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Christmas in the
Cante Flamenco

VILLANCICOS AND CAMPANILLEROS

by Paco Sevilla

To prepare the readers for the articles that follow, I
offer here some background on the Christmas songs of
Andalucia.

Villancicos play a role similar to that of Christmas
carols here, but tend to be of a lively nature --more like
"Jingle Bells" than "Silent Night." In Andalucia, they
often take on a flamenco quality and can be sung to any of
the festive flamenco rhythms, including rumba, tango,
or bulerias, although they are generally sung by non-
flamenco people to straight 2/4 or 3/4 rhythm and accom-
panied by guitar, bandurrias, and tambourines.

The gypsies often give the villancicos a humorous or
clever theme in the verse and tend to think of Mary as
gypsy and Joseph as payo. Here are the verses sung por
rumba in the "History of Cante Flamenco; An Archive":

San José ha tomac celos
del prenac de Maria

y cuando nacié el lucero
la baba se le caia.

Joseph became jealous

of the pregnancy of Maria

and when the star was born,
its dribble went all over him.

Madronos al Nino

no le demos mas

que con los madroros
se pué emborracha.

We will give no more

madronos [fruit of the strawberry treel
to the Child,

for with madronos

one can become drunk.

La Virgen, como es gitana
a los gitanos camela.

San José, como es gachd,
se rebela, se rebela.

The Virgen, since she is gypsy,
loves the gypsies.

Joseh, since he is payo,
rebels, rebels.

San José hijo un gquisao,

pero no le echd tomate,

y la Virgen le decia

"i5i lo pruebo, que me mate!"

Joseph made a stew,

but he didn't put in any tomato,
and the Virgin said to him,

"If I try it, it will kill me!™

La mula le grune

y el buey le vajea
y el Nino de Dios
durmiendo se quea.

The mule grunts at him

and the ox lets out a loud breath,
and the Child of God

remains sleeping.

La Virgen iba subia

en la jaca de los monos;
San José iba detras
dandole al Nino madronos.

The Virgin went along mounted
on the pony "de los monos" (?);
Joseph went behind

giving the Child madronos.

I d
Que si, que no,
Maria se llama

Que si, que no,
Mary is the name
of the Mother of

la Madre de Dios.

God.

(drawing from Sevilla Flamenca, Dec. 1980)



PAGE 4

JALEOQ - DECEMBER 1982

El Nino se ha perdidas,

su Madre lo esta buscando,
y estd en la orilla del ric
de juerga con los gitanos,

The child is lost,

his mother is looking for him,

and he i3 on the bank of the river
in a juerga with the gypsies.

Jerez de la Prontera is famous for its villancicos por
bulerfas, of which there exist many recordings -- usually
called "Fiestas de Nochebuena" ar "Bulerias de Nochebuena.®
This style was popularized by a well-knowh cantaor from
Jerez, Rafael Ramos Antinez, "Bl Nifo Gloria,” who was the
nephew of the great Frijones {whose soled is one of the main
stylas of Jerez), and who died in 1937. E! Wino Glaria was
accomplished in many cantes, but is ccnsideree by some to
have been flamenco's greatest singer of Mulerias and saetas:
the difficult fandanges del Gloria have seen a great poou-
larity among cataores in recent years. Hs received his
nickname from & villancico that he popularized por bulerfias,
in which the word *"glaria” was repeated with montanous
insistence: "Glaoria al recién nacic, gloria, y a s5u bendita

‘mare, la glorial®™ -

Canaleijas de Pusrto Real is another cantacr who is well-
known far his wvillancicos flamencos.

Campanillercs are a special form of villancice. Domingo
Manfredi Cano, in his book, "Geografia del Cante, says: "The
campanilleros is a villancico baptized in the waters of the
cante jondo, with the first light of day and the salt of the
tidelands of the Guadalguivir.™

The campanilléros are sung during religious processions
called "Rosaric de Aurora” that leave the churches at dawn
and go through the streets accompanied by the ringing of
little bells {campanillas} by men called "campanillercs."
This tradition in Sevilla and surrounding towns is dane not
anly at Christmas, but also during Lent and at other speci-
fied times during the year. Here are some coplas, which are
aceampanied by a steady 3/4 beat:

En los pueblos de mi Andalucia
ios Campanillercs a la madrugd
me despiertan con .sus campanillas
¥ con su guitarra me hacen llora.

In the towns of my Andalucia

at dawn the Campanillerocs

wake me with their little bells
and their guitar makes me cry.

Zapateros gue estdis remendando
toita la noche

a la luz de un candil,

cuando oigais a la Aurora pasar,
dejad los zapatos

y echaros & dormir.

Shoesmakers, you who Are repairing
all night lang

by the light of a candle,

when you hear the hurora passing oy,
leave the shoes

and go To sleep.

Un devoto por ir al Rosario

por una ventana sSe quiso arroja

y al decir, "iOios te salve Hariai“
se cayd en el suelo sin hacerse nd.

In arder to go with the Rasaric

a devotee threw himself sut the window,
and on saying, "God save you Mary!"

he fell to the ground uninjured.

En 2l portal de Belén
gitanitos han entrao

y al Mido vy a San José

los calsones se le han rubao.
Picaros gitanos,

cara de panderc,

que zl Nino de Dios

han dejado en cueros.

Gypsies nave enteresd
the portal of Bethlehem
and stolen the trousers
of the Child and Joseph.
Mischievous gypsies,
"cara de pandero,"

have left the child

of God nakad.

The campanilleros have become part of flamenco only be-

cause a f2w cantaores, particularly Manuel Torre and La Wina
de la Puebla, adapted the "campanilleros de la Aurora® to
their flamehco style of singing. Most modern cantacres Dase
their interpretations of this cante on the style of Manuel
Torre. Here is a verse that Manuel popularized:

A las puertas de un rico avarianto
llegd Jdesu Cristo, limosna pidid

y en igual de darle limosna

los perros gque habia se las azuzd.
Pero quise Dias

que 105 perros murieran ar momenta
v 2l rico pobre se quedd.

cesus Christ arrived at the door

of & greedy rich man asking for alms;
instead of giving Him alms,

the rich man set the dogs on Him.

But God made

the dogs die at that very moment

and the rich man became paor.

Y NO ES NOCHE DE OORMIR

{from: Sevilla Flamenco, Dec. '8D; submitted and translated
by Paca Sevilla, with special thanks to Manolo Marin]

by Jos€ Luis Ortiz Wuevo

"I don't believe there can exist another fable as ador-
able as that of the child, the manger full of people, the
wonderstruck shepherds, the adoring kings, and the sudden
song of glory of the celestial legions. If humanity had to
possess & unique and effective redeemer among its children,
one believes he could be born in no ather manner,"

{(Barrows Dunham)

And the fahle, the history, the doctrine, grew, to giwve
life to other imaginative and beautiful explications of the »n
birth, such as that told by the wandering gypsies on the
reads of the Christian Kingdoms of mediewal Eurgpe, wander-
ing nomads who said they had to pay that way, with their
eternal exile, for not having given shelter to the celestial
couple on the night of divine childbirth.

With this trick and other clevezness, they achisved safe
condurt through the courts and principalities, and their
indomitable wandering beneath the Stars was sesn as justi-
tied, a penitent march through the pacsage of time, search-
ing for the redemption of their gquiit, which they confess
with the utmost repentance to the "senores" of the castles
and villas, begging for their charity and pardon, appealing
to their honor as beliesvers so that they would net Fall ints
the same dishonor as they, the gypsies had, condemned ta
live by begging for century after century.

Story after story, fantasies and collective beliefs to
insure some hread each day, a roof, and the warmth of a fire
where they can dance and sing, referring also tg what
happened that night in gethlehem, when:

{continued an page 27}
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EDITORIAL

Again we wish to thank our readers for their generous
response in the way of donations, gift subscriptions and
advertisements. Jaleo is back on solid footing and with
your continued support we look forward to another year of
sharing and spreading the art of flamenco.

%\

JALEO THANKS THE FOLLOWING CONTRIBUTORS:

Roberto Cartagena - Gift Subscription'

Carmen Chevere - Gift Subscription
Robert Dwyer - Gift Subscription
Michael Fisher - Gift Subscriptions
Henry Jova - Gift Subscription
Paco de @alaga) Donation
Ana Martinez )
William Pope ~ Donation
George Ryss - Donation/

Gift Subscription
Katina Vrinos - Donation/

Gift Subscription
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LETTERS

PLANNING A TRIP TO SPAIN

Dear Editor,

Next year I am tentatively planning a trip to Spain.
Right now the idea is very new and in the developmental
stages. Since I've never traveled to a foreign country I'm
a bit apprehensive and I'm writing to you with the hope that
you can be of assistance.

My interest in Spain is due to my interest in the art of
flamenco. I have been a dance student and have been taking
lessons from an instructor in San Francisco for the past
four years.

I intend to be going in the summer of '83. Since I don't
know anything about Spain and the places that would be of
interest, maybe you could make some suggestions and help me
to plan an itinerary. 1I'll be going with my girlfriend, so
we will be two women traveling alone. 1I'd prefer not to
stay in hotels but make other accommodations such as staying
in a pension or with a family. If time permits (I'm not
sure how long we'll be staying), I may decide to enrcll in a
dance class.

I would really appreciate any information that you can

give me. Thank you again.

Sincerely,

Sarah Ibarra

Half Moon Bay, CA
[Editor: Letters such as Sarah's are not uncommon. Since

our limited staff does not permit us to respond at length
we refer her reguest to our readers. If you have any
suggestions write to Sarah ¢/o Jaleo. We would also appre-
ciate updates of teachers in Spain for our directory
section.]

PUNTO DE VISTA
THE ROOTS OF FLAMENCO

I'm afraid Mr. Clark begs a reply to his "Punto de
Vista" letter of Oct. 1982. There are several points to be
addressed.

First, I don't believe that "personal attack" is an
appropriate interpretation of what is transpiring. When
debate occurs, error is pointed out. Can one point out
error without addressing the one who made the error, and
why? Should we not point out error for fear of damaging
fragile egos? There is something more important here, and
that is that there are people reading Jaleo who perhaps are
new to flamenco and want to learn more about it. Shall we
direct them to Mr. Clark, Ms. del Cid, or Mr. Lodbill instead
of Paco de Lucia? Are they more knowledgeable about
flamenco than he is?

Second, flamenco's history is much more complex than Mr,
Clark understands. Who can say when flamenco was "born"?
What day, what hour? Also, there is little evidence to
support Mr. Clark's idea that flamenco was initially non-
performing and without some form of guitar accompaniment and
instrumentalism. The first reference to the gypsies (the
Shah Nameh, c. 1000 AD) indicates clearly that they were a
performing artist caste that was invited to Persia by Prince
Behram Gour in about the year 420 AD when he realized that
"his poor subjects were pining away for lack of amusements.
He sought a means of reviving their spirits and of providing
some distractions from their hard life...he sent a
diplomatic mission to Shankal, King of Cambodia and Maharaja
of India and begged him to choose among his subjects and
send to him in Persia persons capable by their talents of
alleviating the burden of existence and able to spread a
charm over the monotony of work. Behram Gour soon assembled
12,000 itinerant minstrels, men and women." -He gave them
land and grain and seed so that they could survive and to
play music at no cost to the people. They ate their grain
seed instead of planting it and were expelled by Behram Gour
for their irresponsible behavior. Other sources, such as
the Arab historian Hamza (c. 940 AD) corroborate this
account.

To quote Jean-Paul Clébert, a well-known writer on the
gypsies: "With music, dancing is one of the earliest activi-
ties attributed to the gypsies...It is more than likely that
the first gypsy dancers in India were professionals...The
guitar is inseparable from the Gitano musician, in the same
way as the violin is from the Gypsy." The guitar is, in
Walter Starkie's words, "the ideal nomads' instrument. It
is far from being exclusively Spanish. The Gypsy tribes of
Persia, Syria and Mesopotamia, who are, so to speak, the
hyphen between Asiatic and Spanish music, always play
instruments such as the Arab lute...In India, the sitar, and
the tambura...are indeed also variations of the guitar."
Again, Clébert: "The earliest known gypsies...are the ten
thousand Luri musicians which King Sankal sent to charm the
ears of his son-in-law, Behram Gour. These Luri, says the
poet Firdusi [author of the Shah Nameh] were expert lute
rlayers. The term lute (old French leut, 13th Century) is
borrowed from the Arabic al'oud (literally 'of wood,'
'wooden') through the inEE;hediary of old Provengal laut..."
Also: "The majority of the musicians who play in public,
from Persia to Egypt, are in our own times still gypsies,
according to Jules Bloch [a well-respected gypsiologist]."
Ample records exist showing that gypsies performed exten-
sively for crown heads and nobles in Europe and Russia as
early as the late 1400s, which is close to the first appear-
ance of gypsies in Europe. Again, Clébert: "The official
Registers of Accounts of Queen Beatrice of Aragén, wife of
Mathias Corvin (end of the fifteenth century), inform us
that this gqueen already had Gypsy musicians in her service.
These frequently visited the castles and were soon at every

festival. Every great lord wished to have his own orches-
tra." So you see, music has always been a major profession

of the gypsies. They made their living by performance, the
best being the most in demand. This is not to deny that
there may also have been a ritual function in some gypsy
groups for music and dance. It has been used to ward off
calamities and to produce collective ecstasy.

However, in talking about flamenco, one must not only
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talk about the gypsy contribution, but also the Arab,
Persian and Spanish contributions. During the 700-year
occupation of Spain by the Moors, Persian court musicians
were imported to perform and set up schools of music in
Spain. Listening to Persian classical music reminds one of
certain flamenco forms. From Clébert: "For Manuel de Falla,
it was certainly the Gitanos, settled on the Sacro Monte at
Granada since the 15th Century, who introduced into the old
Andalusian music already impregnated with Arab influences,
the new element which was called cante jondo...[However] all
we know is that this style, born in the South of Spain, was
formed from popular themes which are not all of peninsular
origin. Some of them were brought from abroad...But many
also came from Africa by the same route as that taken by the
Gypsies. To sort out the Gypsies' part in these importa-
tions is extremely difficult. In accordance with the same
phenomenon of osmosis found in Hungary, Spanish folk-lore
and that of the Gypsies mingled."”

So when was flamenco born? Who gave birth to it?
dances on and we are very fortunate to experience the
magnificent flamenco of the recent past preserved by records
as well as the flower of flamenco as it blcooms teoday. It
would seem to me that a true aficionado would love both.

Third: If unburdening the soul were the most important
thing, we would all be public primal therapy fans. Art is
expression. But it is more than just catharsis. Fine art
is very direct and fluent expression of a universal sort.
What I see in each case of criticism of Paco de Lucia is a
non-Spanish person preferring his own personal experience as
a "flamenco artist™ to the experience of witnessing the
finest that Spanish flamenco as a cultural expression has to
offer as its artistic ambassador to the rest of the world.
This is strange. This is, to me, like preferring the con-
tents of my own diary to the glorious poetry of Rabindranath
Tagore, Basho, Kabir, Borges, and others. This would be
blindness and arrogance. These great poets, like Paco de
Lucia, Sabicas, Mario Escudero, and others, have something
ineffable to teach us about life, about humanity's struggle
and capacity for the divine. Of course I also enjoy --or
experience excruciatingly --my own poetry and music. And I
heartily encourage others to involve themselves in all forms
of art. I believe that art is one of the best therapies for
the human condition. And imprqvisation is a door through
which the soul may pour. However, it is counterproductive
to prefer one's own expressions to the point of losing the
ability to really hear and appreciate what others -- especi-
ally those more fluent and close to the center of an art
form or cultural expression -- have to express. We can only
learn from these masters. That is why they are considered
great. That is why tens of thousands of people all over the
world want to experience and learn from them, and will
gladly pay money so that these artists can continue to spend
all of their time doing it. It is foolishness to begrudge
them their greatness, to say that their gift is a flaw. This
is what hands are for -- to communicate the heart with such
completeness. Would anyone prefer that Paco did not play so
well? So passionately? So much? My sentiment is that we
are graced to have him here on this planet with us, doing
what he is doing for us. I cannot understand this attitude
of trying to be "mias catdlico que el Papa."

Fourth, I would like to hear what Lebrijano, Enrique
Montoya, Camardn de la Isla, Fosforito, La Nina de la Puebla
and all of the other singers Paco de Lucia has accompanied
have to say about his talents in that regard. I am quite
sure that they will disagree profoundly with Mr. Clark.

Fifth, one should not underestimate the concert experi-
ence. I have witnessed in Real-time events that I will
never forget -- genuine magic, true prayer, expression that
extends beyond the personal into the divine. I have wept
and praised God, have been filled with the awe, the beauty
and poignancy of life and death at the hands of these
wizards, these gandharvas (Sanskrit: celestial musicians).
There is simply no substitute for genius.

I would also like to respond to Ruth Fike's very sincere
and open-minded letter. I understand and share your dis-
comfort with much of the new technological age. I often
yearn to lead a completely sylvan existence. But we were
born in the belly of the beast and it is up to us to ensure
that the positive nature of humankind is accentuated over
the negative such as the fear and mistrust that create
I feel utterly that Paco de Lucia's music

Time

nuclear weapons.

is a reflection of the positive side. And it is comforting
to note that technology can be used to communicate this.
Most of us would never have heard flamenco music were it not
for some electronic device or other.

Kathlyn Powell

[Editor's comments: 1In order to head off a rash of letters
picking at some minor point or other in Kathlyn Powell's
informative, well-thought out and well-written letter, I
would like to make a few points. It is very likely that
gypsies performed music publically from the time they first
appeared in Spain; we have no evidence to substantiate nor
negate that ideal until the 1700's, when we find the gypsies
performing the popular music of Andalucia (zarabandas, fan-
dangos, chaconas, etc.) to the accompaniment of orchestras
of stringed instruments or, more commonly, only the rhythm
of handclapping. But it is generally held that the true
cante gitano developed primarily without guitar accompani-
ment and the nature of much cante jondo even today would
indicate that it evolved without the restrictions of the
regular meter normally imposed by musical instruments such
as the guitar (compare the cante of siguiriyas with that of
fandangos de Huelva). Some of the most "jondo" of the
gypsy cantes are still done without guitar.

In the cafés cantantes of the 1800's, Andalucian folk
music and the cante gitano came together to form what we
now call "flamenco," and the guitar became an integral part
of that art. It is interesting to note that when certain
Andalucian folk forms, particularly the fandangos styles,
became exposed to the cante gitano, the role of the guitar
in those styles became more and more reduced, until eventu-
ally we had cantes like the fandangos naturales (grandes),
malaguenas, granainas, and tarantas, where the guitar plays
a minor roll and is really not necessary.

Also, I personally would like to see Paco de Lucia's
name kept out of these discussions. Going all the way back
to the original "Time Warp" by Jerry Lobdill, I don't
believe Paco should ever have been an issue. He only repre-
sents a phenomenon of commercialization and merchandising of
flamenco that began in the 1970's, a process that is perhaps
hard to visualize by those who haven't spent some time in
Spain in that period. It involves not only guitarists who
have formed rock and jazz fusion groups and the whole
recording industry, but also dancers like Mario Mavya,
antonio Gades, and José Antonio, and, particularly, singers
such as Chiquetete, Manzanita, El Chozas, Pansequito and
many others. Paco is not an issue at the moment because
mainstream flamenco left his path a long time ago, and he
left it, not to say that he cannot and does not go back to
it when he wishes, but he shouldn't be at the center of
flamenco discussions at the present time, because he is do-
ing something else. —-- Paco Sevilla]

Home study course
with
recorded cassette

TRADITIDNAL FLAMENCO GUITAR
VOLUME |

by

MARIANO CORDOBA

e 219 pages of instructions, exercises, studies, and selections
Written in conventional music notations and tablature

e Selections: Sevillanas, "‘Campanas de Granada’’ (Zambra),
Fandangos, Alegrias, Bulerias, ‘‘Canaveral” (Rumba Flamenca),
Tango, Verdiales, ““Mi Favorita’”

Write for complete details
MARIANO CORDOBA

647 EAST GARLAND TERRACE
SUNNYVALE, CALIFORNIA 94086, U.S.A.
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I studied ballet a& I said earlier, and also esscuela bplera
with the Pericet's. Actually, I dic not study ballet for
long because I loved “lamencp and I 2idn't want tc be a
classical dancer. My teacher was pushing me to gp on zoint,
but T wanted to just study a little to train my muscles and
learn o do turns -- 50 I would rnot do turns 1like the gyosies,
whh pivot on their heels,

Do yot feel that foreigrners can learn to dance Flamenco
wall?

I don't say that Americans can't learn flamenco, or thas
gverybndy can learn tp dance. I am not one nf those gypsy
fanatics who say, "I am a gypsy, and these pepple 2on't know
hew to dance or sing!™ I believe I Xnow too much about arz
to say that. You have te give each persen his duee credit.
There are many Americans who have been in Spain for six ar

severn years and dance..."plé!",. with pellizens and every-
thing. It is something inside you. If ypu have it, you
will do it. It is not ir the blopd, as shme gypsies say,
and it can't be injected. There are many Spaniards dancing
whe dc npt have it. They don’+t have ability or they don't
care. Buot pecple who care and study can do it.

One thing that is very difficult for people here is
learning how to move the hips. The hips have to move in
time with the guitar and they 2mn't know hpw to do it., It
is the hardest thing to teach and takes a long time. Another
thing is controlling the dance. The guitar may go very
rapidly, but the dancer can c¢ontrol her dance and dance
slowly if she wishes by dancing half-time {Rosa had a hard
time explaining this and did it by demonstratipn; she meant
that ypu can stretch a movement normally done in one compis
of music, into bwn compAses, go that it is much slower].
Many times the hands are moved so rapidly, without contrnl,
that they lpek 1ike Fans or flies. The hands must be con-
trplled and have their proper movement.

A gaad example af an American who has learned flamence is
Lourdes, who is now dancing in Log Angeles. T lowve her
dancing. She was in Spain with the gypsies. In some ways
she does not have & Iot af technigue, but she has captured
the essence and feels it. She has captured the compds, the
cante, and knows how to dance bunlerfas with the cahte. "Es
una bella!” Sp, it can be dane.

& %

Rcsa Ccontinues tR reside 1n the 5an Francisco area where
she teaches six days a week and has the home base far her
performing company, "Rosa Montfya's Bailes Fiamercos." She
intends tc dance as lang as she is able but hopes that she
will know when it is time to stap. "I will not make a fool
of myself by performing when I am no longer atble tm dance
well,"

In her teaching she wants to prepare her students so that
they will be gaad embassadors of the art of Flamened in this
courtry. She says that poarly trained performers tend to
degrafe the art -- give it 2 bad name while excellen: per-
formers will raise the art to a higher more respected level
hersa.

For the present and the future she will cortinue to
promote the grawth of quality flamenco in every way she can.

* & 3

WHAT THE CRITICS SAY

RCSA MONTCYA FLAMENCO COMPANY PERFORMS FOR FULL HOUSE AT MPC

[frem: Mopterey Peninscla Herald, Feb. 14, 1974)

by Richard Seymour

Local aFicicornados of Spanish dance packed the Theater of
Monterey Peninsula Callege ta the last seatr Saturday evening
and enjoyed both a grand show and a suprisingly exemplarcy
display of Spanish dance and music previded by Rpsa Montaya
and her Ballet Flamenca company.

The company's offering wias a pleasant surprise Eor knowl-
edgeable lovers of this much maligned art fprm, as good
spanish dance -- gspecially good Elamenco -- is about as rare
as hen's teeth, BAnd the colorful Monkoya troup gave just
plain theater lovers their money's worth tao.

Not only is the company technically accomplished, but they
also have a considerable amount of tha right "gitana pura®
style and gpirit. This i=s nat to say they are perfect in
respect to authentic stvle and could make pne tforget an
Escudero, but this finely flavored little troupe gets one
closer to the meat nf gypsy song and dance than, say, Jose
Greco used ta do with his hig cPmpany.

De Falla's "La Vida Brewve" pravided the music for the
oeprning number which featured Wemesio Paredes, Lourdes
Rodriguez and Faula Reyes in a pleasant enough curtain-raiser
that, however, secmed to go a little heavy on the castansts.

A “"Guajiras," «hich is a rarely experienced Andaltucian
fprm, was next and brought nuet Miss Monthya in a2 sola dance
that showed—off her excellent body carriage, tasteful
theatricality and fine arma, hands and shoulders. Greatly
inerzasing the high rusical value of the piece was the sing-
ing pf Rubina, whose rich voice and emating of lyrics added
to the emplpyment of all tha other pieces on the program in
which she participated.

Following the "fandangos de Huelva™ which Eeatured Miss
Fodriguez and Miss Reyes and showed that like Miss Montova
they possess unusually good tprsos and arms far Spanish
dance, Paredes danced a most elegant, bot stylistically
unusual “faryruca.™ This is the sSupreme test for the male
Elamencn dancer, calling as it does for great technical con-
trel, care in body 2lignment, demanding zapateo work and
egcecially fine temperament.

Faredes gave his acdience intriguing rhythms and beautiful
body poise as well as nobly and hypnotically serpentine move-
ment, and his "caidas" {guick falls to cne or both knees)
were briskly articulated. However, his emotional prejection
was too subtle and boyish. Also, he chose not tn do the
“yuelta gquebradas,” but rather made all his turns with unbent
body .

In the "Zarnngn Gitano" Migs Montoya and Paredes joined
tagether far a real treat af flamenca dancing in Elavarful
style. The costuming and lighting was perfect, as it was for
the whole program.

A guitar solo by Marca, who provied expert music all night,
but who could benefit his playing If he kept his toe-tapping
down, and a piece called "vardijales,” a peasant-type dance,
ended the pragram's first half,

Now came the real spice af the evening, Ear in the final
half of the show the group really got down to the nitty-
gritty af belting aut flamenep spirit in an admirably
individua)l way that was free of artifice. Daredes, Miss
Rodriguez and Miss Reyes blended their talents with those of
Marco and Rubina tad do a fine, down-to-earth "soleares," a
form which alang with the “alegrias" is the source of all
flamenco. Faredes especially shane here.

Miss Montoya then did a definitively staged and extremely
well-dance "alegrias™ working very well with Rubina's appeal-
ing vpice, Hiss Montaya was the total dancer in this.

Facial expressions, eloquent filigranos displaying her
remarkable arms, emctipnal project and quite amazing footwork
were all! there and her enrhantment af the viewer was complete,
Noteworthy too were her charming pasos anduladps —- believe me
Miss Montoya can really "ppdolate.™

The pragram ended in a riat af rhythm with a "cuadrn
flamencc® setting.

* =

ZORONGO GITAND AT ZELLERBACH AUDITORIUM

{from: Dancemagazine, March 1973)
by Pamela Gays

Acrass the Bay in Zellerbach Auditarium, January 10, I was
enchanted by Rosa Montoya and her Small, yet excellently
trained compary of dancers. "Zorongn Gitana" {(Erom a poem by
Garcia Lorcal showed the petite Montoya wrapped in a large
embraidered shawl, alome against yellow lights effecting the
pale ocutlines af church windows, Montpya's use af the shawl,
her direct controlled movements nf the port de bras and
highly arched back gave the e¢ffoct of a miniature religipus
figurine. The sinuous body tensions and "elastic turns" of
Remesic Paredes match the lyricism pf Montoya as she sang
and danced the lyrics of Lorca. In the second part af the
program, Mpntoya revealed her second true talent as being
that >F comedy. h fan, a straw hat, the fury of castanets
accompanied by the flirtatious wiggle nf a scarf in "Rumba™
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cause a character to appear who might be renamed "Carlita
Chaplin™ (as gpposed to Rosa Mgntoyval . aAfrer flirting with
ner scarf at the guitarist, she and Faredes rumba off stage
only to return to an audience cheering curtain calls of
applause. Bursting with the energy of one hundred heel
¢licks per minute, Rosa Montoya is almast a “one woman show
within a show.”

* »

AN ETHNIC FIRST

(from: Aftex Dark, July 197B}
by James Armstrong

San Francisco's First Ethnic Dance Festival, held early in
May, was an experiment that turned into a triumph. When the
Neighborhood Arts Program (S.F.'s was the natien's first)
dreamed up the idea, and the Hotel Tax Fund (levied tg aid
the local arts) came up with $25,00D, nobody really knew that
there were so many varied and professionally campetent dance
companies in this area. (In the main, these are people wha
have jobs and dance far fun, you understand, Only a few do
it for their living.]) It was planned, put together, publi-
cized, and put on in a relatiwely short time, but even on the
learn-as-we-go basis, the tourh was 8ure and the results a
joy to all. wWaturally, each company hag 1ts own following.
What the Festival did was vastly enlarge that, and make the
commmity as a whole more aware of its artistic resources.

50 we, the czoSs-sectian, were appropriately staggered by
the panuply of Tiare's Otea, a Tahitian group whose show can
truly be termed spectacular. All those headdresses and
feathers and flowers and drums! Their demonstration by
dozens of gorgeouZ girls of the precisicned ritual of the
close-order hula was something nobody will quite get over. Dr
consider Rosa Montoya's Bailes Tlamencos, “or me were the
single most hair-raisingly exciting group on the bill.
Thkey're professionals, of course, and what professionals!
Rosa's fire, flare, and technical command reminded me
stzongly of nu leEs an immortal than Carmen Amaya. Yes, T
know what I'm saying. You should see Rosal! Passion is too
tame a word.

* *
THE UNIQUE FIRE oF FLAMENCO

{from: Independent Journal, Mary B, 1983}
by Alan Scafield

hAfter the roars, bravas and whistles finally quieted in
the Marin Showcase Theater Saturday night, the spark of cele-
bration was still alive in the air. Rosa Montoya and the
Bailes Flamencos had once again brought to viwid life the
spontaneous art of Spanish gypsy flamenco.

Encouraged and inspized by guitarists Gabriel Hernandez
and Daniel Fuente and the lean emptional singing =f Roberta
Zamora, the company offered a well paced and varied program
of classical Spanish and flamenco dances,

The cancert revealed moze often the hright joyous side of
the flamenco art with such dances as Alrs de Cuba, verdiales
and the engaging improviesations of rumba flamenca. The four
younger dancers, though well trained and styled, lacked a
certain strength and fire with the exception of Ana Brava
whose grasp an who she is and what she is daneing is already
firm.

The darker poetry and unigque fire that iz flamenco was
created most powerfully by the company's director Rosa
Montoya, and her apeclal guest, Cruz Luna. From the deep
laneliness of the soleares to the wild slarijon of the
alegrias, Montoya's dancing burns with youth, stamping life
inte the stage she adores. This art is her life.

Cruz Luna, featured particularly in the very masculine
farruca and solea por bulerfas, is a dancer of strength and
ejegant reserve. Ower a brilliant attack of heel= he offers
the cuol grace and the essence of control.

Saturday night's concert proved how wery alive a living
tradition can be. Bravocl FRosa Montoya.

=2
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... Sobre el baile

DANCING WITH CONTROL

Hawving full sontrol while dancing seems wery basic at the
firse loox, zut in reality there are many facets and faces
ol gne's cantroi sver dance. Thers is a never ending search
and discovery Drocess in these many areas of control.  Waien
I speak of inner control and being --being in central of the
baSy, the tgtal bady as the ultimate goal, not the body con~
trzlling and quiding our dance and gur feelings of dance.

A% initial inspiraticon gives way to learning good tech-
nigue, the body seems very much in Contrwl, until our long
study perigds start tg develsgp "muscle memary,™ that abiliry
to know that when you execute 2 turn or a fowtwork pattern,
it will be there. Control pver our basic technique is a
never @nding study progess; as we Climb tg a level af exper~
tise and put all of the isglated parts of gur body together
to do wne beautiful flamence turn, then immediately we begin
the search for and practice of twd and three turns and on
and on. The same is true for all of the fagets of technizue
-- refining, zleanirg, developing a deeper and more complex
total invelvement.

In my 1932 all flamenco workshop, we worked on some very
impurtant Eacets of contrul that I fezsl dewvelop the art of
the dance to a hidher dewree. BSome of these basics are
»>ften neglected and are not given sufficient time and worth
in our total study. A few concepts we worked on were:
sustaining energy and focus, proper breathing; dancing
slowly with power; attacking speed with power, not just
winding up into it; the zontrol of footwork with speed, not
just loud, but a full range of slow-fast, loud-ecft, slow-
loud, fast-soft, etc, and all combinations af centrast;
contral over filling in the music within the compds,
developing a "Elow" within each compds that steadily inter-
prets that particular compés; sustaining interpretation, not
switching interpretrarion just to get the "Rah-Rah" ending as
a performing artist, cantrolling the area between artist and
audience; making simple things lwok difficult and difficultc
things look sasy; making the whole body and spirit move as
wne, completely integrated for whatever interpretatian
message it sets aut ko do; the acility to stand still and
exude ensrgy and power to the back of the room.

These are just some of the ideas to think about in the
search for a total approach to control in dance.

One of the most important approaches ko good over-all
Tontrol is te be in good physical "dance shape." and to
properly warm up and do a reqular series of stretch and
strangthening exercises. The body is the instrument and,
the better tuned it 13, the better it dances. I always
suggest ballet for flamenco dancers: far many, it fall:s on
deaf ears, but it is one of the best approaches to body con~
tedl, centering, strengthening, stretching, breathing and
digcipline, which all can be applied to flamenco without
becaming or looking like a ballet dancer.

another facet of control is sustaining energy and faocus.
I am speaking of that special inner tension that is like a
spring, coiled, like a stalking tiger. Think of tensien as
flexible, oot stiffness like a cement wall, but a sustained
energy that vou release at will. Think of your body as
independent of gravity, your upper bocy suspended, your legs
and hips fraa to move, your arms sustaining energy to bring
them down as well as to lift them, a feeling of suspension,
like moving under water. Also, along with energy is breath-
ing, zotal breathing deesp into the body, buth with nose and
mouth,. It is important to find your breathing spots within
your dance movemeént, otherwise all of the muscles in the
world will not prevert the huff and puff and strair, sucking
out all of the aesthetics.

along with preathking is fgcous, an inner fgcus as if you
are stalking an unseen force. This focus I am speaking of
i3 not a mystery, nor is it just a focus with the eyes, but



PAGE 22

JALEC - DECEMBER 1982

it L5 a piercing inner and tuter focus of 2 "deep purpose®
that you are portraying. It is the difference between tip-
toeing through the tulips or shaking the auvdience to the
inpner core of their spines, It is bakh peripheral and con-
centrated; it is a frecus &f interpretation; it is becoming
pne's true self and focusing that into ke dance.

h very exciting facet of cprtrpl is dancing slpwly., I
mean a powerful slow, & filled-ir slpw, a sustained slow-
ness, as if ybu are savbring every second bf every movement.
When a dancer has conguered the basic compas and pasic
accents of the varipus rhythmical structures, then he can
start filling put the music, using all bf the musicaliky
that is built inte all flamenco roythms and music. This
filling out of the music gives a sense of contrpl that
enables ypu to "breathe” with the music and make slow move-
ment into very full movement, full nf special meaning, and
enabling you to do many more things that you gcould not do
going fast. Slow and fast are relative apprpaches, but &
sense of this cross-sectipn between slow and fast is an
exciting search and one ¢f great inspiratibn and power when
conquered. I tell people who are first getting intb
flamenco that contrpl over their footwork comes mainly from
the upper part of the body, and Lt is of primary imoortance
to start flamenco training with proper carriage, arms in
conkrel, finding that special "seated" position, where your
nips are able to isplave your upper body and that slight
bend from the knees which gives a beautiful freedom in foot-
wiork. &1l of bur lives we are under the influence of
gravity, or shall I say. over the influence pf gravity and,
during bur dance training, we work agdainst gravity by pull-
ing up, centering our bedies, lifting our torso pff pf our
legs and then making that superb posture work fpr us. As
an experiment, put your feet tpgether, bend at ypur krees
all the way dbown, keeping back straight and body centered
without letting your behind stick out. How out your hards
urder your rik cag and "lift" yoursel? back up., If ybu are
lifting in your upper body, ypu will crme up with little pr
no strain and your weight will not be left for your legs
to 1ift, bur your torso will act as if it is flrating oo
your legs. Basically, flamenco demands goed old-fashipned
posture and it is nbt a mystery to find.

Frobably the most interesting search for control pf what
you feel in dance is bn the sublective level, such as
sustainine interpretation of a dance, contrpl pver standing
still or walking, exuding that inner energy that crosses
over between artist and avdience. I do not mear just the
pald audience bof the professioral, I am speaking of any
sharing, whether two pervle bn the sireet corner (we did
that in Madrid) or at a fiesta. These facets of cantrol to
me are of supreme importance and come from a combinatior bf
undersranding flamenco and total belief in "becbming®™ the
dance with your whale self,

Today, I see dancers ending everything with bulerias or
rumbas, mainly for their need for the RAH-RAH ending. Why
shouléd everything have teo hawe a tnunderpus applause pf
azprioval on speed and noise? Try at some point to end a
soleares slowly, just a8 it began, sustaining a feeling all
the way through this dance of dramatic intersity and a
powerful inner energy of stillness with intensity.

The most exXciting facet of total control i dance. and
any other art form, is tnat there is always room in the
search for improvement. It i= a never ending search, for
we are numan and it is an ongeing growch within our total

THIS SPACE RESERVED
FOR YOUR CARD-SIZE AD

SPECIAL OFFER

$1D FOR 1 MONTH - $25 FOR 3 MONTHS

PRICE APPLIES TO PHATO READY ADS
(ONE TIME $5.00 FEE [F AD DESIGN IS REQUESTED)

make-up that mekes the search of pur personal art worth-
while. With humility, patience andé a deep lave, the inspir-
ation and joy of control will be yours. You will become the
dance...the flamenco dance.

-- Teodor: Mprca
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JUAN MARTINEZ
El Arte Flamenco

THE GUITAR, THE BANDURRIA, AND THE CANTE
JONDO DEVELOPED THE SPANISH DANCE

by Juan Martinez

{from: La Precsa, 1942; sent by Laura Moya: translated by
Paco Sevillal

Now that I am in Andalucia, I don't want to pverlock the
Suitar nor the cante called flamencp, br cante jondp -- ik
isr't known whether this latter name 1s due to the abscuritv
of its prigin pr because it comes from the “soul." Ip any
case, both the guitar ané cante jondo z=layed an active role
in the development pof the cance -- in geperal, and in that of
the gitanos in particular; for this reason, these two fpun-
tains of pure Spanish art deserve special mention.

The guitar has sewven strings in Russia and is used espec-—
izlly by the Russian gypsies: in Italyv the quitar has up to
nine strings, but ic Spain, Pnly six. In the early times,
it was used pnly as an instrument bf accompaniment, bath for
dancing and singing. In Andalucia the guitar took apother,
mere impprtant, path of development, passing rapidly from
the role of accompanying the singer.

In ¥alencia. the guitar served and still serves as an
instrument to accompany the songs of Valencia, and in Aragon
it copmpletes the great "rondallas” [musical groups] made up
cf bandurrias |mandalin-like instruments] that would sound
ingcomplote without the gquitars. The bandurria, being an
instrument for plaving meladies, was adopted Dy the gypsies
s0 that, between it and khe guitar, they could harmonize the
meladies they needed for the development nf their dapnce. But
the quitar couldrn't stop there; it was made to reach a much
higher positibn, and it was easy for it to achieve that
position because of the role it playved in the cante and
baile.

The ezrly guitarists, without having anvthing of their
own except & great ability te follow rhythms, were able to
accompany whatever dange was executed in front of them. At
the same time, the cante then Jus: beginning to be wery rich
in variations, but lacking in titles to give recognition to
the different melodies, was, like the dance and the guitar,
lboking for a way to classify the differences in styles,
even though almost all came from the same origin -- the
gypsies.
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All pf these songs had tg be accompanied in different
ways and ng matter what unexpected turn thevy might take. One
canngt imagine how, but when a cantagr was singing, ng
matter what the melody, the guitarist fgllaowed with a sglid
ragqgueada, sktrgng rhythm, ané changes gf tane that follawed
the sqund gf the wvoice; such 2 miracle could not have
develagped on any other instrument.

AsS ygu car understand, in order tg accompany 5O many
different cantes, it was necessary tg knaw the guitar in
depth, and the strangest part is that all cf this “tague”
[guitar music] was done by ear, in spite of the fact that
each togue has its own different compés, rasgueq, andé
falsetas...

Since those early days, the gquitar has been indispensible
tg the cante and baile, and, later, came tg gooupy a more
predominant position, npt only in flamenca, bot as a musical
instrument in all of the rest gf Spain.

The same thing hapcened with the guitar as with the
dance: the classical came and was miwed with the griginal
Andalur pr gitanc. It zannot be denied that the classical
players advanced the guitar and formed ~-just as in the
dance -~ 2 special schggl far the develapment wf technigue.
The guitar is pne of the mpst difficult instruments to play
and requires a long and in-depth study in arder tag play that
«which is called "elassical.™ Due to the quality af music
played gn the guitar, this instrument has risen tc the level
wf the cpneert hall.

Among the many celebrated artists of the classical guitar,
we can single gut Pernande Sar anc Olonisim hguado who, be-
sides being great performers and geniuses, wrote the first
insktructipn methods for the guitar. methods that to this
date hawve not been surpassed, nnr egualed. From their
schopl of playing came Tarrega and his disciple Llovet, and
Andrés Segovia, tmday the undisputed maestro mf the classi-
cal guitar; alsc, Pujol, Sainz de lz Maza, Luis Marin,
Agustin andrés, vicente Gomez, Mcreno de Madrid, etc.

And not pnly did the guirvar develpp greatly in Spain, but
the seed which bore Iruit there, extended to Spanish America
where we find such excellent guitarists as Julip Martinez
Oyarguren and cthers. In other natipns it was cultivated
with great success, ang today the guitar is seen as one of
the cutsrtanding instrumencs in the melodic art, with
enormous potential frr those guitarists who passass the irn-
dispensible gualities needed to extract 1.

But, returning to the flamencc quitarists, those who
zreserve the origins o the guitar, that is, the "toqus
Andaluz~gitano,™ these are the true phenomenons nf the
quitar, in my gpiriocr, because npne pf them know formal
music, nor do they need iw. They knew only nne thing: the
guitar.

The rasguecs _strums] are the primitive foundation aof
flamencn because thev provided a system nf accompaniment;
just by passing the right hand over the strings in a dgwn-
ward motion, or a sircular ane, and adppting various posi-
tions with the left hand, the guitarist could accompany all
dances and sgngs, no matter how different they ware. These
guitarists, aside from playing in the purest manner, witk
great ease adopted whatever new forms appeared during the
evaiution of flamerncn, such as scales and other technigues
that, although they were “classical.," became flamenca and
are executed with incredible finger dexterity. The middie
fingers of the right hand pick from high to low, or vice
versa, and perform tremoles while the thumb runs over all
af the strings and the left hand cgordinates with speed and
positinrs.,

Another of the merits of these guitarists is the wealth
af variations tney heve in each togus —— especially fgr
accampanving the carte; they executs a great variety cf
falsetas, each guitarist in his own =tyle. The flamenca
repertoire has become =0 extensive ané wvaried that the
origins can hardly be remembered, although they undoubtedly
exist. Aand, due tz this abundance, Just as with the class-
ical, the flamenco guitar has risem to the lewvel of the
concert stage; it happened much latser with the classical
guitar, but reached the same height.

This development is due to the instincts amd personali-
ties pf the flamenco performers, not to the study of music
as with the previcusly menticned classical guitarists.
Classical music was more €asily understpod by everybaody and,
therefore, more easily popularized ~~ the music was, more or
iess, already known. The flamenco guitarists, on the other

hand, were understood by only a certain element. Far that
reagson, it was manv vears before flamence spread around the
world, just as with the flamence dance that bkad remained
concentrated gniy in special places that cultivated no:thing
but "el arrte flameazo,"

We owe the great ranown of the flamenco guitar tg the
perseverance and greak numbers of admirers who ercquraged
the togue, And, amcng the prafessignals T zan list the
following: Zuais Mglina, Bmalia Cuenca, Racdn Mantova {today,
the top flamencg guibtarist in Spain), Miguel Barrull {padre),
angel Regadera, Nifg Huelva, Ning Sabicas, ¥Ning Ricardg,
Luis Yance, Miguel 3grrull (hijg), Carlas Montagya, Pacg
Aguilera. El Pena, Pepe de Bacdajaz, Reldmpago, Jerdnimo
Villaring, and an infinite number nf gquitarists whg are con-
trirutirg their new ideas and adding tg the trely inexhaust-
inle firgerboard of the guitar.

—_—E

GBAZrAcn O 8,

Guivierme

TIPS ON LEARNING TO SPEAK SPANISH
PART 3

This is the last installment of articles aon learning
Spanish. Here are some more questipnns that people ask:
Q: Is Spanish easy pr difficult?
A: That ig really a subjective questign. Some people have
difficulty with Spanish and athers find it easy. When I hear
somecne say that it's easy, I Usually interpret it as meaning
that it's easier than most other lanqguages. You do net have
tm learn a new alphabet, and the sounds are wery predictable.

This does not mean that it is easy, though. Why does this
issue have to be settled? Is Spanish easy or difficult? I
think the question is asked by the praspective student to
5Lze up the teacher. The student wants to hear that it is
easy, since it gives credibility and autharity te the teacher.
If the teacher is a good salesman he can even sell the
product as being ardugusly difficult, only for the chosen few.
This approach appeals to the elitist personality. Ome feels
that Spanish is extremely difficult for the masses, but
simpie for him.
Q: My teacher at the university tells ma ngt to watch the
"telenovelas" (spap operazs), but rather the news broadcasts.
What do you think?
h: Hatch both! The newscasters speak in perfect Spanish and
the soap gperas have quick dialogue. You can learn plenty
from the "telenovelas" even though the university crowd may
look dwn on it. The content of the stories may not compare
with great literature, bt the reason for studying these
television shows is to hear people speak with the quick
dialoque.
0: What other things can I do outside of class to help ta
lzarn Spanish?
h: I like this questipn! It shows student-generated interest
and willingness. My way of teaching assumes cooperativeness,
nat to be confused with adulation. I highly recommend comic
books since there are many pictures to serve as visual aids.
Rgain, you may get some frowns from literatura teachers. It's
"not dignified”™ enpugh.
2: Why do you mention this dignity issue in many of your
articles?
A: Much of Spanish and Latin American literature deals with
the theme of dignity: the lord and the peasant, the Christian
and the pagan, the beggars, the persecuted, the ingquisition,
the "conguistadores," and the Indian. Also great numbers of
articles have been published, especially in the "New World”
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about it. I find it strange that professors would look down
on things like flamenco or non-Castlllian Spanish when the
very literature they teach has dignity as a main theme.

Q: What are the different dialects of the Spanish language?
And which one do you teach?

A: Spanish dgesn't really have dialecte. I think a better
word for it is "deje" or "deje." This means a particular way
of saying the words, a twang, or 1lilt. It is true that
certain countries have come different vocabulary wards also,
but there are far more similarities than differences. What I
teach are the similarities tg the beginners, not slang or
vocabulary used in any particular regian not used elsewhere.
Later on I do present Some of this kind of thing.

Q: Isn't it easier for babies tag learn a language than
adults?

&: I can't remember first hand. Parents like this idea and
it may be true, Rsmember that babies remain gilent far a
long time before they start wo speak with any cammunicatiagn.
The adult can start to say phrases and sentances in his first
lesson. Adults can d9 guite well if they wouldn't psych
themse Ives out.

Q: In your first article, when speaking of discipline, you
seemed to be critical af the cancept of “"being in control af
vrnaselE." wWhat is wrong with that? And are you a Communist?
You seem to be agalnst sSuccess.

A: When learning Spanish, is it good tg use discipline and to
cantral oneself by studying hard, even when not in the mood?
How can one contral greself? You are ygurself: there aren't
two different entities. The part that "wants to" conguers
the part that "doesn't want to" study. You both win and

lose at the same time. You beat yourself now, but "yourself®
is going to come back and beat you later. Like you =aid,

it is a concept.

1 am not against success and careers in Spanish ar
flamenca., What I want tg clear up here is that the means
tg this success may he a bit stormy. Most successful peopie
kneow what it is ta step on a few toes to get where they are
gaing. This "socially acceptable ruthlessness" is almost
inevitably associated with what we call success. What's
wrong with learning Sganish with no ggal other than comeuni-
catian with gther human beings? What's wrong with learning
flamence with no other gocal than to enjay it? Too many
pecple feel that if you enjoy something it cannot be any
gqood, ar if it is unpleasant it must be warthwhile.

A career in Spanish must always be accompanied by anather
unrelated skill, such as teaching, transtating, typing,
diplegmat, radis anncuncer, writer, ete. Spanish alane will
get ygqu nowhere: all the more reason tg enjoy it.

O

"CASTRQ MARIN, PACO DE LUCIA“
{Philips 28PP-2, 1981, Recorded in Japan)

This recard was released around the same time as “Salo
Quiero Caminar™ and is somewhat similar o it. Paco de Lucia
is joined by Larry Coryell and John McLaughlin on two tracks.
The most noticeable difference between the twe records is the
cleaner sound this record has. The saleaman at the record
store claimed that, since it was a Japanese Pressing that it
would be axcepticnal, and hence warth the 520.00 price. Later
on in the week I saw anather edition of "Castra Marin® avail-
able for $11.9%, but it was not pressed in Japan.

"Monasterio De Sal" is the opening numier. IR contrast to
the other version of it, this ore is only guitar with na
eleetric bass to help out. The scund of the record is
definlitely crisper with more dynamic range. FPaco does a good
job on the colambiana. "Gitanos Andaluces" is the buleria
which starts similar t© the other album, but for percussian
Paca plays rhythm on the dead strings of a second, over~
duhbed, guitar during the whole piece. In the absSence of
*palmas" it makes a nice effect; however, it would have ta be
done by another gquitarist live. "Castrg Marin" is a fandangg
and is pretty much the same as "Montino,® the fandango fram
"Solo Quiers cCaminar" except that it has a &ifferent ending.
"Herencia," perhaps named tongue-in-cheek, starts with
familiar solecares material fram other Lucia albums, but
gwitches over to a solei por bulerfas, which is ad~lihbed as
only Pacag can do.

Larry coryell jeins Paco for "Convite," a rumba. Coryell
adds his own steel string sound. It's wvery well done, but
for some reason I prefer the other version. "Palengque”
features both Larry Coryell and John McLaughlin in a sound
similar to the "Saturday HWight in San Francisco" record.
"Huida" is the final piece, a minera.

-=Guillermc Salazar

Rrevictns

GYPSY MUSIC RECORDED AT THE FESTIVAL DF STES,
MARIES DE LA MER, 1955 {LONDON TWB 91127)

RECORD REVIEW

by David Carl Blakley

fDavid Carl Blakley is an adventursr, thinker, and aficionado,
as well as & gypsy at heart, ever on the move. He sends

us sare .mpressions of flamenco experiences ne had while in
Wasningten, D.C.|

The writer has recently been submitting himself to
sepeated hearings 27 what is certaicly rthe finest reccrding
of an "agrapacidn gitana” he has over had the great gaod
fortune of having heard. Discs in geceral are quite dis-
appointing when such "juergas" are recorded., Alsc, that
axtrz measure of "senstracion intensive," which causes
bystanders and/or fellaw performers to cxclaim "iSalerc!"
fails to "come-gff sufficiently” to just:fy (let alone
agzassitate) repeated listenings.

But that dise was dammed hard <o put down. And it was
damned Rard to ga back tc the public library W@ith it -~ as
Ray Charlss (a2 fine singer of cante iondo of a different
flavor) sang i the tune "Busted": "Lord! T am nc thief, bu:
a man can go wrong...” Tg reflect my sentiments, I might
only add, "...when he has such a n0n~duplicable musical
'momentg de verdad' in Dis possession.”

Agreeing heartily with Garcia Lorca's dietum "flamensa is
close o liturgy,." I appreach this review with same misgiv-
ings, because I take to heart Hemingway's dictum, "A writer
must have the crebity of a priest of God." Indeed, "thase
arc the times that try men's souls."

The record proved extradrdinary from diverse aspects,
soth major and mingre. The introduction on the jacket
states: "In recording this Festival, i: was hoped to find
some link between flamenco~type volice-production and the
songs of the wandering Bauls from Hengal, whose vocation is
never tc remain roorted in cne place for any great length af
zime, Sut to rpam thrpugiout India sirging religious, philae-
saphigal and amorous Songs.

"The rezcrdirgs ware taken under diffieuwlt conditions.
The microzhone was taken Erom one group to another, as they
=ang and danced right and day in the strests and arena, in-
toxicated oy alcohol and the rhythmical fire of their music
...There iz a brutal, savage quality in the wild, strangely
long-drawn-gut zry of these sorgs, and in the sadness of the
cante ‘onde.”

I could swear that one Nears the raggy, raucous vgice of
¥anitas de ~lata--rack in the antediluvian days when his
randslide of fame was but a twinkle in his eve.

The numbers cover bulerias, fandangos, soleares, fandangg
de Huelva, as well as cante jardg. The mularias is sinqu-
larly frenetic ~~ the gutcries of the singer curipusly
suggestive of the "falseruo” tgnes of Negro blues. The
fandangos are particularly heart~wrenching and poignant =-
ending in & sort of curgling death-rattle of desperatian.

Under the duress of the performanre, "dentro de la
gravidad de la situacion,” volces freguently break and
crackle; the woman's voices have a brassy timbre --as the
degeriprion gf the cante jondo has it. "The sang is inter-
rupted by guitar interludes in grder tc give the singer time
to have a drink of neat aleghol." Gaad ol nourishin' "anis
saro" --used to guaff the stuff during -y travels in
Ccastilla whenewer I cocld!

"zenics might be more fitly described as a scpreme
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capacity for getting its possessors into trouble of all
kinds," wrote Samuel 2utler -- and one can't help but note,
“the natives are restless.”

At the very end of the final cut on side ong, “Fandangui-
llos," one is surprised to hear a single sentence, in French,
uttered by a mellgw-voiced female, a sentence which suggests
a significant commentary on the preceding cutpguring. Is
she, well...shall we s5ay, "Ho siente dglor?™ Somegre had
hollered "ioiga, corre y dame un chato!™ Those folks were
definitely taking care of themselves!

What, "por amor de Sios,” was our woman with the last
wgrd intoning? I checked with 5ix reference librarians for
a viable translation --they were at a loss. The seventh, a
beaming woman, thought it might be "Fermez les puplille
contre le prix dans l'amcur." ("Close your eyes to the cost
of Jowe.")

Intent upgr deciphering the cryptic comment, I asked nine
Fegple, some of whom claimed tg Know a little French -- and
tg no avail! Finally, just prior to dashing off to board a
train For Harpers Farry, W. Va., with the chijective of com-
mencing a 900 mile hike to Gedrgia via <he Appalachian Trail,
I visited a Frenchman at the language department at George
Washington University and, with sterling Gallic finesse he
proceedad to crack the code! He stated Firstly that it was
a line from a poem gf Mallarmé, "ferme gue tu pares/contre
le fey 4d'un bracelet." Hot, of course, completely trans-
latable, but meaning something like this: "tha white light
of the closed fan which you put to rest against the Eire of
a bracelet,"” referring tc a lady who haz rezted the fapn she
halds against the irridescent radiance of the bracelet she
waars. He implies it (the closed fan} symbolized the latent
splendor of well-exeruted art and the double-distilled
artistry of frue art in sensitive harnds waiting to unfslid,
enchanting the spectator!

Indeed, a superbly graphir suggestion of a Spanish lady's
use of a fan in certain flamenco sequences -~ that in turn
causes me to recollect some cobservatign of some admirer of
things Spanish I read years ago, to the effect that an
Andalucian lady wields a fan more efEectively and charm-
ingly than her Japanese rounterpart --a Geisha -- would!

However the caze may be, that disc surely merits "le
grand prix du disc du art flamenco.® So if there is anyone
who doubts that el duende can be enshrined in a recording --
audition that disc -- and doubt ne mors!

'R

EXCEPTIONALLY FINE FLAMENCO ARTISTRY
IN THE DISTRICT OF COLUMBIA:

FERNANDO SIRVENT AND RAQUEL PERA

by David Carl Blakley

on id4 Oct. "82, the writer artended a flawless recital by
Fernandg Sirvent. The accompanying sheet says of him: "He
has performed as a concert artist throughout Europe, the
United States and Canada to great critical acclaim and is a
major recording artist with four albums.

"Mr. Sirvent is unigue as a Flamenco and classical
Spanish cuitarist. He has dedicated his career not only to
the oure flamenco, at which he is copsidered a great master,
but tg interpretaticons of the outstanding Spanish compcsers,
reflectine many modes and styles., His Zilne technique,
brilliant teone and axtreme muzicality earned him praise from
international critics as a complete musician. He is
corposer-arranger for ail his flamernca selections, and his
classical repertgire includes compositions by albéniz,
Tirrega, ranados anc others. "

cn the classical side of tie iedoger, he glayed the in-
comsarable and obsessive "lLayenda™ by Aibéniz.

Hde launched into "Tarantc," followed by "Dos Zambras, "
stroncly suggesting the influsnce of Sabicas. He orcogeded
to a "granadina" that recalled Sabicas -- and followed with a
Earruca that seemsd influenced by Montoya.

at that point the wrizer was “pisrced” by a sense of
Elamenca's uncanny capacity to stir a person desply, irre-
sistibly. That in turn made me recollect a reading of the
"¥ama Sutra," the sutra {prayer, meditation or shapter} of
thz "Yedas" (Indiar Scriptures], in which the subjects aof

sex and love are so artfully dealt with. In partieular, I
racollected 2 Eragment referring to "the cunning knife of
lust" li.e., the innate arcusal response Zrougkt by some
exterior stimulus, resulting in the pangs of sexual desire).
I immediately pazraphrased it i my mind's eye as “the run-
ning xnifs of Ilamenco" -- suggesting that, with or without
sexual ccnnotatians, flamencc Ras an uncanny inclination to
suddenly and urexpectedly stir a persan inrisively. (In
this regard, tke sublimated sexuality inherent in flamenco
has been well commented upon, but the scope gr gbjectives of
this review wculd make it ipappropriate for the writer tg
deal with this significant and intriguing ropic at this
time.} He concluded with that dream of sunny Malaga,
"Halagueﬁa,“ Ey the Cuban, Ermmesto Lecuona.

The restaurant, "El Tio Pepe,” is a pretenticusly
concelved place, and gne can't even see any portign of
Razuel Pena's fogdtwork -- what a shame to miss the artistry
2f this striking raven-haired, grey-eyed woman whg ig
Fernando's wife. I had, however, sesen a film made by the
Fublic Libary of a fine demonstration of flamenco bagsics
she made while putting in a promoticnal appearance there.

sirvent is a jovial, athletic, strong-featured man —- he
confided he had cgllaborated at some past time with a
certain ‘azz gquitarist. I registered my long-standing
joyous wonder that flamenco, though a “"folk-musgic,” is a
Eruly classical music {along with the "classical music" of
Eargpel . Me emphasized that it was truly universal, that
the world waz desirous of experiencing it.

If you are in Washington, D.C., don't mizs the cppor-
tunity to experience the sterling music {and ropversation)
at the El Tio Pepe Rastaurant.

ill-

L

VICTOR MONGE "“SERRANITO" PERFORMANCE IN D.C.

by David Carl Elakley

on 5 Oct. '82, the writer attended a recital by Victor
Honge "Serranito." The program of the Kennady Center related
the following: "Born in Madrid, Vicrtor Monge 'Serranito' wags
prezented with his first guitar when he was cnly eight. A
self-taught guitarist, he had mastered the instrument by the
time he was L2 yearz old, and at 14, he was accompanying
singers and dancers alike in the flamence clubs of Madrid.
As a flamenco guitarist Victgr Monge ‘Serranito’ is most
unusual. The majority of his repertory is made up of his
own rcompositions, not simply the interpretations of another's
works. He has been acclaimed by Maezrro Andrés Segovia fgr
his brilliant technigque and purity of style. Among the many
awards and honors bestowed upon him have been the Gold Medal
of the Folk Music Festival 1977 at Bratislava Czechoslovakia,
where he competed with players from 32 countries, the Gold
Medal at La Unidn, and the National Guitar Prize of Cordoba
{1979),. He has performed at famous international forums
including the Queen Elizabeth Hall in London, Carnegie Hall
and Linceln Center in New York, S5ala Madelaine of HBrussels,
Esal Hall cof Dublin, Teatroc Maria Guerrero of Madrid, and
the Opera Haus gf Koln, as well as theaters in Tokya, Paris,
Moscow, and Rome ammg other capitolz of ths world. He is
currently a professor of flamenco art at Jerez in scuthern
Spain."”

His partner is described as follows: "Born in Madrid in
1957, Francista began her musical studies at the Hgyal
Conservatory of Madrid at 14, where she recsived the
Honorary Awards Jor 1971, 1972, 1973 and 1974. In 1274, she
pazzed from classical to flamenco guitar. Sne has appeared
with 'Serranito’ in numercus bours around the world.™

Especially notable to this writer were "Sarranitc's"
renditions af the following:

"Presagic” (a taranto) with ar unanticipated tempe and
possessed of a very true almost intolexably incisive "cante
jonde" inflection.

"Luz de Luna" {popular), a very haunting aire, reminis—
cent of Jgaquir Rodrigo and Carlos Antonio Jobim -- but which
surprisingly metamorphosized intc a bulerias: The rasgueado
was striking. The program notes related {much to my ser-
prise for the bulerias, one of my favorite forms, has the
restless impetucgity gf the eternal nomad as I apprzherd it
a5 well as a dark and stealthily obseszive apbience! that
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[CHRISTMAS IN EL CANTE corntinued from page 4)

San Jasé tenia celos

del prenag de Maria

vy en el vientre de su madre
el nifg sc sonreia

Jaseph was Jjealous

of the pregnancy of Mary

and in the stomach of his mother
The <hild was smiling.

Villancios that the flamencos sang and still sing on
Chrigtmas Eve are basically folklore with a Castillian
origin, as much in the music as in the spirit of the verges;
the gypsies, with their passion, change Mary into ane of
their races, and Joseph, the carpenter, a non-gypsy, hard
worker, an object of their jokes.

San José bendito,

Jpor qué te quemaste?
Viendo gque eran gachas
pOr qué no soplaste?

Blessed S5t. Josgeph,

why did you burn yourself?
Seeing that it was porridge,
why didn‘t you blow on it?

Fundamentally, it was the tangos and bulerias that were
preferred to tell of the night, the shepherds, the mule and
the ox. Fhythms for the family fiesta, tc the beat of
palmas and brandy, in the cld homes or streets of the old
towns, resounding in all corners:

Esta nache es Nochebuena

y w0 es noche de dormir;
Que estd la Virgen de parto
Y a las doce ha de parir.

Tonight is Christmas Eve;

it is not a night #or sleeping.
The Virgin is in labox,

arc. at midnaight, will give birth.

And the campanilleros, of the processions and religicus
rituals, are recreated alse by the people, alang witk those
campanillerss that the choruses of Sevilla make danyeable by
giving them a lively rhythm...Then there are thsse campan-
illeros that the flamencos lay down in broken cadences,
svlemnly, as in those of Manuel Torre, who was a giant in
his greatness and genius, These are the campanillerss, of
gur Andalucia, that are capabla of referring to incredible
events and surprising images that are absurdly unusual and
delicigus:

A la una © las dos de la noche

estd San Cristdbal en medic del mar
con el ning de Dios en los brazes
diciendg: iValerme, gue no puec mas!

AT one or two in the morning
5t. Christopher was in the middle

of the sea
with the child of Ggd in his arms,
saying: HEelp me, I <an't co on!

CHRISTMAS IN THE CANTE FLAMENCO

[Erom: Sevilla Flamenca, Dec. 1980: submitted and trans-
lared by Paco Zawillal
cy Alfredg Arrebola

Christmas is not Just a tume of jov: —here are other
thiags that cantacres have expressed through their cogplas.
and one of the characteristics of flamenca is the calling
out to God, or "a su Dies," in the most profound of cantes.
The cantacr rebukes God hecause he coesn't know why he dies

"sin frio ni calenturita" {withgut cold ner warmth]. Wwhat =
marvelous siguiriva we were left by that anonymrus cantasr
and poet.

There are innumerable letras that at each moment spzak to
us of God...Through the cante flamenco -- and it is an sxper-
ience that Lhas$ been corroberated by me -- che cantacr/man
rries to express his tchanks for the benefits that he
receives each day, wr he tries to achieve hiz purifyinc
libaeration...The life of the cantacr makes him fezl this way
and %t express it in his way: he doesn't know any cther way.
[t was the great poet, Federico 3arcia Lorca who tald us
tha~ Manuasl Torre, who didn't know how o read or write, was
"the man with the createst ¢ulture in his Bluced™ that he had
gver known. Thus he reflected in his transcendental speech,
"Tesria y juegco Zel duende." If, in the manger of Bethlehem,
it was the angels who intoned the "Gloria in Excelsis Oso et
in terra pax tominibus,” we can compare how the flamenco
cantaor has known how Lo throw his psalm to the four winds,
like another David; the history of flamenco confirms this
with a letra :n the same wvein as that of the angels:

Glaria a Diws en lag alturas,
caz v alegria en la tierra

a toda humana criatura;

cese e el mundo la guerra
que 21 amor y la ternura

la ira v el mal destierran.

This verss was recorded 4y the cantaor from Cadiz,
Pericén de Cadiz, pgr peteneraz. The tenderness, fezling,
and good singinc of the cantawr is a true wonder,

I cannet forget my conditicn as an Adaluz and a canktaor
because Andaluszia has always sung the best villancicos
flamencas. But it isn's only in the willancices that
Christmas can Be celebrated -- 1t ig pgssikle in the whole
range of cantes, from -he grande ko the chice {(if you admit
this division first proposed by José Carlos de Lunal. With
the villancizos flamencos, You zan make an authentic
anthelogy of Andzlucian cante. Ard there is ng daring
involved in daing =g, given that the church always accepted
and availed .tself gf the most diverse esthetic values,
enriching its heritage with the art of all the zesple.

In additicon, Christmas Wrings together in its differsnt
favets, an cverwhelming range of emstions -- joy and jubila-~
tian, anguish arnd loneliness, tenderness and lgve ~- that
find parallels in the different styles of cante Andaluz, 5o
rich in feeling, depth, and with the most accurate and
sparkling clear expression. The cante [lamence, I pelieve,
acquires its most profound dimension when it is impregnated
with religigus esmotign. When is one more able tg approach
Divinity than when singing to it one's joys gr sufferings?
I think it is the finest momant, when man identifies with
the Zivinity that he searches fgr everywhere.

Al cf Andalucia sings a2t Chrisumas. From Linares and
Andﬁjar, wkere there is a wery rich tradition, to Avamonte,
flamansc celebrates Christmas with its cantes por villan-
¢icgs and campanillergs that overflow with joy. The main
centers of the villancice tracition have besn Sevilla and
Jerez de la Frontera. The villancicos have had seme illus—
tripus interpreters in the cante flamencg. In Jerez we
must mentien the brother and sister, El Glagria and la Pompi,
amd the grear cantagr ¥aneel Tgrre, whose villancicos and
carpanilleros stogd out for their “jondura y rajo" [depth
and karsh gypsy wvocal gualityl.

£evilla had great interpreters of villancicos: Tomas
tavon and his sister, La NWica de los 2eines, Manuel Yalle o,
antorig el Sevillang, Antonig Maizena, It was with Pastwura
Favor, La Hina de los Peines, that <he villancico acguired
ite maximum festive intensity. Wine Gloria sSang them with
sweetness, and Manusl Torre with a high lewel of art, but
nebody infused then with joy, movement, and captivating
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gracia as did La Ninz de los Peines.

In Cadiz we must ppint cut the names of Manolo Vargas,
Pericdn de C8diz, Aurslio Sellé and Nifip del Solanp. The
zantes of Cadiz, with ths gracia and arofundity that charac-
terizes them, have infused their gracia into the villancicos,
which are sung in all styles -- tientos, alagrias, malaquenas
-..hnd thkere is no herasy in dolng so-

.The rucleus "jiennense" [pf Jaen} presents villancieps
af great interest far their abundance and literary wvaristy,
To a demanding flamence, the villancicos of Zinares and
Andidjar sound more like folk music than anything slse, that
is, they constitute an example af regional flamenco
influenced by the authentic flamencs of Sevilla and Cadiz.
But that does nob reduce thelr impartance a2t the hour of
speaking of flamenco at Christmas,

The cantes that go best with the Christmas flamenco are
the buleriac and the npanas, but above all, the cante festero
pradominates, *hat is, the bulerias. It could be that the
very holiday that we cotmemorate hag contributed to the fix-—
ation of the Christmas songs i the form cof wvillancicos and
sulerfas. It should be zainted out that, in the bulerias,
there is foam for everything, from the tragic to the comical.
Hevertheliess, modern cantacres have put the Christmas sangs
into ather, more sericus, styles -- saled, malaguenas, cana,
~ientos, alegrias, serranas, fandangos de Huelwva, and
verdiales de los mortes de Milaga -- and they have =een troly
triumphant.-

We should add cne curious fact that would find its
explanation in the history and religion of the gypsy people:
Thare are innumerakble verses of willanclcos in which the
Virgin iz always considered to be "gitana" [gypsy] and
Ioseph is always "paye™ [ron-gypsy].

A large volume could be compiled af wvillancicos. The soul
cf tke Andalucian peaple is reflected in its seongs. And
these have always put the flamenco cantaares at the feet of
the VYirg:n Mary, Joseph. and the son, who became wman in
order tc save man. There is a flamencp verses that tells us,
oreciszely, of this Divine generosity ©o man. It prays
thusly:

Esta noche ha de nacer
Hanolito de Jesis

para morvir por 2l hombre
enclavado en una cruz.

CHRISTMAS IN "LOS AIRES FLAMENCOS™

{from: Sevilla Flamenca, Dec. 1980; translated oy Paca
Savilla)

by Manuel Fernandez Pena

If at a religious lewvel, the saeta is the ‘lamenco cante
that prays to Christ and his Mother, the anly ones whp could
possibly hear the raequests of 2 people, and his is the ewpres-
sicn of a naive faith where we catch a glimgse of the drama
and tragedy <f the tond and the siguiriva, then the villan-
cico, within the structures of the canrtes festercs,
especialiy the buleria, represents the open and straight-
forward identification, with jubilation and exhaltation, of
“he Andalucian people with the commemoration of the hirth of
the Son of God.

The willancice, or Christmas canta, has come tp be imoued
with all of the elements of salvation that have been claimed
irr the form pf anguishk in the rest of the flamenca cantes,
but made festive by werv clever verses of faith and religion,
an explosion of joy and triumph, and freelv expressed
fealings.

The days of Advent crzate the proper atmosphere in pur
andalucia for the exhaltation by the gypsies of the unigue
and transcendental fact that changed the histery of the
world. The Birth pf Jesus CThrist, and, in the folkliorice
essence af cur towns we are brought each vear, as the year
comes to an end, the echoes of a compés that will come from
palmas and sounds, guitars and drums. ..

and, thus, agpears the villancico gitano; in conformity
with <he roots of each place, appsar the styles and tradi-
tions., Andalucia feels in different beats, but all with the
same great joy¥ of Thristmas Eve.

A Belén pastores,

a Belén clifquitos,
que ha nacido el Rey
de ios Angelitos.

And the villancico andaluz contemplates Mary and Josapn
on their way to the manager:

La Virgen va caminando
— ;Viva el amor? -~
Caminito de Relén
- jViva el laurel/ —

La Virgen leva un clavel
en su Diving pechera,

que se lo dio San José
visperas de Nochebuena...

And the transcendental reason fpr Christmas Eve also puts
tw flight the sound of bells:

A los balcones del cielo
se asoma Santa fsabel,
con unag maniille blanca
por ver al Niito nacer...

Una pandereta suena,
yo no sé por donde vd,
camino de Belén HNeva
hastg liegar al Portal,,.

El Guadalquivir,

‘a su pasc le dice a Triana:
"Hov es Nochebuena,

no se pué dormir”.
Alegria, alegria, alegria
que ha parido

la Virgen Maria...
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The viliiancicc andaluz can be categorized az part of a
gEaup of songs that are "aflamencadas®™ (flamenco-stylized),
among which stand out those called campanilleros and other
alres of extracrdinary popuiar flavor, especiaiiy thase of
Arecos de la Frontera and Jerez.

Al churumbel de Maria,
como le bailan los ojos
le canto por bulerias.

In this sense, and with arrangements by the gypey poet
Antonic Zallardo Molina, the maestro Nicelds Sénchez, and
the gqu:tarists Manuel Morac and his brother, Juan, La
?aquera has recorded an important collection of villancicos
in the form of an anthology. Among ail of the styles, the
bes:t is a sreation oy the famous cantaor from Jerez, Rafael
Ramns Antunez "E1 Nino Gloria," who, from nis duende and
privileged throcat, brought forth into the echos of flamence
Ristory that which has come to be the aire and verse most
repraesentative of the gypsy Christmas Bve -- La Nochebuena de
Jerez,” & cante that has become pocpular throughout Spain:

Los caminos se hicieron
con agud, viento y frio,
caminaba un ancikmno
muy triste y afligido.

jGlorial

A su bendita Madve

i Victoria!

Glorig al recién nacido
[Gloria!,..

NEW VILLANCICOS

by Carics Murciano

VILILANCICO DE LA FLOR DE PASCUA
A Calaya Argﬁe!!o

Llegaba la primavera
pero la flor no flora.
(En el vientre de Maria,
la semilla verdadera.)

Huia el verano —jadids!—,

venia el otofioc —jhola!l—...

(Delicada caracola

creciendo el rumor de Dios.)

Llegaba el invierno helado
v la flor se desangraba.
(Rayo -de sol, traspasaba
Cristo el cnstal engloriado.)

Florecica que en Belén
pones tu gota de pena.
(Esta noche es Nochebuena.
Nochegdlgota también.)

DE COMO MARIA APROVECHA
EL SUENO DE JESUS PARA
PEINARSE EL CABELLO

El Nifio se ha adormecido
entre la mula y el buey:
sueiio de Dios y de Rey
desnudo y mortalecido.
Cruza sin hacer ruido

la Virgen el portalejo;
toma un peinccillo viejo,
sale a la noche serena

y se peina la melena

con la luna por espejo.

CAMPANILLEROS

Por Cristddal Cordero Gonzdlez
Podion haber nacide del vaho de una ceftada en arbored,
o debajo de una luna helada en la marisma,
Sus ecos iniciales, a golpes de barro y alpargota,
parecen kerir el corazon sonoro de las tarres
¥ en su vuelp, van defando en el espacio _
un aroma de ramas recién cortadaes, de romerp, de juncia, de...

Salen en bandadas por senderps vipletas
Y cogen rosas pdlidas en la madrugd,
no conocen, no ven la oscuridad,

_quizds porda tremenda carga de luceros que llevan encima.

Sus sonidos bajaron del Aljarafe
e los llanos amarilios de Jerez,

inchiso hasta las tierras cobrizas del Alosno

y en su algarabia, venian arullados de cascabeles, de
[panderos, de sonajas,
... hasta de vidrios respaos. '

Vienen anunciando la buena nueva, la alegria,

son los exoscistas bucolicos del pueblo,

ios gue gritan In graciz en el Adviento,...

. “en el cielo se alquilan balcones parg un casamiento ",

la armonia sublime de estas palabras

Jueron a posarse temblorosas, _

ante la medn incorporea del gitano grande de la calle Amapola
y desde alti, ennoblecidos con los duendes azules del cante,
fueron pregonando por Andahucta
el gozo renovado de la Navidad,. ..

A un postigo,

& un postigo, con hambre y con frio,
sin echarle cuenta, Maria lomaba.

Y en su vientre, cercao de lirios,

al Cristo de uves y espigas Hevaba.

Y espigas Nevaba,

a postigas, de tierres dormias,

de paro y de mieo, Maria llamaba.
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VILLANCICO DE LA NOCHE MAS ALBA

Para Paco de Lucia y “Fasforita” que le préstaron misica y voz.

S . .

Esta noche nadie
Porguie un niflo pobre sin hifo ¥ sin cosa,
nacié entre unas pajas, sin vino y sn lumbre,
dicen que es la de hoy " sin zurron ni mania.
la nache mds santa,
la de mds estrellzs, Esta noche, rodss,
la de mds campanas, su amor y su hogaza,
It noche mds Hena su copla en los labios
de muisica de alas. su paz en el alma

Para nadie sea Porque es Dios quien
nutica noche mala, Niflo,
nunca noche negra, nacic entre esas pajas,
runca noche gmarga. Yo 08 jure que es hoy
Para todos, siempre, {2 noche mds santa,
noche de esperanza, Iz noche mds nifia,
noche de alegria la nocke mas casia,
dulce y buena y bianca. la noche mds belta,

la noche mds alba,
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YILLANCICO DEL CANTAOR DE FLAMENCO
A Monalite de Pouln, que lo grabo por bulerras

Al churumbel de Maria
como le bailan los ajos
le canto por buleria.

Canta tu, corazon mio,
¥ que bailen cielo y tierra,
que el ¥ifio-Dios ha nacfo.

Fuera llanto y fuera pena
que dentro estd lg Alegria
y esta noche es Nochebuena,

Noche de la gurorz bellg,
de pobres con esperanza
y de Reyes con estreliz.

Esta Noche hice el sol,
la Virgen safi¢ del parto
hechez la madre de Dios,

Esta noche es noche santa.
jCudntos dngeles y duendes
de rodilla en mi garganta!

Y mi voz para cantar
las coplas de| Dios chiquito
que nacio esta madrugd.

Cueva en flor, cal y chumbera,
sones de cante gitano
por Arcos de la Frontera,

Barrio de los CaAos Verdes,
barranco de Caldereros,
no me busques que te pierdes.

YILLANCICO DE MI NACIMIENTO
A mi modre

JQué axul villaneico

cmita por mi vena?
{ Yo nact en Diciembre
una Nochebuenaj.

(Qué musica nifla

en mi yoz resuena?
{ Yo naet un Diciembre
por lg Nochebuena),

JQué tiema alegric

se me vuelve pena?
{ Yo nact'y Diciembre
erg Nochebuena},

Calle Nueva seis,

cal ¥ yerbabuenag.
{Cincuenta Diciembres
esta Nochebuena).

COPLAS NAVIDENAS DE COLUMPIO

A "Los Pandrretos’” extas bambheres de Arcas.

Alld abajito, abajito,

hay un puente sobre cf rip,
Y en sus ojos liene escrito
que el Nifio-Dios ha nacio.

Hay una soguirg echd
encima Los Cabezuelos,
“ala chica” flega a Algar,

Y “ziz grande’ hasta lps cielos.

Esta Noche es Nochebuena
¥ maitana es Nevidad,
traerme al recién pacido
que lo quiero columnpiar.

Si el Nivio subierg al Cerro,
qué bien que lo pasarig,

con los chiguillos del barrio,
cdmo se columpiaria.

Desde El Cerro veo ef Castillo
y veo La Cueve tambidn,

&z Plaza del Cananeo

¥ In Cuesia de Belén.

En ef Cerro de Iz Reyna
hoy te quieren eolumpiar,
mafana en el del Calvario
te querrin crucificar.

Christmas with Joaguin el de la Paula

{fram: Seviila Flamenca, Dec., 1980: translated

by Paco Sevilla)

by Manuel Alvarez Lépez

[Editor's Note: Joaguin el de la Paula is ane of the
legendary figures in flamenrce histaory. He played an impor-
tant role in develbping the cantes de Alcala -- the solea
de Alcald is the stvle of soled most often heard taday. His
cante was carried on by his cousin Manglitg el de la Maria
and his nephnew Juan Talegas.)

For Joaquin and his twe children, Enriguille and
Iliniesta, that Christmas Ewe would oe passed in the same
poverty and sadness as 5o many others in that harsh winter
of 1930. 0On thke tattered cilecloth that tavered the smali
table as a sort gf takleclsth, Iliniesta had placed all aof
ths food that would comprise their frugal meal: some pieces
af breac, three skimoy pieces of herring, a small pot of
olives, and a handful aof chestruts that Jogaquin had been
given by El Moreno, the owner of a small stand in Ei Dugue,
a rlace where Joaquin went daily to sit far a few hours in
the heat of the small stove where El Moreno toasted his
delicigus fruit from the mountalns.

Joaquin was lamenting, as Enriquillo agreed witk light
moverents of his head, about how badiy things were going,
how it had been more than a month since there had been an
animal tg shear, and it seemed that the “senoritgs had lost
their desire far the cante, for he had not been called tg
perfarm in a juerga since the end of the summer. Suddenty,
interructing his dark monaglague, Joaguin directed his gaze
toward the dark roof of the cawve and, reaching cut his arms,
exciaimed pathetically, "Is it passible, my God, that you
can allow some tg have a0 much and us tg have not even a
drop of brandy to teast the havpy birth of vour sgn?®

Joaquin had not uttered his last word when, from the
broken door of the cave he heard the shriil woice of
Indigena, the waiter at the Venta ds Platilla, shouting hkis
loudest from halfway up the hitl, "Joaquin, El Plata says
you should come down to the Venta, there are some men who
want a juerga!”

b shiver went througk Joaguin upan hearing that; he
jumped tg his feet, pulled his hat down tg his ears, raised
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the collar of his threadbare jacket, grabbed his wicker
cane, and, uttering an unintelligible "Valgame Dipsl" he
ran down the hill with all the speed that his weary legs
would permit.

When Joaguin entered the Venta, he was trembling and his
teeth were chattering as the intense night cold combined
with the emotion that pvercame him upon believing that God
had heard his plea and this call was the work of Divine
Providence. Upon seeing him shivering that way, Platilla
offered him a glass of cognac, patted nim on the back, and
said to him in a confidantial tone, "Cheer up, Joagquin! If
you are capable of Xeeping this gathering going all night,
I'll give you a good gift."

Joaquin entered the room where they were waiting for him
and, almost without warming the seat of his chair, he began
to sing. And those who heard him that night, say that never
in his life had he sung that way; for more than eight hours,
without repeating 2 single "letra" |verse], his throat
poured forth the most harmoniobus laments that those men had
evar heard. The soleares de Alcald never had a greater nor
mare profound interpretation. 50 great was the enthusiasm
of those who had listesned with esmotion that, at the first
light of day, when Joaqufn. degtroyed by his efforts, was
anxipusly, but timidly waiting for the four or five pesetas
that were normally pald to cantapres in those times, he saw
with amazement that one of them took from his wallet a one
handred peseta bill and handed it t¢ him, saying, "Take this
friend Joaquin! What you have done here tonight, the way
you have sung, there is not enough meney in the world to pay
you. "

In spite of the euphoria Joaquin felt on finding himsalf
the owner of twenty "“duros," a fortune wo him, he did not
forget the present promised to him by Platillo. He went to
the bar and said, "Plata, where is the present you promises
me?"

And Platilla, who combined his well-known talenkts as a
tavern owner with a gracia without equal, knowing that
Joaguin was more than satisfied, went to the kitchen, took
down an ©ld, stripped ham bone and, putting it on the bar,
said, "Here is my nqift, Joaguin, so that you can make a good
stew for your children."

Joaquin smiled, picked up the bare bone, put it under his
arm, and slowly began his walk back to the cave. Upon
reaching the ‘archway of San Miguel, he saw his friand,
Vitorino, who, on seeing Joaguin with the bone under his arm,
exclaimed, "0sl! What a stew you are going to have today!”

And Joaguin, squeezing the bill he carried in his right
hand, answered in a wry tone, “Yes, Vitorino, ves! And the
first cup of broth I am going to drink wiling, tc see if
the warm in my stomach will last until next Christmas!"
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FLAMENCO GUITARIST NOTEBOCK
by Jaime Englesias

Lifetime collection in easy reading
Cifra. Inexpensive yariations, over
3 20 different rhythms included. Pages
of varijations on each rhythm.

Special price $19.95 plus $2.00
shipping and handling. Allow 2 weeks.
Write: University Music

4733 Village P1. NE, Seattle WA 98105
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NEWS FROM OUR MEMBERS

El, 2IDO

Minneapolis, MN: Zorongo Flamenco with Susana and Michaal
Hauser were joined at their reqular engagement at “George Is
in Fridely" by dancer Manolo Rivera and singer Dominic Caro.
Zorongo also preformed in concert in Dallas, Texas, and at
the Janet Wallace Fine Arts Center in Minneapolis. (from
Suzanne Hauser)

Chicago, IL: Znsemble Espanol presented Spanish Dance in
Concert the last weekend in October and the first weekend pf
Noverber under the direction of Libby ¥omaiko with quest
artists dancer Victorio Koijhan, gquitarists Greg Wolfe and
Tomds de Utrera, and singer Pepé Culata at Northeastern
Illinois University. (from HIU)

Hew York City: Cantaor Agnijetas is back in Mew York at
the Rincon de Espana with his dancer-wife Tibu and guitarist
Roberto Reyes. {(from George Ryss)

Chicago: Cantacr-guitarist Jesus Ribon presents a varied
flamenco program at the Toledo Restaurant with three dancars
and two gnitarists. ({from George Ryss)

Washingtcon, D.C.: Following the successful summer appear-
ances of hna Martinez and Paco de Midlaga, Ana was engaged as
choreographer and solo dancer for the Houston Grand Opera
Production of Bizet's “Cayrmen™ at the John F. Kennedy Center
for the Performing Arts. (from Ana Martineg}

UTHE iIDEAL STRING

for the most demandiing guntarst

A premium string designed
especially for the top line
of flamenco guitars—the

chaice af mony leading
guitarists, classical as well
os flamenco.

At your local dealer or cantact:
204 Wes) 55th Street,

Antonio David Inc.,
NYC. 100]9-—(212] 757-3255 (212} 757-4412
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Flamenco Guitar For Sale

1973 JOSE RAMIREZ
*SEGUNDA *MACHINE HEADS

$875.00
CALL: ALEX 213/980-3566
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CHULA VISTA TRAVEL CENTER

\®5pecmhzmg i Spain

REYNOLOS S. HERIOT
OWMNER - MAMNAGER

426-6800

FLAMENCO DANCE CI.ASSES

NEW BEGINNER CLASSES
FOR CHILDREN AND ADULTS

ONE BLOCK OFF 30TH

NEAR FWY 94 IN SAN DIEGO
% AN CALL JUANA {619) 440-5279

REACH THE FLAMENCO
WORLD!

ADVERTISE IN

L

WRITE FOR ADVERTISING BROCHURE

WE WILL DESIGN YOUR AD
FOR A NOMINAL FEE

WRITE PO BOX 4706
SAN DIEGO, CA 92104

@ift Subscriptions
to Faleo

GIVE A GIFT AT CHRISTMAS AND
HELP JALEQ TO DOUBLE ITS MEMBER-
SHIP AND BECOME SELF-SUSTAINING.

* * Take advantage of the old rates
befere they go up in January.

* * A notice of your gift will be sent
to the recipient.

* * Subscription will begin in January.

JALEQ SUBSCRIPTION

name

address

city state zip
country telephone

Enclosed please find: U.S8. $17.00 Surface
~U.S. $22.00 Air Mail
Overseas subscription:
U.S5. $22.00 Surface
"~ U.S. $33.00 Rir Mail
Make check or money order payable to
JALETSTAS and mail to P.O. Box 4706,
San Diego, CA 92104 U.S.A.
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WE APPRECIATE OUR ADVERTISERS
PLEASE PATRONIZE THEM
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The Blue Guitar Shop
Rubina Carmona
Chula Vista Travel
Mariano Cérdoba - Home Study Course
Antonio David - Flamenco Supreme Strings
V.Phoenix - Mental Artistry in Flamenco
University Music - Flamenco Notebook

Alex Grynhaus - Cuitar for Sale
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ANNOUNCEMENTS

announcements with the exception of classified ads are free
af charge to subscribers. They will be placed for two
months if appropriate and must be received by the lst of the
manth prior o thzir appearance. Include phpone number and
area coge EDr use in the OIRECTORY. (lassified ads are 31.00
ser line (each 9 words} for each month they appear. Hake
checks payable to JALEISTAS and mail te JALEC, PO Box 4706,
San Diege, CTA 92104.
JALED CZORRESPONDENTS

If vou would like teo assist JALEC by acting as a corres-
pondent for your city, please contact our PD Box and let us
Know. We need to have an update at least every two montis.

updates

FLAMENTD WORKSHOP: Jao. 6-11, Rosa Montoya, dance, and Juan
Serranc, guitar. Inclodes choreography, palmas, cance and

zompas as well as dance and quitar technigque. Fer fees and
further information call (415} 239-7510.

EL NIDO RESTAURANT features dancers Vicente Romero, Tamara
Spagnola and Pilar Hernandez with guitarist Pedrico EL
4bovado -- engagement thru end of 1982.

MANUEL AGUJETAS CF JERE2 and his flamenco dancing wife, Tibu,
and quitarist Xoberto Reves will be performing at the Rincon
de Espara Restaurant, B2 Benver Street, Hew York City, 212-
344-5228.

concerts

RAJUEL PENA SPANISH DANCE CENTER performances in.Washington,
.C.: Dec. 5, Hazza Gallery, 12:130pm. free; Dec. 11, George-
tawn Fark, 1:00pm, free; Dec. 19, Studic Christmas party and
juerga (including a performance by the Studic Company) .
hficicnados are invited to attend. For Eurther infermatiom
call {733) 527-3454.
FOSA MONTOYA'S BAILES PLAMENCOS Christmas Fiesta Benefit:
rriday, Dec. 10, B:30pm, a special showing of Bovira-
Beleta's film, "Los Tarantas,” follewed by a Piesta Flamenca
party: Saturday, Dec. 11, 3:30pm. Bailes Flamences in
Concert featuring Rosa Montoya, Cruz Luna, Juan Serranoc.
Both events at 3221-22nd 5t. {at Mission), San Francisco.
£10.00 per night, tax deductible. Reservations: (415)
239-7510.

classified

STOLEN: One flamenco quikar -- a 1960 Ramirez with one light
wood peg and hand painted rosektte of roses and a 1974 Ruck
guitar with crack running down length of back, in the
Waghingten, D.C. area. FPlease notify police or Steve de
Bevec at 2606 Talbot RAd. 34, Baltimore, MD 21216, phone:
{301) 6Hd-~E721 if you have any information about the
location af the instruments.

GUITARMAXER'S SUPPLIES: Aged, first class cedar and spruce
tops. Highest quality Spanish cypress and rosewood sets.
Ebony fingerboards and Honduras mahogany necks. All wood
more than 10 years air dried. Handmade bending form for
sale. L. Beeder, THE GUITRR, 213/656-377B.

JOSE RAMIREZ 1973 first clase flamenco with machines,
excellent condition. 5950.00 with caze. TFRANCISTD FEFMANDEZ
1966 flamenco with pegs, excellent condition. $875.DD with
case. L. Beeder, THE GUITAR, 213/666-2778,

FLAMENCO GUITARIST (non-professional) with some experience
in accompanying dancers interested in meeting flamencos on
all levels who might be passing through this area. Contact:
5adana, 1500 Park Ave., Tucson, AZ B5719. &02/624-7979.
FLAMENCO GUITARS FOR SALE: 1967 Manuel Contreras, signed,
with pegs £150D and a 1981 Pedro Maldonado "Hegra™ (excellent
new builder from Malaga) $1BO0. Call Jorge Strunz 213/
B29-1268 Los Angeles.

LOOKTNG FOR OTHER FLAMENCOS in Vallejo, CA to get togethar.
Call or write Jack Dhringer, 1727 Fern Place, zip 94590,
(D7) B42-5424,

ROSA MONTOYA'S BAILES FLAMENCODS has Deen chosen to e part
of the Calif. Arts Ccurcil's dance touring program 1983-
1384. The company consists of 7-10 pecformers and pPresents
ooth flamenco and classical Spanish dance. Contact: Connie
freeran (415) §24-8844 or (415) 285-3154 —- 257 Terasita
Blvd., San Francisco, Ch 394127.

JALEISTAS BY-LAWS AVAILABLE tv all members upon request.

Flease send a large, self-addressed envelppe with your
refuest.

SUITARIGSTS AND CUITAR STUDENTS WELCOME to accompary dance

eACK ISSUES OF JALEQ AVAILARLE: Vol.

Call Juapa 440-5279 before Ba.m.
Inz. 1 tob $1.00 each.
1l to 12

classes, San Jizgo ar=a.

Vol, I ne. 7 ko 12 3Z2.00 each, Vel. II, IITI & IV no.
$2.00 each, and Vel. V issues $2.30 =ach.
GUITAR MUSIC AVAILABLE: Music of many top artists, both

mocern and old style, transcribed by Petsr Baime, 110D W.
Eiver Park Lane, Milwaukees, WI 53209.

FOR SALE: Music by Maric Escudero and Sabicas, plus complets
-ine of guitar supplies (strings 172 prics). The Blue
Cuitar, see ad for location.

ERIADERDS FLAMENCDS -y Esteban Delgado recorded by Paco de
Lucia -~ accurately notated sheet music; $2.75 in GSA, 54.50
foreign, Southwest Waterleo Publishing Co., 6708 Beckett
Rd., Bustin, TX 7B749.










