway, you get the
idea. There is swmething that stops even the twp-natch
Zcanish singers before they reach the heights nf this art. At
sume point, even Jose Menase and Fosforiton and Jarrita fust
cease tp ring true.

Obwicusly, I don't think an American is about to become a
real maestrw Bf the deblas. I think that there would always
ke a tinge of repeating something which was only deliberately
learned, whereas Talegas sings something totally ingested as
well. He is confident of his authority as no American {or
non-gypsy) should ever be, aware of his role as rightful
inheritor of a family tradition, and ag a primary source of
cante gqrande. This is in the nature of the music itself. (A
related problem, until recently; could white educated Ameri-
cans ever sing the blues with the same total man~music
rapport as the black singars? PFar a while everyone seemed to
feel that they could, until suddenly such singing deserted
the art for rpck -- their ocwn thing -~ and tacitly admicted
that total unity with this black "minority™ folk art had
eluded them.)

Hell, I don't even think a non~Spaniard could ever equal
-~ as a ainger pf authentic flamenco -=- the aon-gypsy great-

.ness of Bernardo de lws Lobitos or Pepe de la Matroma or

Aurelim Selle, though with an equal seventy years nf exposure
and ¢oncentration, who knows.

3asically, it's just that nan-S5panish flamenco singing
mist alwavs he wiewed from a slightly different angle, with a
different criteria, when compared to the Spanish article.
Likewise, a hypothetical singer from La Coruna in northern
Spain might be heard differently from a Trianero, even if
they sounded identical when you closed your eyes. {(Not that
a man from Pamplona can't play the guitar, mind you, or thart
a woman from Barcelona couldn't dance.)

Big deal! Americans study the cante to learn, and out of
true aficifn. They are good learners and a few of them ~~ I
mean & few, like one or two I've heard so far -=- even learn
to sing with more than techmique; with some scul, if you
will, though not with the perfection of the maestros. The
cnly danger in Americans performing flamenco is that they are
so often heard by people who can't yet judge them, who think
that a mediocre American student of cante ig producing the
genuine article. The sad tendency is for Americans to copy
and to reinforce wne another’s ignorance. (How many stupid,
incorrectly fingered, and campasless guitar falsetas I
learned from well-intentioned New York gquitarists befare
heading for Sevilla in the hope nf finding something better:
how many dancers study with people who couldn't make it in
Spain, where audiences can be critical?)

Mayke we'll never gp all the way, but with care we ~ould
g0 far. Go team, go. * ¥ ¥

CANTE JONOO IN MIAMI

[from: FISL Hewsletter, Sept./oct. 1%70)

by H. E. Huttig II

I was first tw arrive at Elena Marbella's house fpr the
zeginning cante class. Through the Flamenca Information
Service Library in New YorK, my gquitar teacher Roberto and I
had learned of Elena. The Zatanias told us that she had
taugkt them much wf the cante and the baile, that she had
lived irn Spain with the Pavdns {a well-known gypsy family of
flamenco artists including Pastpra and Tomds), and that in
additicn to being a very fine singer and dancer, she had ar
encyclopedic knowledge of all things flamenco. I have the
inclinatione pf a Romany Hye -- a person whe wishes to €ollow
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the gypsies and to learn their music. I admir o having keen
influenced by the writings of Borrows, of Starkie and of
Brown, all of whom lived with various bands of gypsies at one
+time or ancother. Foberto had suggested that I take the sing-
ing lessons saying that it would strengthern my learning of
the various rhythms and structures of the cantes and bailes.
1 dreaded the idea of having to s5ing in anyone’s présence. I
had heard tape recordings of my own voice with unbelieving
ears at how poorly it sounded and how false most of the notes
were. It was with misgivings that I knocked on the doar at
Elena's that first night,

Elena ushered me inte a living room filled with mementos
of her career. She i5 a charming person with a strength and
buoyancy of spirit undimmed by the tragic loss af her hus-
band. Span the others arrived. Thomas and Connie are a
quitar-building couple from Wiscangin. Thomas has lived in
Barcelona and has learned flamenco guitar from a gypsy. Lois
i5 a dark haired young lady of striking appearance who might
have been a gypsy, but who is actually Lithuanian. She plays
piano and guitar and can read muedic --2 faculty not ghared to
any degree with the rest of us. There is Myrta, Cuban born
and the wife of an aztiat/guitazist., She already has the
fine throaty woice qualities typical of some Latin women.
hll she needs is tao master the compas and learn the words of
the coplas. Finally there is Roberto and myself -— both
quitar-buildars and students of its history. FRoberte has
already playsd ma Elena's accompanist in several professional
engagements.

We are seated around a low table and an ample pitcher of
sangria is placed there. This is the throat lubricant and
the means of banighing the shyness of the students. Flamenco
cante must be sung at full wvoice starting with the lungs full
and the accented notes being expelled by the action of the
ginger's diaphragm. The throat and mouth are wide open for
the moat part. We aze cautioned that notes are clear and
sharp in flamenca. There is no slurring nor sliding. Vvibrata
is completely avoided. The men are made ta sing in a key
which is as high as they can manage without going into
falsettes (not to be confused with "falgetas™ meaning vari-
ationa played on the guitar}. The ladies are constrained to
sing lower than would normally be comfortable for them.

Along with the insStructions on voice management and proper
sounds we are told the history of the beginninge of flamenca
in Spain. How several atrains of gypsies came and settled
there. The confusion surrounding their origins, some believ-
ing that they came from Eqypt, others thinking that they
originated in India. Gypsy cantes can be shown to have
origins in Jewish chants, Gregorian chanta, scome hut not
extanaive, Moorish influence and lazgely the songs of the
Spanish provinces as they were sung in the mountains and the
fields in times past.

Elena illustrates an Aragonese song as sung by  the rough
mountain-dwelling people. She stands and gestures in a way
to suggest atrength and defiance. Her voice is like a hronze
bell. ARmongst Spanish gypsies it is considered desireble for
the voice to have a certain zough oz slightly hoarse tone.
This sound was made populaz by a famous singer, Diego E1
Filla. A voice having this guality is called a "woz afilla.”
Elena's voice 1s completely clear and though strong, has none
of the "afilla® quality. When she was studying in Madrid,
her teacher, E1 Chagueta, wes diagtressed at this clazity and
advised her to take large qQuantities of raw garlic and vine-
gar every morning upon arising. This she did Autifully for a
long time, but nothing happened and the voice stayed clear
despite the treatment.

Elena leads ns through the various cantes starting with
tientos and tangos and working through the increasingly Aif-
ficult and increasingly jondo cantes. Each week we get
coplas to memorize. The musical notation begins to have
aignificance to us. Lois and I both bring portable tape
recordera and tape every seeslon. By the year's end we have
laarn=d more than a dozen atylas, the most jondo bpeing
solearss. Included in our repertoire were the primitive and
the modern stylea of petenesras, e cante which the gypsies
pelieve is very bad luck to perform or te even hsar per-
formed. The only bad luck I experienced was that of having
to give pp the classas due to the pressures of business.

I recently had the pleasure of spending some time in
Spain at the Finca Espartero and Sang with Joselero and Diego
del Gastor. 1 found that I had a more thorough knowledge of
the cante than some of the gypsies I encountered in Andalucia
and elsowhere.

THE FLAMENCO COPLA

{(from: FISL Newsletter, YNov./oec. 1370}

by Brook Zern

One of the great barriers to a real understanding of
flamenco ia the inability of non-Spaniards to unBerstand the
verseg that are being sung. Even acguiring a good workiag
knowledge of Spanish is no guarantee of success in this area,
since flamenco is invariably sung with 2 heavy Andaluz accent
and is also tremendously distorted by the singer. Many
Spaniards have told me -- some with embarrassment and some
with pride -- that they don't usually understand what a real
flamenco singer is saying, I thought this was a bit atrange
until a blues-laving friend af mine asked me to come gver ko
tzy and help him ungderstand the words on a well-recorded disc
of a great country blues zsinger. Each verse togk several
tzies, and some remained incomprehensible to us deapite our
efforts. Flamenco predents the added problem of melismatic
singing, in which one syllable is styetched cut for many
beats and made to rise and fall tonally. Immediately after-
wards, another word or phrase may be compressed to meet the
metzic demands of the compas or meter of the song.

This inability to hear the words i5 especially unfortunate
because flamenco verses can be absolutely magnificent poetry.
When we see a ginger extending himself beyond human limits
merely to rasp 2 few tunelegs syllables that don't mean any-
thing, we are missing out on a vital part of the myaterious
flamenco proceaa.  Recently, for reasons that are not exactly
clear to me, I have been collecting thousands of coplas. One
degirable side—effect has been my becoming familiarized with
the general] nature of the wverses -- learning which are the
typical concerns of verses within a given style or form. This
mzans that I can sometimes second-gquess what the meaning
might be {and therefore what the words were) in some unfath-
omable passage. This also familiarizes one with the few
scare gypsy words which aze in common usage among the gypsies,
almost as slang (verses are never sung in the gypsies’
language, and in fact only a handful of gypaies know enocugh
of their lanquage to actually speak it}. Additionally, the
versea cne is likely to encounter are usually the "oldies but
goodieg” that recur with congidezable frequency.

Since all serious students of flamenco know or should know -
Spanish, the next step in catching on to flamenco words is ta
read them where they hawe been written down. Donn Pohren's
two books (especially The Art of Flamenco) give words and
identify the song form they belong to. Paul Hecht's The Wind
Cried also gives words and translations. Having learned the
tricks and vagaries of the written verse by the side-by-side
tranglations, inciuding the use of phonetic Andaluz spellings,
you are then ready to tackle the verses written only in
Spanish. The central socurce for these may be Antonio Machado
v Alvarez' book Cantes Flamencos, (Coleccion Austral #745) in
which the father of the immortal poets Antonio and Manuel
Machado initiated the study of {lamenco around 1880. A moze
recent book is Ricardo Molina's Cante Flamenco/Antologia
[Taurus, Temas de Espana #32) in which this gzeat folklorist
(who died just laat yeaz)} collects warious writings on
aspects of flamence and also gives a whole batch of verses.
The Molina<Mairena Mundo y Formas del Cante Flamenco also
goes into the verses pZetty deeply.

By this time, the gzunts you hear on records might occa-
sionally begin to make som: sense. The easier (less jondo)
songs at first, especially by non-gypsy singers, and finaily
the deep songs that only a few singers can manage. For youz
final exam, try Tomas Torre's "Siquiriya del Planeta."

why bothar? Because as a foareigner you need the insight
into the flamenco mind and attitudes that only the verses
can reveal. You need to know just how important the mother
is in this mentality, how grecccupation with death creates
the manic-depressive mood of so many "jondo" flamencos; you
need to learn the difference oetween the aztlesa, direct and
penetrating statements made in gypsy verses and the crafted,
polished and refined sentiments that characterize Spanish
folkloric (non-gypsy) verses. You nesd to learn about the
persecution that molded the gypsy mind., Y¥You must begin to
understand the special form that Chrietianity has taken in
Spain. You hawve to learn about the fatalism, the male
chauvinism, the aloneness, and the strange humor of the
flamencos. Tha verses will tell you all this. Nothing else
can.
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The following twelve sxamples are all relaced in that they
are far bulerias in the A rhry2ian moda, have essentially
the same chord voicings, are seguenced in ascending or
descending patterns, all function as variations or extensions
af cdmpés, and all resolve to the A major chord. The uge of
these chards in this manner began in a simglified form around
1970, whan guitarists like Juan Maya, Paco de 1ucia, and Luis
El Hahichuela were using these particular chord voicings, but
usually changing on the accentuated beats of the compds.
Since that time, this type of variation has undergone the
same variety of changeS that the standard compds has. With
new rasqueado configurations, shifted accents, and more free--
dom to change chords at other than accented beats, the
following examples attest to the evolution. The interest
here ie really more In rhythmic development rather than
harmonic.

I have arranged the selectad examples in roughly chrono-
loglexl order so that you may more easily see the evolution.
Please understand that Gaetor and Cepercs did not stop their
davelopment at the points of the given examples, but have
both continued to be at the forefront of complex bulerfias
syncopations, 1In addition, you may find the simpler varia-
tione to be the most affective, Today yau can expact to hear
at laast several of these types of variations in any perform-
ance of bularias.

The Paco Gastor axamples were recorded in 1972 and are
egsentially standard compis sequences in that the chorde
change not ocaly at the accentad beats, but are gimilar to the
standard cadencas, i.e., substituting for the bm, C, B, A,
with C, B, B2, A. The B major chord still functions as a
paseing chord betwesen C and , or vica-versa. Also nota
that the usually silent beat 4, now has =ither a BP or & C
chord on it, and that examples #2 and #4 are essentially the
gams except that #4 utilizes a slide from chord to chord.
This sliding technigue was Dot new to Faco —- his uncle Diego

I
l_e
—s

MUSIC

used to do similar things in the soleares compias in the mid-
1260's. In the same two examples, the ¢ chord on beat 4 also
provides an accent both aurally and harmonically. Paco de
Lucia was playing similar variations at that time and it is
noteworthy that the recording was made just after they were
on tour together.

The earlier Paco de Lucia sxamples all break the gtandard
placement of chord changes within the compas. Example 5
was used as the introduction of the bulerias on his "El
Duende" album and #6 occurs midway in the same piece.

Faco Ceperc added new synccopations and a tiahtness to the
sounds of these progressions in example #7. It is not a
difficult progression to play and, by having accents placed
on beats 2 and 4 with rests between them, it becomes one of
the most straightforward counter-time examples of the twelve
rresented here. Example ¥B is very similar to #6 and, as
with most of the varjiations here, it returns to a B5 chord on
beat 7. Example #9 has a great entrance —- counter-time and
right off the wall --that all but forgets basic chord place-
ment and accents. The second group of 12 beats in the same
example is an extension with a grace and dignity that should
please any dancer. You can hear these beautiful examples by
Cepero on the album "La Guitarra de Amuleto"™ (EMI C 02
21415).

The final two examples are both by Paco de Lucia. #I1 is
from "almoraima®™ and uses a slight change in voicing by add-
ing a barre to the C, B, BY chords. In doina so, he has
created another leading voice so that when he fipnishes out
the compids he can use the standard Bb woicings te continue
the descending melodic direction. I should alse point out
that after followlng the example, which ends on beat six, he
begins a new compas on a typical beat "one” pattern of the
Dext compds. In other words, at least at this polnt, he is
thinking of the compis in 6's. Example #12 is seemingly
simple, but please note that the entire sequence is played
off the beat. The important thing here is to get that first
rasqueado in the right place, which as you see begins on the
"&" count of beat 1, and ends promptly on beat 2, From there
everything should fall int® place unless you attempt to play
it at his tempo ©f 256 for the guarter note. At that tempo
it is probably the most difficult to play of all the examples
given., Example ¥12 comes from the "Solo Quiers Caminar"
album (1981) on the cut entitled “Pificnate,” if he says so.
The other bulerias on the same album, "La Tumbona,” also has
two nice examples of the chord seguences discussed here, which
you may like to lock into on your own.

EXAMPLES

Transcriptions by Peter Baime
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have Dasic knowledge ard ability); IV. The "Tablacs de la
GUITAR AND THE MASTERS Fiesta d= la Vendimia de Sherxy!'r: - Two niqhtsaif flamenco
{from: New York Daily News, Mar. 7, 1982) sjifzzz?nces in the Bullring of Jerez, Zeaturing Spain's top

by Joan Shepard

studercts and aficionados oI the classical and
flamenco guitar have a home &t the American Institute of
Guitar at 204 W. 55th St. It is the place where guitar-
is8Ts wlay, study, and just hang out. Founded seven
years ago, there are about 1530 private classes held
every week and teachers sometimes include gquitar masters
Sabicas and Mario Escudero. “All classes,” said the
institute director Perry Xoplik, "are one-cn-one, except
for the master classes, which number about 30." The
ingtitute holds concerts at 8 on most Friday nights.
Admission is aply %2. "vYou hear pure unarplifled sound
here.

"This summer,." said Koplik, "Sabicas will hold master
classes and we are going to have a flamenco festival.”

For information, call {212) 757-441Z,

XX FESTIVAL FLAMENCO EN JEREZ

The XX Festival Flamenco and Summer Flamenco Courses will
be held this year in Jerez from August 22 through Septenmber
8. As ip pastT vears, the program has four parts: I. Nightly
lectures about flamenco and recitals of poetry, Elamenco
piano, cante, baile, and guitar; II. Tourist activizties such
&5 visits to museums, bodegas, vinvards, monuments, etc.:
ITE. Advanced and intermediate courses in guitar and dance,
from 9:00 AM To 2:00 PM each day {this year, alegrias and
soleares will be the forms studied; students must already

Flamenco Guitars For Sale

1962 JOSE RAMIREZ SPRUZE TDP CLASSICAL GUITAR
STAMPED "PB" EXCELLENT CONDITION

1849 MARCELD BARBERO FLAMENCO, PEGS, CLEAR
GOLPEADDRES, QUTSTANOING FLAMENCO SOUND 52,400

1974 MANUEL VELAZQUEZ SPRUCE TOP CLASSICAL
GUITAR, SIGNED, EXCELLENT CONDITION

$2,800

$2,0D0

CONTACT: R, E. Brune
300 Greenwood St.
Evanston, IL &D207

Tel. (212) 864-7730

AT the oresent time, none of the artist's or teacher's
names have beep supplied to Jaleo.

To register for the whole package, send 20,000 pesetas {a
Little less than $204) before July 23. To enroll in cnly the
festival activities, i.e., everythirg except the dance or
TJuitar course, send 12,000 pesetas {~. $120). Send To:
Citedra de Flamencologia, Apartadc de Correos Ko. 246,
de la Frontera, Spain.

Jerez

BUS « STEAMSHP « « RAMESTIC AND WRALA TRUMS

CHULA VISTA TRAVEL CENTER

A (14 476680 - 391 N7 STRENT - CHULA WISTR, LALF 92011

\Ni§;:2>/ESPECIALISTAS DE EspaNa

REYNOLDS 5. HERIOT

42E6-6800 OWNER - MANAGER
2 FOR 1 Ful ]Iinn 2 FOR 1
SPECIAL SIW SPECIAL
Mo Limit EXP 10-31-82

GUITAR STRINGS
Set FSW 100 w.'clear trebles Set FSB 100 . klacs trebles

REGIUTLAR 810 SET — SPECIAL 2 SETS &10

LFSIER NeVOE — GUITARMAKER
AA, SAN JOSE, CA 95151
Enclosed \s my Lhe::

? ?)m urder payaide 1o Lestor Dadvoe

Send __sers (FSB).__sets (FSWIEE cach sct %lu‘s 8.50 cach sct post. hdlg.
California residents add 6.5% salex tuax

Name Address

City. Stale

1$arn ww canndl Rpnde Tanadn, Famign

A |

o CO D ceden
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THE RECORDINGS OF MARIO ESCUDERD

The following is a list of recordings by guitarist Maria
Escudsre, All were released in the United States between
1925% and 192698. Some are re-releases from other =2lbums, but
are listed merely for historical value. Many of these
records can ke found in used record stores if you are perzis-
tent. Dates are given if known.

*Flamence,” Folkways FW-E920 10 inch (1955)

"El Fili," Esoteric Records ES-543 (re-release of French
original c. 1952)

"Nino De Allcante Plays Spanish Dances," Folkways FW 8629
{1952}

"Fiesta Flamenca," HWGH E3214 (1955)

"Yicante Escuders," Columbia CL 982

"Guitar Variations," Montilla PM 83

"Mario Escudero and His Flamenco Guitar," Montilla FM 57
“Temas De Espana, Luisa Triama," Montilla FM 82

"Flamenco Carnival," Periocd PL 1927

"Danzas ¥ Canciones De Andalucia," Esoteric E5-544
"Flamenco,” Aamco ALP-322 (re-release of previous record)
"01é Flamenco," Counterpoint CPT 1504 (re-released from
Esoteric)

"Fiesta Flamenca,™ Montilla FM-110 (on 3 bands only)
"Frederica Garcia Lorca, Poemas Del Cante Jondo,” Spanish
Music Center SMC-~1337

"Juerga Gitana," Spanish Music Center SMC-1035

"Mario Escuderco ¥ Su Ballet Flamenco,”™ Montilla FM 1073 (also
released on SEECO label, numbers not known)

"Flamenco Festival in Hi Fi,"™ Design DCF-1346 (1957)
"Jlva Flamenco," Decca DL-78736

“Flamenco Fire," Tradition Everest 2087

Title Unknown, Whitehall WH 20021

"Ritmos Flamencos, EL Hine De Alicante,™ MHS 842 Musical
Heritage Society

"Mario Escudero," ABC 3%

"Mario Escudero, Fieszta Flamenca," ABC 428

"BEscudera at ELl Poche," ABC 422 ([1964)

“Maric Escuderp Plays Classical Flamenco Music,” Musical
Heritage Society MHS 9947995 (2 recards) {l9€9)

" laseical Flamenco Guitar,” Everest 3131

With Sabicas

"Festival Gitana,” Electra EWL-1492

"Sabicas, Gypsy Flamenco,” ABC 239

"The Fantastic Guitar of Sabicas and Escuders," Dececa OL-B275
"The Romantic Guitars of Sabicas and Escuders," Decca 2L-B827
"Sabicrag and Escuderc,™ Montilla FM-105

There are probably more records than are listed here. I'm
sure that my ¢ollection isn't complete, =0 you may want to
sand in information to Jaleo regarding other recgrds of
Egcuders. Hext month: the records of Sabicas.

~~ Guillerm> Salazar
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FLAMENCO FOR NON-FLAMENCO DANCERS

I kave often suggested to dancers who dance flamenco that
they study other forms, such as ballet, for c¢ontrocl, for
Eeeling of using space, for line in relazion ta performance
focus. I have alsg written a few past articles with sugges-
~ions relating ta the study of cther facets of dance that
would enhance the total art of flamernco dance. In this
article, I would like to talk akcut what flamenco dance can
do for dancers whose primary focus is in other styles of
dance, such as various styles of modern dance, nallet, jazz ar
any other performing dance art.

I am often asked to teach master classes in universities,
festivals, private schools, and other situaticons where T
would be teaching non-flamenco dancers, and I am invariably
asked what they could possibly gain from the experience of
studying the movements of flamencc dance. Also, I am often
tz1d that "The dancers do not have flamenco boots, =hoes, or
castanets, and, anyway, what will they ever do with fcotwerk
stamping and castanet clacking?"

When I answer that there will He a minimal amcunt of foot-
work, that they do nat peed castanets and that bare feet ars
fine, 25 we will be working on the "eszence" of flamenco
movement, I am often stared at in amazement, a5 this cliche
of "stomping feet and clacking castarets" has almopst reached
every carner of the non-7lamenco dance world, and that is a
large part of the dance world: "The essence of flamenca
movement” usually gets me vo first base, but what is this
essence that can indeed enhance the all-around dancer? What
can I make them aware of besides the cbvious?

I feel that the abvicus basice that can be learned fraon
flamenco are an exciting posture, a posture that is the
essential ingredient of "stage presence,” a use of the back,
arms and torse that is unigque to flamenco, but essential to
any study cf using your upper body in an expressive way, no
matter what dance form. The flowing movement of the torso,
leading with the torso into cther movements such as turns,
leading with the upper part af the hody and following through
with the lower part of the body, is one element. Another is
the coordination and isolating movements in flamenco that are
unigue for their totality, especially where there is desire
for extreme opposition in movement. Walking is one of the
most difficult Facets of movement to master, stage walking,
that 1s; flamenco "dance walking™ has got to be the most
beautiful, powerful and sensual walk, when dome well. This
style of walking as a learning experience is ancther cbvious
advantage of studying flamenco dance.

one of the most important abvious adwvantages of studying
flamenco is an important way of using energy, steady sus-
tained energy, so that there is a feeling aof "non-gravity” in
movement. You flpat over the dance flpor, you learn toc bring
down an arm with as much energy as you use to 1lift it sp that
there is a feeling of sustain, like dancing under water. This
gives great fluidity in movement, an energetic fluidity.

Some of the less obvious reasons for the non-flamenco
dancer to study total flamenco movement are, I feel, in a way
more important than thé obvious: There is subtlety, the
development of execiting subtle movements; to be subtle with
power and energy exploding acraoss stage is wery much part of
flamenco dance., The ability to stand still or almost stand
still and yet give the appearance that you are eating up the
stage is another facet of flamenco that is invaluable to the
total dancer, Sustained feeling, emcticnal Eeeling, is
another strong point of flamenco. The theme of the national
dance week af 1982, held in April, is "Emotion in Motion,™
whirh is a theme that we have uged for years and it is nice
tc see, because in this day and age of unisex and complex
technigue, there still is & great need For the human quality
af emction, sensuality, an abllity to feel a depth of
dramatic emotional mocd,. Flamenco music and song have this
type of emotiopal feeling built into it. Communication apd
focus. A use of head and eyes ta give explosive center,
like the center of the "ki-Force” in martial arts, A perif-
eral fpcus and communicartion that is in direct contact with
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the audience and is another development of a presence, a
strong presence, stage or otherwise.

In this day and age of what has been called the “dance
explosion,"” where dance auvdiences have grown t© millions, in
fact, in the USA, it has been stated that more people go to
see dance performances than footbzll or baseball and thous-
ands of students are studying ballet, modern, jazz, very few
are stulying the sc-called ethnic dance forms, the basic
dances of the people. It was only a few years age that
almost all ballet schocls encouraged the students to study
what is known as "character dance" or demi-character, which
was & learning of the baslc movements of Russian, Pelish,
Hungarian, Spanish and cther basic dance forms, to learn that
all important "epice” in movement that depicts the human
guality behind all dance. In most European schools, it ie
5till taught and is actually required study. In America,
especialiy in the unjversities, it seems that they have got-
ten very much inte “"mental dance." motivation, a kEype of
artsy—craftsy creativity and have get aslde the basic human
element and emotion in dance. Many ballet schools have be—
come “step-oriented, " based on technigue only, technique for
technique’s sake. With great artists like Baryshnikov who
have superk and dynamic technlque, we seem to see anly his
giant leaps and multlple turns. Yet looking past that great
technigque and big movement, you find an artist who has
studied all forme of character dance, in order to have that
human guality, that lmportant something that make$ technique
"gay something."” The above, are general examples and not the
whole picture, but as Ted shawn, the "Father of American
pance® said, "It is a blending of all dapce that helps make
the true dance artisc.”

When I started to study ballet over twenty-five years ago,
I was tpld by many that my flamenco would suffer, thst it
would not be the "true thing-." That, of course, 15 baloney
and narrowminded thinking. It is the excitlng study of oppo—
Bites and each fqrm enhances the other, without trying tao
become the other. Both meat and spaghetti can be enhanced by
a2 bit of garlic, thelr total taste and flavor improved, and
yet meat and spaghetti have little in common. The real
essence of studying, in thls case flamenco, i5 to enhance,
to add another dimension, to adern, to bring that special
feeling and quality to the total dancer, to 2dd earth to the
flow of ballet, modern or whatever label you call your dance
style. Filamenco "is." It is life-dance, it 15 now-dance,
and whoever adds its dimension, its "aire y gracia® to their
total dance, wlth an open mind, will have a rewarding experi-
ence of growth, of joy, of what I feel iz "emotion in motjon®

e -— Teo Morca

-

FLAMENCO BRILLIANCE HAILED BY FLOWERS

{Erom: The Advocate, Peb. 17, 19B2; sent by Teodoroc Morca}

Whangarei, Wew Zealand -- Boses, carnatiens, and even the
odd hydrangea were thrown enthusiastically at the conclugion
of Morca Dance Theatre's Flamenco in Concert performance last
night.

It was a flamhoyant audjence response to the excellence of
the performance by Teodorp and Isabel Morca apd Gerardo
Alcald, and the opening of Forum North's Captalae Bougain-
ville Theatre.

The capacity audience must have attended the gala occasicon
== complete with champagne and supper ~- with high axpecta-
tions.

The cnus was on Morca Dance Theatre tco match the quality
aof the pew theatre's mdvanced facilities, and on the theatre
to match the guality of the Morca performance.

Both passed the test, It was a triwmphant debut svening
which appeared to leave tho performers happy and certainly
pleased the auwdience which clapped loudly for more.

The hard work of Forum Morth staff ansured the evening ran
smoothly and with a polish and flnesse which awgure well for
future theatrical performances in the Forum North complex.

Morca, Flamenco in Concert, is a contemporary dance com=
pany based Iln the United States. It prasents a fascinating
and exciting programme of traditlonal works and original
‘chorecgraphles by Morca himgelf.

Last night's Whangarei performance was the company's filrst
in Kew Zealand and there wa$ some hesitancy 1n the first half

of the programme while the performers and audience warmed to
each other.

To the masic of Vivaldi, Bach and Pachebel, Teodoro
strutted proudly across the stage like a peacock with out-
standing plumage.

With castanets and feet moving at unbelievable speed, he
woced the audlence with his haughty facial expressicons,
obvicus pride in his wonderfully fit body, and sheer fluidity
of movement.

He was at one with the music --a complicated and absorbing
blending of emotion, passion and gnergy. When there was no
music, he created his own with extracrdinary dexterity.

His body became the rhythm, moving fluidly and creating
its own music in a compelling performance enhanced by the use
of castanets, palm clapping and foot tapping.

Like the peacock and peahen, Teodcro did outsghadow the
performance by his wife, Isabel.

Although she moved with grace and obvious skill, she did
not project the same level of involvement and enthusiasm
communjcated by her partner.

She zeemed almost hesitant in movement by comparison but

‘showed more spontanecus enthsulasm in the finale, a tradi-

tional flamencc happening which captured the essence of the
dance.

A real change 1n audlence reaction came after the inter-
mission when Teocdeoro gave a brilllant interpretation of a
bored shoemaker suddenly bewitched by music,

He dons a pair of boots and seemingly againet his will
dances to the music he hears as if the movement of his body
is guided by a force out of his hands -- and feet.

The dance was clever and funny., It directly involved the
audience, which was more receptive to the final three seg-
ments of the evening performance.

The heightened appreciaticn could hawe been due to the
intreduction of flamenco gujitar hy guitarist Gerardo Alcald.

His evocative and superbly executed music added new
dimensicns to the dance and gave flamenco more tangible
meaning.

With hands moving as fast as Teodoro's phenomenal feet, he
gave an cutstanding sclo performance and provided fiery
accompaniment for the last two dances of the svening.

The beauty, poetry and motion of flamenco and flamenco
quitar had certainly captivated the audience by the end of
the performance.

Seeing Morca Dance Theatre in the impressive Capitaine
Bouganville Theatre is an unforgettable experience which
other people can enjoy tonight, tomorrow and Friday.

Morca is then to appear at Kaitaia on Pebruary 20,
Auckland on February 23, 24, 25, and Kerikeri con February 27

and 28,

THE "ARCHIVO" IS ONCE AGAIN AVAILABLE!

Publigher's Central Bureau is again featnring "The
History of Cante Flamenco: An Archive." Every time we
mentlon this in Jaleo, the five record set disappeara from
the follocwing month's catalcogue; that means that the
flamence aficionados are jumping at the opportunity and
tuying up the supply. The Bureau must be astounded at the
popularity of that ltem bacause they ksep restocking it.

This is the only flamenco anthology that is still com-
mercially available and when it goes off the market 1t
will mean ths end of a whole flamenco era for the aflcio-
nado who does not own any aof the ¢ld antholagies.

To order, send £12.99 plus $2.25 handling (and appro-
Priate tax if you llve in K.Y. or N.J.) to:

Publisher's Central Bureaun
Department 124

1 Champlon Rve,

Avenel, NI 07131

Ask for the receord set, "History of Cante FPlamenco,"
item #5436D1.
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Rebicos
FLAMENCO IN SOUTH AFRICA

Guitarist Michael Fisher, of New York, just returned from
the Cape Town area in South Africa and sends us the foliowing
newsclippings. He adds that the motivating force behind this
program is South Africa's Mavis Becker, who danced profes-
sionally with Luisiilo's company. Michael adds to the news-
paper review with a few comments. In reacting to the
criticism of the local dancers in a jota aragonesa, he says,
"...the jotas aragonesas were danced with spirit by all and
in good style by quite a few dancers. They were refreshingly
traditional. since the rest of the program was, to my mind,
overly “modern!" Some pieces, such as "Llanto” were set to
modern electronic music. About the review, he writes, "What
the reviewer totally fails to mention -- perhaps she was guite
unaware of it -- was that the 'flamenco section' was most
untraditional, indeed merely 'impressions of flamenco' ~- the
impressions being far removed from the real thing.”

José Antonic became well-known during his years with the
companies of Maria Rosa and Antonic. MWith his wife, Luisa
Aranda, prima ballerina with Antonio for ten years, he formed
the company "Siluetas” that was known for its "modern”
stylings. Rafael Aguilar is a Spanish choreographer who
created "El Rango" for the Ballet Nacional de Espana in 1973,
“Retrato de Mujer" ¥or Manuela Yargas in 1981, and now
"Lanto" for the performance reviewed here. Emilio de Diego
is krown internationally for his guitar playing; the program
}ists him as: "Guitar virtucso, professor, and composer, who
ieft a permanent engagement with Gade's company to devote
himself to composition. Paco €1 Labo is a guitarist/singer
who has his own Paris based company, "Horizontes."

* % =

SPANISH STARS IN CT

The Arqus, Jan. 22, 1982, sent by Michaei Fisher)
by Glynnis Underhill

(from:

Cape Town's new Spanish dance company, Danza Lorca Company,
is playing host to two intermationally rengwned exponents for
the duration of the Impresiomes II production at the Dude
Libertas Amphitheatre from Monday to January 30.

José Antonio and Rafael Aguilar will be choreographing and
dancing in the show which will present a classical, regicnal
and flamenco programme.

The acclaimed dancers are the guests of the city's first
Spanish dance company --the brainchild of the doyenne of
Spanish dancers here, Mavis Becker.

Dancers from Spain are an expensive commodity for a Cape
Town company, but Danza Lorca has persevered for the stimula-
tion of working with overseas artists.

Slightly built Aguilar and his petite wife, Manclita, are
delighted with their first visit to this country, which rates
with Japan as one of the most active in Spanish dancing.
Aguilar’s entrance into the world of Spanish dance was s1owed
by philesophy studies at a Belgian university. In 1954 he
travelled to London, began ballet at Sadlers Wells, then went
to Paris, "and that is where I ment Manolita," he said fondly.

His wife was pringipal dancer in her Spanish company.
After falling in love with her, he opted for Spanish.

"There was this inner feeling that I was Spanish. I
identified more with that style. Manolita suggested I
advance from classical to flamenco, a natural evolution.®

Aguitar will be working in conjunction with one of the
other top flamenco exponents, Jose Antonio, who first visited
South Africa in 1979,

Mavis Becker met Antonfo on one of her trips te Spain,

Antonio is regarded as one of Spain's formpst dancers,
having persuaded his father to return to Madeid from Brazil
where the family was living.

He had his own dance company for six years before joining
the Mational Ballet of Spain.

"There's lots of talent in South Africa. [ Tove being out
here and hope to return. Teaching even the less talented
dancers means a lot to me, for they manage to capture some-

thing of Spain," he said with the help of translator Mavis
Becker,

Impresiones Il will have a different flavour from normal
regional classical flamenco, and a new Spanish ciassical
ballet was especialiy chorecgraphed by Rafaei for the company.

. ww

EXCITING, STIMULATING IMPRESIONES I
{from: The Cape Times; Jan. 27, 1982¢; sent by Michael Fisher)
by Eve Boriand

Apart from the stunning presence and performance of José
Antonio and his wife Luisa Aranda, what is so exciting and
stimulating about this programme is the contemporary music,
chorecgraphy, style, staging and costuming that has been
brought to Spanish Dance.

It is absolutely splendid seeing the "oid" —- even flamenco
~- presented in a new guise and aiways with artistry and in
good taste.

The guest stars are backed and assisted by dancers of the
Danza Lorca Gompany, who unfortunately, are in general just
not abie to handle the guality, professiopalism and eloguence
of the dancing this programme demands.

The two pieces which'were presented by them, "Galicia" and
"Jotas de Aragon” were untidy and ragqed. The men were
particularly ineffectual and, it is my opinion that these
items were unnecessary in this programme,

The girls were certainly much better with dancers such as
Sherrill Wexler, Margarita Moran, Marilyn Sher and Lorna
Levy dancing up to the occasion.

Rafael Aguilar and José Antonio, both internaticnally
acclaimed dancers and chorecgraphers in the Spanish idiom,
are responsibie chorecgraphically for seven of the eight
works presented and each shows a freshness and inventiveness,

Choreographically, two works are outstanding: Antonic's
"Suite de 1a Opera Pepita Jimenez" and Aguilar's "E1 Rango."

"Suite de la Opera” is an extended pas de deux to the
music of Albeniz and Sorozabac and tells the story of a
young widow (Aranda) falling in love with a student priest
{Antonio).

[t is a work of passion, underplayed sexuality and
splendid chorepgraphic patterns., Superbiy danced and staged,
it is a nighliight of this programme.

"E1 Rango" is inspired by Lorca's “The House of Bernada
Alba." Starkly, precisely, the story unfolds with clarity
and music visualization to the sounds of Gregorian chants,
flamenco quitar and the spoken voice of Judith Krummeck.

Manolita, Aguilar's wife, was magnificent as the Mother
moving with chilling, frightening authority.

As the rebellious daughter, Marina Lorca (Mavis Becker)
was dramatic yet beautifully controlled. In fact she danced
splendidly throughout this programme. Dbviously inspired by
her i1lustrious guests, she is right up there with theml

“Llanto" {Cries} written especfally for the company by
Aguilar and in which he dances the role of the mortally
wounded soldier, is about the desclation and futility of war.
This work is too long and therefore loses dramatic impact and
tension. Yet it is a thought provoking piece and a heroic
undertaking fn dance for Aguilar. Levy as the Fiancée was
dcceptable but the Lamenting Men and Women lacked impact.

It is Antonio and Aranda, however, who bring the true
theatricality and excitement to this programme with their
sensational style, technique and charisma,

Together with Marina Lorca and the brilliant guests,
guitarist Emilio de Diego and cantaor Paco el Lobo brought
as a rousing firale, the thritling flamencc offering,
different from anything we in Cape Town have yet seen.

Qude Libertas and Becker are tg be congratulated for
making this quality of Spanish Dance available to Capetonians.
[ urge you to see it.

»* A *
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_PUTTING FLAMENCO BACK ON ITS FEET -- VIA TV

(from: Lps Angeles Times,

by Daniel Cariaga

“The art of flamenco, so popular in the United States 15
and 20 years ago, no langer thrives in this country. wWhy?
Because the pubiic tired of seeing the same things aver and
gver again," says Antonig dei Castillp with more than a
littie vehemence.

"The key to vitality in any art, but especiaily in the
music and dance of fiamenco, is change. The major artists of
twa and three decades aga didn't recognize this. They
repeated themseives shameiessly," the Spanish dancer continues.

Castillo last performed in Los Angeles as a member of the
company of José Greco in 1972.

On Saturday night he will present himself and an ad-hoc
campany of California, Cuban and Spanish flamencos at San
Gabriel Civic Auditorium, having returned to Southern
Catifarnia with a plan to revive the popuiarity of the
flamenco art he has been practicing publiciy since he was a
teenager. .

"At this paint in histary, the pubiic at large canmat be
reached through the concert stage. Films and television,
these are the ways to reach the masses.”

Castilig’'s re-creation of the originai-length version of
Mapuel de Falla's "ET Amor Brujo," the pre-Diaghiiev version
first given in Madrid in 1914, is the project he expects to
put on film first for pational TV distribution. He says this
version, to be danced as the second haif of his San Gabriel
program this weekend, will be filmed in February, after he
returns from another engagement in [taly.

"No, we will have no orchestra this week," he acknowledges.
"We are presenting ourselves here, and funds are not
unlimited. The music will be, as they say, canned."”

A company of 18, incTuding two singers and two guitarists
-- Ginp d'Auri and Eduardo, a veteran coiieague of Castilia‘s
from Granada --wiii, of course, be Tive. [t also includes
Castillo’s wife and dance partner, Estreiia Flores.

Speaking through an interpreter the week after Christmas,
Castillo attempted to articulate the frustration of trying to
revive an art form in a foreign setting where the target
audience believes it knows al7 there is to know about it.

"It's almost an impossible task," he admits, "and Los
Angeies, where there was so much activity in Spanish dancing
during the 19605 and before, is ane of the hardest places to-
bring back fiamenco. Everything seems to be against it."

Still, if the essence of art is struagie, Castillo is an
artist whose time may have come, At 35, a veteran of three
decades in what he cails “the small world of the Spanish
dance," he was early on a member of the companies of Pilar
Lopez, Mariemma, Antonia, and José Greco; he founded his own
first company in 1968.

And though he articuiates a healthy optimism about his own
professional future, Castillo still worries about his timing.

"Among impresarios of imagination, Hurok was the last. The
businessmen why followed may be very good far what they da,
but they seidom see the possibilities the way he did.

"wWhere the star dancers of the past failed to encourage
and nuture choreographers -~ 1ike myself --who would become
part of the mainstream, the ioss 75 being feit now. Evoiution,
the natural evoiution of ap art form growing and developing
along its own new paths, was impeded. Now it's time to go
back and find those paths."

#* ¥ ¥
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CASTILLO DANCES FLAMENCO PROGRAM

(from: Los Angeles Times

by Lewis Segal

Clenching a carnation in his teeth or glowering fever- -
ishly; unbuttoning his vest {Jater his shirt) to the waist
with lingering seif-satisfaction; launching such vialent hip
and pelvic action that his impossibly tight trousers twice
burst at the crotch; fondiing his wife's breasts in their
duet -- and nearly uncavering them -- fiamenco dancer Antonio
del Castiilo certainly put on quite a show Saturday night in
San Gabriel Civic Auditorium. Some of the time the enthu-
siasm he generated actually had something to do with his
dancing. But not aften.

Indeed, the formai, scheduied portions of the program
proved pretty disastrous. After a 57-minute delay, the
proceedings opened with a choreographic setting of Raveli's
“Bolera" for seven women that bullt up tension adroitly
enough but fizzled out just as the music began its final
surge. Castillo's solo followed, an unintentional paredy of
gypsy duende crammed with florid emoting and flamboyant
gesture -- but littie sustained dancing.

The subseguent duet and ensemble at Yeast showcased the
mature artistry of Estreila Fiores (Castillo’s wife) and
hinted at his own ability. However, his version of the
dance drama “E1 Amor Brujo" not only misused Falla's score
{periodicaiiy the taped orchestral music stopped and live
guitar playing accompanied a group fandango), but told
Sierra's powerful story clumsily.

S0 much for the announced entertainment. In what appeared
to be merely the final curtain cails, a new performance
materialized and Castillo at last began dancing with the
technical brilliance and genuine intensity of a major artist.
Encouraged by his colleagues (among them Chinin de Triana,
Gino D'Auri, Valencia and Ken Dizon), he displayed dazzling
heelwork, fabulous spins, joyous dance “interplay and a virile
warmth and sensuality utteriy different from the preposterous
machismo of his earlier sgio. IFf he ever showcases himself
properiy -- develops strong choreography, tones down the
garish lighting effects, finds buttons that stay buttovned and
zippers that stay zipped -- he‘ll command as much audience
respect as excitement. Saturday, however, his venture repre-
sented a last-minute victary of basic talent over monumental
self-indulgence and bad taste.

% W W

designed especiaily
for the top line of
flamenco quitars—

the choice of many
leading guitarists,

flamenco.

At your local dealer or contact Antonio David Iec.,
204 West 55th Streei, New York, N.Y. 10019 —
(212) 757-3255 and {212} 7574412,
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SPANISH ARTISTS UNITE
FOR ENTRANCING "BLOOD WEDDING"
{from: The Miami Herald, Fek. 7, 19B2; sent by Allied

Traders of Miami)
by Rill Cosford

[casT
Antonio Gades, Cristina Hovos, Juan Antanio Jimenez, Pilar
tardenas, Carmen Yillena

CREDITS
Director: Carlos Smura
Choreographer: Antonic Gades

Based an the play hy Frederico Garcia Lorca
Music: Enilio de Diego]

"Blood Wedding® is a marriage of star-crossed lovers, a
viclent meeting of romantic rivals and an example of a more
unusual union -~ the mating of dance and film.

Adapted from the romantic melodrama by the Spanish paoet
Garcia Lorca, who was assassinated during the Spanish Givil
War, "Blood Wedding" becomes a spirited flamenco ballet in
the conversion of dancer/choreographer Antonic Gades. aAnd
adpated yet again, in a film version that follows dancers
from their arrival in dressing rooms to their perforrance in
a full-dress rehearsal, "Blood Wedding"” becomes a flash of
celor and a tribute-in-motion to meladrama, cacght by direc-
tor Carlos Saura.

The combination of the three Spanisk artlsts, sach from a
different discipline and eack much celebrated, is one of
thu%e promising mevie matches. And the callaboration cf
Gades, who shaped the ballet and dances a lzad role, with
Saura, who sought to stretch the material, i5 a thing of
beauty. Th2 most startling clements, predictably, are the
selective intrusions of Saura's cameras, whirh are able to
stant back and observe a staoe full of dancers at one Toment,
appreach for a tigkt shot on flashing limbs the next, and
shiow us an empty hall, dancers departed for the wings, in vat
anptner.

But there is more to Saura's attack. AY giving us the
dancers as a crowd of justling persans -- some nervous, some
joking, some oklivious -~ first, before we encounter them in
their parts as bpride and bridegroom, jealous lover and wvipn—
dictive mother, Saura extends the sense of drama. When the
limbering-up and final instructicns are ovar, and the dress
rehearsal has begun, we are only dimlv aware that we will ne
seduced. By the time the dance is well under wWay, WE are
lost to the dancers in their ficrional forms: it seems Lmpos—
sible that we have just seen them fretting over make-up and
comparing props,

What the Saura treatment really does is give weight ta the
dance, which is at heart a familiar., six-part tragedy, as
bagic and elemental ag “"Fomeo and Juliet" and as clearly
derived as "West Side Story." Gades and his corps pump the
thing full of }ife; Saura and his camera put the life in a
Erame. It works splendidiy.

IT is not gquite pallet of course, but flamenco/kallet,
which means a heady combination of the two, pas de deux ard
pas de treois, thea the drumbeat of heeled shoes. The most
impressive moment comes in the climactic fight between the
bridegroom ard the icver who has stolen hiz bride., Wwhat
appears at First to be a trick of slow-motion camera work is
wo trick at all, but the aggny of the death waltz danced
slowly, and captured elgguently by a prgwling camera. “Blood
Wedding" marriss severa: arts, and the result is lovely.

* & ¥
"WEDDING" OFFERS DAZZLING FLAMENCO

{frgm: Miani Herald, Fek. 15, 19B2: sent by Allied Tradzrs
of Miami) -
by Laruie Horn
Tarlos Saura's "Blood Wedding," playing at the Arcadia

Theater in Coral Gables, is a fine mix of film, drama and
flamanco -~ even though dance purists will gquarrel with some
of the cuts and camera ancies.

Antonio Gades has assembled a troupe of brilliant flamenco
danzers with magnificent backs and fiery heels. They clearly
understand the hopor, sensuality and flame at the core of
flamen=2. All of them dance withk a proud, straight spine
that compresses emotion, allowing it ta flare anly in the
gxtremities -- in the heels, the hands, the inflection of the
head,

"Make your kidneys endure it,” Gadess chides the company
during the seguence where director Saura films a Truncated
warm-up class, The kidneys, that is to say the back, do
support all emotian in flamenco, but it is the contrast be-
tween that tight center and the moving hands and feet that
creates the exquisite tension of the style. Then, too, the
body expresses nothing if not seen in relation to other
badies and the space around it.

That's my one gripe with "Blood wedding.®" ZIrom a dance
aficionade's point of view, Saura's camera too often invades
both the frare of space around the dancers and the bound-
aries gf their bodies +themselves. It will remain fixed an
nammering feet, for example, or on a nead and neck before
pulling back to inzlude the whzole boady. Although this frac-
turing of angles is an effective film device, it destroyed
gome of the power of the dancing in favor of a more cinematic
expregsion. That choice ©f emphasis is the eternal dilemsa
Tor dance filmmakers., "Blood Wedding® is a gripping £ilm,
even 1f I'm not sure what Zades' ballet really looks like.

FEXERZET
SAN DIEGO SCENE

MAREH JUERGA

IN SEARCH OF THE PERFECT JUERGA SITE

The March juerga was the second in gur new location on
Market Street. We were hoping fur a larger crowd, but Enforn
tunately, we were ir conflict again with a Casa de Espana
functior the fallowirg day. We missed many ¢f our Spanish
friends who add so much animation to our Jwergas. The thirty-
five nempers and guests who participated seemed thinly spread
in the numerous rooms at our disposal.

Los Angeles guitarist, Yvetta Williams, came dowr bringing
Japanaese flutist, Yurl Yashida, and classic guitarist,
Stephen Jones. Besides playing ¢lassic fuets with Stephen,
Juri picked up some sevillanas on the spot and accompanied
some of the dancing. Another new face was Manuel Estrada, a
student of Juanita Franco. He came earily and pitched right
ir to help set-up. Guitarist Louis *Luis” Hendricks returned
after three years absence and dancer Victor Gill is really
developing his style under the tutelage of Roberto Amaral.

The "ayudante" system does not seem te be working very
well. It appears that people would rather pav an entrance
fee than commit themselves to help in some capacity. oCur
thanks to Rafael Diaz who came early ta set-up, manned the
bar almost all evening and stayed to clean-up at the end aof
the juerga.

A poll was takan during the evening of members present to
see if gur new site was acceptanle. Feelings seemed pretty
evenly split between those who preferred our new site on
Market to those who preferred private homes. The big advan-
tage gf a permanent site to those of us who put gn the
juergas is that it is much less work --no trangportatian of
boards or supplies, ne furnituw.e to move and clean-up is
casier. {Of thgse who preferred private tomes, nNo one felt
that they could handle the transpertation of juerga boards.)
It is true that if our turnout cantinues to be so small we
will be lost inm the spacicusness of the Market Street site.
{We Ap have a tip gqn a smaller site that we plan to check-
gut.) We will continue to be on the lookout for alternatives
and will appreciate ygur suggestions.

EM BUSCA DEL LOCAL FEFFECTA

La juerga de Marzo fue la sequnda en el nuewg local en la
walle Market. Esperabamcs tener un grupo mds grande pero
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disafortunadamente, tuvimos nuevamente un corflicto de fechas
tan actividades de la Casa de Espana. Extranamos mucho a
nuestros amigos Espaﬁoles guienes contribuyen tanto con su
animacion a nuestras juergas. <os treinta y ¢ince socios e
invitados participantes estaban demasiado esparcidos entre
los muchos salones a nuestra disposicidm.

Yvetta Williams, guitarista de Los Angeles, trajo al
flautista Japopesa Jurl Yoshida and al gquitarista eclassico
Stephen Jornes. Aparte de tocar duetos con StEEhen, Juri
captd, en segquida, algunas sevillanas y acompand el baile.
Otra cara pueva fué la de Manuel Estrada un alumno de Juanita
Franco. El 1legd tempranc y no titubed en ayudar con las
preparaciones para la juerga. El guitarista, Louis "Luis"
Hendricks regresd después de tres anos de ausencia y el
bailarin Victor Gill esta disarollande su arte marvillo-
samente bajo la tutela de Roberto Amaral.

El systema de “ayudantes” no parece funcionar muy bien.
Parece que la gents preflere pagar su entrada a comprometerse
a ayudar en alguna capacidad, Mil gracias a Rafael Diaz
quien vino temprano para ayudar con los preparativos, fue
nuestro cantinero casi toda la noche y se guedo haska el
final para ayudar a recoger.

Se hizo una encuesta es5a noche entre los Socics presentes
para ver si =] nuwevo local es aceptable. Aparentamente las
opiniones estaban dividas par igual entre los que prefleren
el nuevo local en Market y los gue prefieren ir a casas
privadas. La gran vantaja de tener un local fijo para
aquellos de nostros que organizamos las juergas es la dis-
minucién de tratmjo —- no tener que transportar tablas ni
provisiones, mover muebles, y la limpieza al final es mis
ficil. ({(Entre aguellos que preferien casas no huve gquien
quisiera erncargarse de la transportacidr de las tablas.)

Es verdad que si la asistencia continia siendo tan pequena
nos setiremos percidos en la amplitud del local de la calle
Market. {(Hemos sabido de un lugar mas pegueno y censamos
investigar.)} Continuvaremos irvestigando y aqradeceremos
cualquier sugerencia.

— TR W B e

AAPRIL JUERGA

Marilyn Bishop has vffered her Escondido home for this
month's juerga and will either provide dance boards or
transport ours to the juerga. We surely could not refuse
suwch a graclous offer and will abandon our new Market Street
home at leapt for this month. Cuadro "D will ba in charge.
{For cuadro merbers see below.)

Marilyn Bishop ha ofreaido eu casa an Eecondids para la
juerga de este mee y ella coneiguerd tablas para bailar o
tramaportard las rasstra ¢ lo Juerga. Ne podemos rehusar
wna ofrecimiento tan amable y cbendonaremop rulestra RUGVD
hogar en la calls Market per loe menos por eete mas. Cuadro
"D¥ 88 va ensargar de esta juerga. (FPara los que pertnacen
al ouadro "D mipen mas abaeo.)

FECHE ;. 24 de Abril

LUGAR : 3445 Ryan Drive

HORA : T7:30 PM a 2?7

TELEFONO: 747-6285 (day of juerga only)

TRAIGAN : Tapae )

Donations: Memhers and first guest of $/G member...$1.00

ROT—MAMDE B v s snnmersrnnnnransnc--nevesddaD0
Children 15 and Under.....ovevnaneaveva$0.50

Directions: From San Diego take 163 north to I-15; from L.A.
take 7B frpm I-5 to I-15 south. From I-15 take Via Rancho
Parkway East toward the Wild Animal Park. {(AS you bear left
romd becomas Bear Valley Parkway.) Turn right on San Pasqual
Road and left pn Ryan Drive,

Direscionea: Dg San Diege tomx al 163 hacia el norte al I-15
norta; de Los Angslea toma al 78 del I-5 al I-15 sur. Del
I-15 tomz Via Ranehe Parkway Eate. Haciaq el "Wild Antmal
Park”, (Al tocer al tzquierda estz calle aambia nombre a
"Baar Valley Parkrzy.) Voltsa a la derecha en San Pasqual
Road y al {aquisrda en Ryan Drive.

Cuadro "D": Vicki Dietrich [Juerga ccordinator) 460-6218 or
468~ 3755, Jesus Soriano {cuadro leader) 422-3695, Cerol
Brewer, Maji Cabrera, Rafael Diaz, Benitp Garrids, Reynolds
and Pilar Heriot, Penelope Madrid, Carmepn ocutcult, Walt and
Doreen Welsh, George Willis.
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- ANNOUNCEMENTS

hAnnouncements are free of charge to sobscribers. They
will e placed for two months if appropriate and must be
received by the lst of the month prior to their appearance.
Include phone number znd area code for use in the DIRECTCRY.
Sepd to: JRLED, PO Box 4706, San Diego, Ch 92104,
JALEQ CORRESFONDERTS

If you would like to assist JALEO by acting as a corres-
pondent for your city, pleape contact our PO Bax and let us
know. We peed to have an update at least every two moanths.

updates

RAQUEL PERA SPAMISH DANCE COMPANY has recently complated a
2D minute documentary film on her company covering all
aspects from rehearsals te full performances. Alse includes
interviews with Raguel and Fernando Sirvent on their views on
flamenco.

EODAS DE SANGRE, = gypsy film starring Antonio Gades, 15 be-
ing released around the country so keep an eye put for it.
JUERGAS IN WASHINGTOM, DC AREA or those interested in forming
a flamenco association contact Charles MoeseT 301/657-47599,
THIRD AMERCIAM SPANISH DAMCE FESTIVAL -- chicago —— July €& to
July 24 -- will feature special guest artists, musicians,
lecturers, workshops, films, a fair, dinner anéd evening
cancerts.

LTIVING SPANTISH CULTURE TOUR -~ June 24 to July 4 -- 23 days
~= Spain-Portugal=Morocer =- $1,925 per persen (based on
double occupancy). Includes air fare (from San Dieqo),
travel, lodging, guide service, most mesls and tips. Those
wishing to extand their stay in Spain may do so without
increase in air fare. For more informatipn and complete
itinerary contact Chula Vista Travel Center {see advertise-
ment in this issue).

EKSEMBLE ESFAROL will present lecture-concerts April 5 and
14 and May 13 and 18 at 12:15PM and Spanish dance concerts
®ay F, 8, 14, 15 at B:00 PM all at the Wortheastern Illinois
University in Cheiage. Evening workstop/symposiums are also
projected through May. Call 583-4050 Ext 443 for ipforma-
tion.

MESON ESPAROL (4th & Constitucién in Tijuana) presents
flamencr shows Thur-s5at.

EL CID REETAURANT now presents 3 flamencce shows Thur. & Sun.
and 4 shows Pri. & Sat. 4212 Sunset Blvd., Mollywood, A,
66E-0318.










