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required of the dancer.

' The rhythm of tha dances of the “escuela” is marked by
castanets, npt by the feat as it 13 in flamenco. The sound
pattarne are mora varied than in most of the regional
dances, except posaibly those from Andmlucim. Bach castanet
sound corresponds precisely to e foot br body movement.
Accompaniment is cpnstant during a dance, and for thie
renson bolero dancers pften prefer cloth castanecs (palillos
de tala plastificada) as they are less likely ko break
during n performance. ’

The dances of the "escuela" are usually done in "zapa-
.willas™ (bellet alippers). Soma, howewer, which focua on
petterns creatad by partners of limes of Jdancers, rather
than on jumps, beats and extenaions, give the female dancer
the option of wearing supple, low-heeled pumpa. A few
dances, which developed later in the ninetesnth cantury,
require the dancers to wear "eapatos"™; sometimes called
"teatrales,"” these dances combine the simpler aspecta of the
"escuela bolera" and the flamenco rapatmado. The "soleares
de Arca™ is typical of this type of choreagraphy, oftan
claimed by the "escuela” but performed by both bailarina and
bailaora.

The name Fericet has been synomymous with the "escusla
bolera® for many years. Angel, Eloy, Luisa, Carmen amd
hmparc, tha fourth generation aof this remarkable family, are
all accomplished in the flamenco and Tegional dances of
Spain and the folk dances of Latin America: their chore-
ographies of the works of Spanish and foreign composars have
been performed in the Teatro Colém, Carnegie Hall and on
other major stages. But the family is best known for the
careful pressrvation of the Spanish classical dances,
exactly as their grandfather and great aunts performad them.

hngel Pericet Carmona ([(1B77-1944) organized the steps and
exercises pf the "sscumla™ inta a progressive course of
atudy, consisting of a preparatory lewel followed by three
"cursos, " each subdivided inkto three grpups. The studenk,
as he progressas throwgh the syllakbus, also leamms the
"macuela" dances which correepond b his level. 5o many
wall-known Spanish dancers have studied the Escuela Rolsra
de Angel Pericet that it is almnst easier to name those who
have mot. :

Luisa Pericet, who lives in Pumsnos Aires, has carried on
this teaching tradiktion. She allows seven years for
completion of her program in Spanish dance, which requires
mastery of har grandfather's course ae well as zapateado and
castanet technigue, dance notation, some pedagogy, xnowledge
of the origins of the dances and pf bolers, flamenco, folk
and contemporary choreographies.

Even for a dancer who intends to do onlv flamencc, there
are advantages top be gained from this type of instruction.
Familiarity with tha “escuela bolera®™ at the verv least
gives a dancer more cultural depth, a desirable attribuke,
since authenticity is & primary goal in Spanish dance.
Systematic trajining increases flexibility, agility, stamina,
and caetanet cpordination. Furthermore, the "escuesla®
shares many steps in common with the Andalucian dances
usually learned by students af flamenoo. The sevillanae,
vardiales, and fandango de Huelva use the "sease y contra
geage, " "pas de vasco," "padebure,! "matalarana, "jerezana
alta" and gther steps incjuded in the "escuela." Even "pure"
flamenco dances require mastery of the various tumms and
escgbillas. These movements are not always studied in
isolation in most flamenco classes, the way the components
af a zapteado might be, and the “escuela" class aften pro-
vides the only oppertunity to polish them. Finally, the
"egcuela” provides additional materiel for the dancer who
wants to choreograph the music of the contemporary Spanish

COMpOSErS .
“"Egcuela bolera" chorecgraphies such as the "sevillanas
baleras,.” "La maja ¥ el torerc™ or "Pl ole de la Curra® are

a2 charming addicion to any program of Spanish dance. There
can be, though, a problem in performing them for the very
avdiences who would be most interested in seeing them. Once
considered feats of incredible gskill, bolerp dances are now
pfter termed musewm pieces. They are, however, very lovely
museum pieces, and their pressrvacion is part of their
beauty. WNp one drastically eltera the choreography pof
style without losing the essence aof the dances. The negative
side of this fidelity to a tradition is that the "escuela
bclera” has been comparatively static in"its develppment,
while ballet technigque has reached an astonishing level of

refinement and virtucsity. To spectators accustomed to good
ballet, there is the riek that the “escuelzs" dancee might
look like crudely done ballet. The potential for compariscn
can be reduced somewhat pnly by clever staging, meticuleous
performance, and emphasis on the Spanish characteristics of
the dance, rather than on the classical.

The Peoricets, whoee beats and pirpuettes are as akillful
as those of many ballet dancers, have set the standard for
the performance of the Spanish classicel choreographies.
wWhen Dame Margot Fonteyn produced the six-part B.BH.C. tele-
vielon series, “The Magic pf Dance," she invited Carmen and
Eloy Pericet to dance the intrjcate, "bolerc de la Cachucha."
They mppear in the fourth epispde of the series entitled,
“The Romantic 2allet,” brondcast in the United States on
YWovember 1%, 1982. During this segment, Yenteyn comments on
tha persenalicies, trends, and innovations which determined
the course ballet took in the ninecteenth century. The
selection, "La Cachucha," is represantative of the era when
Spaniah dance ingpired the bellerina, Fanny Elseler, and
enchanted tha partrons of the Paris Opera.

The performance is appropriarely set in a cafe, the
ambiance in which Spanish .dance originally thriwed. Because
the photography concentrates initially on creating thie
atmosphere, some parts of “La Cachuche" itself are neces-—
garily not filmed, fgor example, the Pericets' brilliantc
"briselae.” Regrettahly, there is only one flaeting close-
up of Carmen Pericet, who ie surely one of the moet
beautiful wamen dancing today. Yonethsalegs, the camera does
catch the elegance of the dancers' movements, some of the
elevation of cheir jumps, and their captivating gestures.
The segment thus gives viewers o glimpee of an "escuela
bolera” darwe performed at ite technical and aristir best.
fnd Margot Fonteyn'zs brief but ingightful commentary on "La
Cachucha" and on the zapateado, jota and early bolero
included in other parts of the series, is wonderfully cred-
ible testimony to the value pf S5pain'e legacy to the art of
dance.
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EDITORIAL
JALEQ FIGHTS INFLATION

The Jaieo staff wishes to thank its readers for +the many
Christmas cards and kind words of support which it received
in Jecember.

Also, we are happ¥ tg announce that even though we adver-—
tised an impending raise in subscription rares for thisz
month, we find that an increase is not essantial at this
tima. HReaders can halp us to maintain currant ratas by
encouraging flamenco-oriented businesses to advertise ln
Jaleo {restaurants, dance and guitar suppliers and teachers,
etc.} and by helping to increase circulatiagn.

We welcome Sandra Nicht as Baltimore/D.C. area corres-—
pondent (see "El Qido™ column) and thank Geprge Ryssz (New
York} and Ron Spatz {Los Angeles) for their continued up-
dates and contriburigns to Jaleo. There are still many
areas unrepresenred. Those interssted in being correspond-
ents For their area please drop us a line.

We also wish to thank the many new writers who have
contributed arrticles to this isswa. This kind of participa-
tion 15 what continues to make Jaleo a vital publication.

--Juara De Alva

LETTERS

EL CABRERQ INCARCERATED

Dear Jaleo:

In the Mame of Allah, all-merciful, all-compaseionate,
Greetings. I seT pen to paper to inform your illustrious
readership of the sad plight of José Dominguez Minoz, “El
Cabrero," who now languishes in an Andalusian jail, doing
time for.....BLASPHEMY!

The particulars are as follows: Two years ago while per-
forming in Cordoba, fl Cabrero -- may his flock increase —-
found he could not sing, as the result of an argument that
had freshiy ogcurred. His audience, anxious to hear this
most popular cantacr, ihsisted that he sing anyway, even +f
he had to resort to sign language. He complied, and his new
2FFfprts met no greater success than his first, whereupon his
kind audience began to nleat in imitation of goats (Cakbrero
is, as his name indicates, a professional gecatherd). At
this point, a cormon Sganish 2ath burst forth fram the
arrist's most understandabiz frustratior and he quitted the
stage.

Two years of agpeals heve served tg reduce his sentence
from five mohths to twg. The last week of ocraber past, all
legal recourses exhausted, El Cabrera reparted ta the local
jail, while the artistic community of Andalucia vainly
clamored and cempaicgned for his pardan.

The Spanisk Mirnister of the Interior, Garcia Riboverocs,
2llowed that if this crime were prosecuted scrupulously and
unifarmly, eighty percent of the Spanish population would
be zerving life sentences.

In my owr humble but valid gpinian, a simple public
£logoing would have sufficed.

Peace untc Yau,
The Shah aof Irarn
Brgoklyn, WY

VISIT WITH RAQUEL PENA

Dear Jaleo:

As my husband and I were planning a brief vacation to the
Washington, D.C. area I came across your article on Ragquel
Penia and Fernands Sirvent. Having been interested and
exposed To Spanish music and dancing since childhood T
wonderaed if there was anv possibility of taking threes or
four dance lessons from Raguel. My first phone call in
August was answered by har secretary who explained to me
that Raquel and Fernmanda were in Spain until September. Fram
this conversation it became ostensibly clear thar their

artistic engagements kept them cantinuoously occupied. I
began to doubt as to whether she woold make time for a
stranger from Michigan who wanted but 2 few lessons. When I
called in september and talked tc Raquel, I was pleasantly
surprised that, although she did not know me a2t all, she was -
50 helpful providing me with all kinds of infaormation
ragarding Washingtan, 3.C., places where flamenco was pre-
sented, where to find a good seamstress for a costume, ete.,
plus she said she would try to assist me as much zs she
could once we arrived tg the area.

When we finally made the trip in early November, in spite
of her very busy schedule, Raquel graciously managed to
include me in one of her growp classes. In addition she
rearranged appointments and went out of har way to give me
two privata lassons. The entlre experience was such a
treat! In tha group class I had a chance to appraciate how
Raqual's impeccable technique is tranamitred to her students
through akillful didacric and rigorcusly measured steps. I
also admired the personai style of the students as the
zeacher dnows how ™o bring out the hast from each individual.
The morale of the group is very high, particularly now as
they are proparing to present two recitals at the Xennady
Center for the Performing Arts on March 15 and 16 of 1983.
The very frlendiy advanced students demonstrated for usg
randitions of the jota and soleares, which they danced wlth
urmost precislaon and grace. In both dances the spectator
subjectively axperiances thar rare blend of authenticiry for
the basic form of the dance, combined with a very creatlve,
orlginal and evolved choreography.

In the private lessons Raquel taught ma steps of tientos,
sharing freely a number of datails -~ "pe].lizc:oa‘-—-— which
add so muich effect to a dance performance. In the back-
ground, Fernando generously provided the rhythm with his
guitar. Such a privilege!

The highlight, of courgse, was to see Raquel and Fernando
perform at the Tio Pepe. The family enjoyed it so much that
we went thare twice. On both occasiaons we got to tha
restaurant sarly, for we were to be exposed to two diffarent
experiences: the delicacies of the Spanish cuwizZina first
and, later, the artistic prezentation. Raquel's zuperb
style through a variety of flamencg piecez had us all mes-
merized -- particularly her siquiriyas, polished to the
epitoma of auvthentic Spanish art. It was also remarkable To
gea Wwhat a well-synchronized team Ramuel and Fernando are.
Jancer and guitarist complement each other magnificently.
Fernando's command of the strings and expressive ability
made his solos aesthetically exquisire. For the readerz
olanaing to visit Washington, 0.C., DON'T MISS IT!

In this letter we wish to eatepnd our gratitude to Ragquel,
rernands, their students, and also the Jaleiztas, whosa
oublication allowed us tz learn about this unique, dynamic,
versetile and saphisticated team of flamenco artists.

Raquel Schreier, Fh.D.
Crayton Plains, Michigan

SPANISH JANCE SYLLABUS

Dear Jaleo: :

Re: PUNTD DE VISTA "Tradirional, Free Style or Both"”

May I say a heartfelrt thank yogu to Jimmie Crowell and
your magazine For your kind words about the Spanish Oance
Saciety, George Wazhington University and myself, regarding
the formation of a Spanish Dance Syllabus. <Cegrge Washing-
ton Univerzity actually had no part in forming the syllabus,
but Prof. Mancy Diers Johnzon deserves all the credit for
recognizing the strength of zuch a syllabuz and for inclued-
ing it in their cuwrriculum., 5Sha is even wiser than that.
She cansiders that our experience in forming such a syllabus
could benefit all dance farms, and discussed this with her
students of zther ethnic dance Forms. They fgllowed this
up, and asked me tg write an article, that will appear ln
the magazine Arabesque, explaining what went into the
compiling of such a syllabus. Tha Middle Tastern dancers,
especially, feel the need for samething similar, and I shall
gladly cooperate if I can be of any help.

I am very grateful to Jaleo for enabling us all to be in
tauch with each other and I flnd it most stimulating. 1In
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vour leader article, Jimmie Crowell says that the syllabus
should e made availabhle tg all., IE i5 my most earnest
desire zhat it should e. Teachers are interested and by
the time this reaches Jaleo I wguld have guven my first
clagses in New York =g Same teachers there who wish tag leagn
it. Several teachers wha saw it demonstrated at qur Octgasr
performarces became veky interested and are now studying it.
Hewsver, 1t must be remembered that ic is a very exacting
course fer botk the teacker ard the pupil. We watched the
standard of Span.sh dance in South Afriza blossom, when it
Zame 1intY nationwide use.

It ja very exciting to find such amn interest in Spanish
dance here and I lggx forward ko meeting everyone who shares
=his interest. I have already visited Chiragq, where I was
invited by Vicrgrio Korjahn, wng had zgqme to 5es gur per-
Zormance in Washington. I enjgyed very nuch the perfcremance
he Aid with Libby ¥omaike Fleming and her compacy. My
discussivrs with them afterward were most stimulating, and
I enjoved the fact that she did not just show flamencwo, but
alsc otker aspects of Spanish dance, giving her pupils a
verpy z9lid foundatign.

Paula Durbin really made gne sorry te have missed the
classes in Sitges, Spaik. I have & Student in Rome who
reqularly attends these courses. The pupils from Sweden whg
attended are students [and naw teachers themselves) of my
friend Barbrg-Thiel Cramér, whg is now semi-retired, but has
done an excellent jgb in Stockholm. When I lived there she
invited me to join her, which I did until we left that
beautiful civy. The Sitges cqurse scunded like a gathering
of the clans, reedes and Albano's wgrk can be Sfound
ircorporated in our syllabus. Mercedes is an excellent
teacher ard choreographer and has the fine cld style of
flamenco. Recently in Madrid I saw a dancer :n Café de
Zhinitas who stood put fram the others whose dance was
beautifully constructed. I fel:t sure she was a pupll of
Merzedes -- and this was later cognfirmed. I cuecked what wa
ware dging with the Escuela Boleras syllabus, with Zloy
Pericet, another c¢f the Sitges teachers. Me is most knowl-
edgeahle and learned it all from his grandfather.

Durbin picka qut José Antonia Ruiz fram the Ballet
Tspancl de Madrid and rightiy so. He i5 a superb artist in
all forms af Spanish dance and was principal dancer with
Baile Nacional in Madrid when Gades was Director. 1 had the
pleasure of having aim in one of =y ballets in South Africa
and hopo gne day to bring out Antonio and his wife Lulsa
Aranda to dance here. We recently had a reunion in Madrid,
celebrating with & five-hour luncn! As Curbip said, she kad
to pick his name from among the artists -- thege 15 true
humility. I am sending him a copy of the article.

Marina Keet {(Mrs. M. GEut)
Washington, D.C.

FLAMENCO DANCE SYLLABUS?

Cear Editor:

Jefgre time passes until the next Jaleo comes out, I must
tell you how excited I was to See my article printed in the
November 1ss5ue. Hopefully, it will get sSame interest in the
writing of a new and complete syllabus, a bible, so to speak,
far flamenca dance, a5 =ell as stgp the wasteful filing of
ertertaining and fun-filled "free style flamenecg™ under
“Spanish dance,™ fgr fear of being "panned in Igstan.”

& committee to sgrt out ard put together would be neces-
sary, but the members cquld do the actual writing by send-
ing in material, which could be published each monch in
Jaleo for criticism ar appraval. (If it taak a year or so,
it would still be worth it.} I'd be willing to bet mwoney
that Dance Masters of America, and gther organizatigns,
wonld adopt it ard write their test fgf flamenco tedachers
fram it. The good that would came with such a syliabus --
the dance teacher would kave a complete and up-to-date
book of reference, ngt sa mech for learning (which must
come fram studying with a good teacher), but for remembering
or reminding as well as szeaking the same language. Course,
if the members are not for such a great urcerteking as this
At this time, best not to pursae it any furtker, but allow
andther ordanization <o do it.

Jimmie Crowell
Dklahoma City, CK

PUNTO DE VISTA

LIFE STYLE DUES OR LIFE STYLE BLUES?

Every generatign gf every givilized gulture has had ther.
They are a verv disturbing element tg those whg don't under-
stand ther. Their names? Bohemians, the leost generation,
beatniks, subterraneans, heaven's minstrels, wandering
schglars, hippies, hcbes, bume, Tlamences, and of gqurse,
the perennial 4ypsies {all gyps:ies are not necessarily
flamencos, nor are all flamencgs gypsies]. Thers are many
other names, given to these life styles, out thers is arn
urderlying theme present in the conscious {(gr unconsciqus)
philosgphy of them all: the refusal to accept civilized (?)
sgrieties’ established success valwes. They always represent
a small portion of the particular society te which they be-
lang. But, if pne were tov consider the "cluset Bohemian®
[those who secretly envy and support those gf this particu-
lar persuasien, but feel oblidations that preclude joining
them), the percentage swells, until most of those who are
left are not very exciting to be arocuné (e.q., redpecks,
three piece suiters, ivy leaguers, preppies, etc.}. When
vne c¢losely eXamines the artifacts that are treasured from
ancient civilizations, it isn't their bapking practices gr
their status symbols. [t is overwhelmingly their art, music,
and philwsophical meanderings. These items are rarely
created by persons enslaved to the success syndrome, This
is ngt tc say that there is something wrqng with becpming
rich frum cultural endeavers, but that it is a rare sooue-
gence and, in most cases, a residual effect resulting from
4 person's true goals.

In any case, I suppgse those hardy souls still with me
are wondering if there is a paint tc be made here, or if
this is just the ravings gf ane whg has beer lang exposed tg
lgw radiation emanativns fegr computer termirals. The truth
15, I began giving serious cansideration to this subject
abqut a year and a half agg while sitfing 1in a warm bug or a
cgld rainy day in Granada. I was watching an old gypsy
hawking tourist tays. His teeth were bad and probably hurt
him. He was there at least as long as an average wgrk day
and was not having mack luck. I begain thinking about his
life style versus mine. I work a steady job for eight hqurs
a day doing intellectually satisfving work. After I have
paid these "dues." I gc¢ home to camfortable privacy for the
remaining sixteen hgques. I think what I want and preczty
much dg wha+t I want. If my testh bhurt, I heve dertal cover-
age. I don't s5pend even fiwve minutes a day woreying or
placning tg be certain that I will hawve gomething tc eat. In
2 few more years, I will be able tov retire and will have the
whale twerky-<{our hour day to do what I want. Who is the
happiee? This guestion isn't rhetorical. 1I'm really not
sure, and I'm rertairly not trying ro be smug. I can only
say that in my peEesent situation, I'm not ready to trade
places witn the old gypsy. Hawever, this is nat to say with
any certajnty that he is not more content, Whg decides? One
thing is certalin...whether a closet Bohemian or totally ogm-
mitted, these life style values are deeply seated among
those who embrace them, as the following quates testify:

Donn ohren qugting a gypSy in his bgok El Arte Flamenco:
"I have no desire tg gwn a hoguse or a car, E;-ta 3o to work
every day like a half prain. It seems o me that the pavo
(nan-gypsy)! works all of his 1ife for thinds that he does
nct really wankt or need. He sits in a closed gffice dream-
ing of gpen fields ant mounta:ins and baaches and, when he
finally is allowed a vacation he travels to a resort area,
mills with pegole and pushes his way arqund for two weeks
and spends his savings., He lives in fear and anxiety of his
employer, a possible depression or war, old age, and 2
thousand other things either completely beyond his control
or ngt worth the effgros. Bur we, in gur simple existence.
have everything we need to be happy. I have a wanderful,
talented family. If we feel like spending the summer gn &
beack or ir a mountain fgrest. we dg sg. We have friepds
and relatives in all parts of Spain. OFf course thage age
hardships -- the rain and the cold, occasianal nunger -- Tut



JALEQ - JANUARY 1983

PAGE ?-

the life of no one is perfect. En fin, as long as we are
left along, we can't ask for anything more. Yeu look like
vou understand what T am crying to say. Verdadr?”

Donr Pohren replies, "Yes, I'm afraid I ds, only too
clearly. That's the preoblem.” He goes on to state, "The
cencepts and fdevelopments of progress are incomprenensible
tc them. They scerr the rat race and its participants.”

L&}

Goldmund t¢ his arr teacher in Herman Hesse's Narcissus
and 5oldmund: "I don't want to earn money and become like
sther artistans, [ want to live and rocam, to “eel sSummer
and winter, eXperience the world, taste its heauty and its
horrors. I want to suffer hunger and thirst, and to rid and
purge myself of all I have lived and learrnsd here with you.
one day I would like to make something as heautiful and
deeply moving a2s your Madonna...but I don't want to hecome
like you and lead your kind of life!”

ek

Benry David Thoreau in Walden Pond: "I had three pieces
oI limestone on my degk, but I was terrified to find that
they required to be dusted daily, when the furniture of my
mind was all undusted still, and I threw them out the window
in disgust.”

Aok

From Jon Gypsy, by Walter Starkie: “They wander aimlessly
through our world, clinging desperately to their primitive
notiona cf independence and self-sufficiency...all places
are the same to them,..heds =f rivers, mountain lairs, or
zaves, provided they can kBep on theiy roaming way."

A

Trom Magister Lud, by Herman ldesse; "He loved nothing Dut
his freedom, his perpetual student status, and preferred
soending his whoale )life as the unpredictable and cbstinate
loner, the gifted fool and nihilist. to followlng the path
of suborciration to the hierarchy and thus attaining peace.
He cared rething for peace, had no regard for the hierarchy,
nardly mindsd reproof and iselation. Certainly he was a
most. irconvenient and indigestible comporent in a commnity
whose idea was harmony and crderliness. But because of this
very troublesomensess and indigestibility he was, in the
migst of such a limpid and prearranged littlw world, a con-
stant source of vital unrest, a reproach, ap admonition and
warning, a Spur to new, 2old, ferbidden, intreapid ideas, an
unruly, stubborn sheep in the herd, and to zur micd, this
was the wery reason his friend cherished nim."

LR R d

From Hovum Organum, by 3ir Prancis Bacon: "Think £irst
about the g9od things of the mind, and the rest will either
be supplied or their loss will not ba felr."

EE &4

From Big Sur apd the Dranges of Hieromymous 3osch, by

Henry Miller: "A man with talent has to make nis living on
the side or dc his creative work on the side. & difficult
cholce. He will gensrally be looked upon as strange of
different. and indeed he will be, of course, since what
makes him tick is that mystericus element "X which his
fellcwman seems so well abkle to do without, Moregver, if he
is an artist, he will bpe compellsd te make sacrifices which

worldly geople find absurd and unnecessary.”
LA

Yow before we all sling cur shovels into the air and rush
headlong =o frolic among the flowers, letr e offer at least
one mworsel of sobering food for thought in dafense of
advanced civilization: .

From, U.S. Wews and World Report, April, 1382: "rhings
are lookzng up on . on the health scene. Cnildhoed diseases are
dewn dramatically. Take measles, for example. By october,
it snould be completely sradicated in this country. In the
early 1960's, 4E5,C00 cases turned up, 421 deaths. Smallpox
already is gone. QOiptheria tooc. AT the turn of the century,
it was sne of the leading causes of children's deaths. Last
year it caused one death, WNext candidates for extinction in
five years ar so,..qumps, rubella, Alss, over the winter,
the number of flu cases dropped sharply frem last year.
Shots worked, and no new viral strains appeared in the
counkry.”

I'm glad somebody is watching the store, aren't ybou?

Ron Spatz
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MANUEL DE LOS SANTOS "AGUJETAS,"
WITH GUALBERTQ

This is ane of Agqujeras® most interesting reconrdings,
since it mixes traditional flamenco with sitar on every
track. Actually the official title of the record is
"Gualbertc ¥ Agu]etas,“ first hilling going wo the sitarist
Gualberto Garcia. The album cover has a photo of both men's
faces anc 2 sitar. The guitarist who accompanies on svery
cante is Antonic Madigan.

"Verdelaga” is the cpening number, a huleria. Immediately
one notices the sitar's presence and, at that poinr, decides
whether the record is worthy. Let's wait until the whale
recerd is over to make value judgments, if at all. The
longest cante is the seven minute Siguiriya, entitlad Al
Moro Me Iria.” Agujetas is very emotiopal in his siguiriva;
he may be, along with Chocolate, the most emotional living
interpreter of this cante. The fandango is sung in the
style of Gorditc De Trianma and accompanied with the standard
Nifio Ricardo type cuitar embellishments. The cante is
called hy its "letra": "Que La Ensenara A Querer.”

Side twe opens with "Qué ES Aquells Que Relure” (tangas).
This is followed by "Como Tengu A Ni Padre," another
siguiriya. The album closes with "No Hay Hombre Qus La
Sujete,” another bulerfa.

I thoroughly enjoyed this record and gaive it a good
recommendation. If you feel that you must have it for your
callection, try writing o Movieplay at the address given on
the jacket: Movieplay, Tierra De Barros, 4 — roligono
Industrial De Coslada, Madrid, Spain.

—Guillermo salazar

— e ———

JALEQ THANKS THE FOLLOWING CONTRIBUTORS:

Antonic David -
Robert Dwyer -

. .
biﬁ%aﬂggrggfr161— Gift Subscription

2 GLft Subscriptions
1
1
Pichard Kurth - 1 Gift Subscription
2
2

Subscription

Raquel 3Scheler - 2 Gift Subscriptions
Katina Vrinos - 2 Gift Subsecriptions

THIS SPACE RESERVED
FOR YOUR CARD-SIZE AD
SPECIAL OFFER
$10 FOR I MONTH - $25 FOR 3 MONTHS

PRICE APPLIES T PHOTD READY ADS
(ONE TIME $5.00 FEE IF AC DESIGN IS REQUESTED)










PAGE 10

JALEC - JANUARY 1983

ENRIQUE: 1've done it, but I'm not a soecialist for that. But
I like it:; I've sung for some fine dancers,

A long conversation followed, in which we discussed
roncursos de cante, and the general inCompetencze of the
judges. Both Paco and Enrique said that many of the judges
"learned from books," for the general “desgracia" of the
contests. Later, the subject turned towards gypsies and
gypsy flamenco,

JALEO: You know, lots of times, in the Plaza Alta in Badajoz,
we've Neard gypPsy kids 8 and % years old who sing and play
gome of the finest pulerias we've hearad,

ENRIQUE: Well hgre in Badajor is where you find the best
tangos in Spain -- in hndalucia or anywhere -- the best
tangos are in Badajoz, and in Granada they also aing tangos
very well. What do you think, Faco?

PACO: They do it really well there [in Badajoz].

ENRIQUE: It's from that part. That branch [of flamenco] is
from there, and js the best, at least for me.

JALEO: EveryY region has its apeclalty.

ENRIQUE: That's it.

Suddenly it was time for them to go to the rehearsal.
Although both Faco en2 Enrique said they enjoyed performing
in the play, they weren't very excited about going to the
rehearsal because, as they put it, "these actors are too
formal and, in general, too weird.” We had the "pentltima"
{you never have the Cltima, the last drink, in Spain) and
said goodbye in the shadow o7 the Roman walls of Mérida.

L B B

A FLAMENCO WHO SINGS WITH VERSES OF SOPHOCLES

ENRIQUE MORENTE IN OEDIPUS REX

[from: Hoy, July 19, 1982; sent by Brad Elanchard; trans-
lated hy Paco Bevillal

Something that ghocks you at first in "The Myth of Cedipus
Rex" and, as the work progreases, becomes more understandable,
is the predence of a flamenco cantadr, one of the newest
cantanres and, at the came time, one of the most traditional,
Enrjque Morente. Amid applauses from Some and criticism by
others, Enrigue Morente gives the work an “"aire" of “guejio”
{wailing lament} with his woice, an explosion of notes that
sometimes comes through the miecrophone and, cther times is
heard coming directly from his lungs. 2 claseic text,
adapted by a clagsaicist, for one who is beginning toc be an
important figure in one of our Lmportant song forms,
flamencao.

"The fact that I arm here," affirms Enrique Morente, “"was
one of thase chance happenings i life. I always admired
the work of José Luis GSmez. He is a friend of a friend of
mine =- a painter named Alexanco. José Luis teld my friend
that he had the idea of putting a flamenco cantaor into the
work, as a Counterpoint to the Byzantine mueic. He proposed
the idea to me and it seemed to me that it would be a beauti-
ful sxperience, That is how it came up.”

The surprise that the audience feels on seeing Enrique
Morente is explained this way by him, "In the beginning, it
cauges some SUrprise; but [ am the kind of cantaor who is
always mixed vp in something unusual; I am always doing some-
thing different. At the same time, I love the classical
flamence, the “cante bueno de siempre.”

The joy of Enrique Morente can be Seen each evening, ic
Epite of the tension that he has to maintain throughout the
shiw.  "For me,™ he says, "it i1s something to be proued of to
work with this company. It was a challenge in the beginning
for a flamenco cantacr to pe here ‘pegando tiros' anéd inte-
grate himself withcut running everything."

This is5 the first time that Enrigu® Morente has visited
Mérida. ™At first I was turned off when I arrived here and
saw these ruins. I asked myself, 'How can <hey do theater
here when everything is falling apart?’ Broken columns,
seatg falling apart, andé all the rest. Little by little I
Degan to grasp it and finally convinced myself that it is a
true marvel. Later, I realized that the scoustics are
unigue; I don't know of any theater, open or enclosed, that

has such perfect acoustics. Ir reality, there is no neeé for
a micropbone, but you have to work with the musi¢ and balance
the voices.”

Such have been his impressions of these anrienc, yet for-
ever young, Romar rwins, that he is tempted To come to sing,
to give a2 flamenco recital without a microphone. "It would
be a dream, one of the most beautiful things in my careerl!”

Flamenco music offers this work, according to the cantaor,
the expression of the southern part of Spain. It is an
encounter of "gquejios® and enigmas that can be seen to be
ralated,. "When I heard the music of Chistodoulos Halaris," he
continues, "I saw immediarely that I could sing it and
exprees myself with it. Flamenco, to me, id a mixture of the
masic of all of the peoples who have passed through Spain --
Greeks, Arabs, Jews, and others. It would be the same if we
were doing an Arabic theater work; flamenco would be presant,
since, in the moment where there is genuine 'quelio,' there
should be flamenco."

The work "The Myth of Cadipus Rex" will be performed in
moat. perts of Spain, as well &s in countries like Italy,
Greace, and gthers. EnTigque Morsnte will spand the summer
with the company, "Las galas [festivales] of this summer, I
bave had o miss. This summer it plepases me t0 continuse with
the company. Later, I «will begin to prepare My new record
and next year I will retorn £o0 again sing my cantes por
soled, siquiriyas, fandangos, or alegrfas. Then, I will have
fad a new experience which I believe has been pogitive. When-
gver one becomes involved with a different world —— without
forgetting your own —- and does it in order to }earn, Yeu
acyuire new tonalities, new shadings. With José Luis Gémez,
vou always learn; he is a man who works hard and knows what
he is coing."

Between the hard life of the galas of flamenco and per~
forming in the theater, Enrique Morente has nc real prefer-
ence. "Both thifgs are hard. The flamanco auvdience is much
like that of the bullfights, muy bravig [probably means “"but-
spoken and demanding”). The audience in the theater is more
friendly and, if they don't like something, they just don't
applaud and that's it. In Flamencs, they don't forgive pour
mistakes and, if you do things well, they praise you far too
excessively."®

Without the music, Enrique Morente defines "Oedipus Rex"
as a marvelous chow. It was somewhat daring to put this type
of music inkp it, according to him.

On the street, this man is recognized by many flamence
aficionados. "The other day, a man told me that he had gone
to see me and I hadn't sung por fandangeos. H2 wanted to hear
me sing por fandangos and, if I would do it one night, he
would come to see me. So I arranged to meet him in the
dreseing room and, thera, I had to 'entonarle algunas
eocplillas' {sing him a few little coplas].”

Faco Corrés and Albertico are the guirarists who accompany
Enrique Moremte each night. "We are havirg a good time here
in Mérida,™ affirms the cantacr, "I hope they Ieceive ua
equally well in all of the places we go!”

e R e —
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THE FLAMENCO SCENE IN NEW YORK
IN THE FORTIES

by Charles Teetor

Forty years ago I discovered flamenco in, of all plages,
5t, Louis, Missouri. The experience wasz 50 exciting that
gven now my pulse guickens to think of it. I was a pre-
vincial boy from Indiana with absglutely nc Spanish, Gypsy
ar even Mediterranean blood in my background. My only
exposure kS anything fareigrn had been one year of high
&chool Spanish, a modest exposure at bast.

It all started one rainy night in January, 1943, when,
with nothing to do, I found myself standing in frgnt of the
gt. Louis Concert Hall., The posters proclaimed Carmen hmaya
and her cgmpany would perform in a few minutes. I bought a
ticket. The rnext four hgurs changed my life.

It is impossible to explain to a non-believer the
euphcria that Carmen and her campany produced ic me thatg
gvening. Looking back, it may have been cne gf the best all
flamenco touring companies. In additign to the sizeable
Amaya family, the company contained the best Spain had tg
offer. It had all been packaged by Sol Hurok, who knew how
to package a dance company. CUostumes, orchestra, scenery
and staging were of a scale that we dg not see today. When
the curtain finally fell, I refused tg let go gf the Spell
the Amayas had woven, For the first (but ngt the last) time
in my life, I fgund the stage door and waited. I simply had
to see thase magic pecple again.

The first two artists tg come out were Antonic Tri2na and
Sabicas. It was Fate that made them ask me where tg get’a
taxi to the railroad station. In my high schggl Spanish, I
replied thst it was only a two-black walk amd that I would
gladly guide them. By the time we arrived at the station we
were sufficiently acquainted that they asked me Lo come in
far & cgffee. Within a few minutes the entire company had
gathered in the Fred Harvey lunchroom waiting for the mid-
night train to Chicago. The war was on and transportation
was difficult. To my everlasting joy the tcain was two
hours late, ODuring that two hours I disceovercd several
interesting things. First, and most important, was thag
true flamenccs are exhilarated but constrained by stage
perfarmances and fraguently can't wait wo get off stage and
start performing “"free form." The tile floor gf the lunch-
room and the marnle-topped tables perhaps were sgmewhat
reminiscent gf the cafes of Andalucia and, while waiting for
that train, I experienced my first juerga. Sabicas' guitar
came out, the girls sang, and there was much knuckIing of
the tables. Antonio Triana was an electric spark that ugt
everything and everybody going. Such was the magic =f the
moment that, when the crain finally arrived, they asked me
to come with them to Chicago. Tg my everlasting discredit,
I let my gense gf respansibility prevail. Their final words
ir parting were, "Cgme see us in Hew Ygrk.-*

By the time the College term had ended some months larer,,
1 had acquired the gnly twe phonograph records of Spanich
quitar fqr sale in the United States at that time. One was
Segovia's "Tales of the Alhambra" ["Recuerdos de la
Alhambra®2?) and the other a bulerias by Carlos Montoya. I
had alse learned to tell the difference. RArmed¢ with thisg
knowledge, I entrained far Hew York City. By great good
luck, the train peused in Mewark and two Latin tvpes got gn.
I asked them if they knew where I could find Carmen Amaya.
They had ngt heard of her, but by a quirk of chance they
kraw ol a zafe on 52nd Street where Spanisn entertainers
sonetimes gathered. It was named E1 Flamenco, I went there
directly and was ngt disappointed. Around 2:00 A.M., in
drifred some memiers cf the hAmaya company. They were Kind
encugh £2 pretend they remembered me from St. Louis. In
retrgspect, I think this was the ultimate kindness. While
there was no juerga that evening, I did firé that the
Amaya company had & full winter's engagement at a Times
Square nignt club called La Conga [Times Sguare was dA-f-
ferent then). I alsp found that there were a pumber of
ather ¢lubs in Hew York tha: featured flamenco shows. The
Havana Madrid, which catered to a cafe society crowd,

Chateau Madrid, El Chico in Greenwich Village, and La Canga
with the Amayas.

I went to &ll gf the clubs, but the pbvigus chgice was
the Amayas, Between the shows the action wag in trme dress-
ing rooms. Wher it is too cold wo go out fgr a walk, what
do flamencgs do betweer shows? They play and sing and smoke
and tell jokes. Carmen’'s father Jose dominated the group.
He was dictaterial, ngt ocly in what and how they performed,
but alsg, in the case of the girls, «wo they talked to.
Carmen seemed to treat him with grear respect but went her
gwn wiay. The two younger sisters, Leongr and Antonia were
an a tight rein and, generally, after performances, were
escarted back to the bragwnstone house they renteg in the
West Fgrties. There were gther younger children there but I
was never clear aa tg their relatignship. It seemed to be
very much what we ngw call an “exterded family._“

The rest of the company, which included Sabicasg and
Triana, Carmen's brother Paco, the talented piang accom-
panist, Alberto de Lima, and & beautiful dancer, Gleria
3elmonte, would make the rgunds. There were several zafes
full of aficignadgs, Dut the bast of all was always EI

Flamenco. Many were the all-night juergas held there with
~his crowd. within a week I had decided to becoms a
flamenco., I bouwght a Tatay guitar at the 50anisgh Music

Center on 44th Street, where Gabriel Olier hald cgqurt and
sgld just about anything that was Spanish, a& well as
published music and acting as impressarig for most of what
was gging on in Spanish. I also bought a year's supply of
qut strings (nylon strings has not yecr been invented) and
somebody showed Ze how to play a couple of variacigns.
shortly after that, I joined the Marines and tock my Tatay
off to the war, during which Eume it accompanied a million
vergses of "You Are My Sunshine.™

It was about fgur years later, or 946, that I next heard
a flamence rhythm., I had returned tg Mew York to seriqusly
study quitar and hopefully become a prafessigpal. I had, .
with great difficulty, obrained a visa for 3pain, "ut was
unable btg arrange cransportation gr finances -- ,1've for-
gotten which., I should add ther my career ended several
years later when a kindly teacher told me 1 was sadly
dsficzent in talent and should stick tg belng an aficianado.
I took his advice.

5t£ili, ¥ew York in the forties was a wonderful place tog
be. This was the year Rosarig and Antonig played the Roxy
Theatar. The Roxy was secand in the land only tg Radig City
Music Hall. It was & gigantic palace, seating thagusands,
with a huge moving stage and even more lavish productions.
Antonig gave them a Spanish show calculated tg appeal tg all
ard to run Fgr years. It almost did. As with the Amava
compary, the best shows were in the dressibg rgoms. Antanio
alternated with a mowie and, since thore were five shows a
day, there were four intervals a day in the dresaing rooms.
mrnd, the Roxy had dressing rgoms big enough ts hold a
juerga,

It wax there that I met Jeronimo Villaring, He worked
with Antonig for many yvears. He was one gf the kindest and
most cansiderate gentlemean I have ever known. Ng matter

when, he was never tgg tired to open his guitar case and
acCampany whoever asked. He shared his art with everygna.
He alsg introduced me tg New York's gnly Spahish guiter
teacher, Fidel Zabal. Fidal worked full-time fqr the
telephone company and gave lessons at night im either
flamenco or ciassical. Just abour everyone who studied
Qultar irn New York knew Fidel. Many years larer, Tidel
developed a2 terminal illness. This was before Medicada and
he had ng insurance. The Suitar Soclety organized a benefit
cgncert with all the proceeds to Fidel. It was a tremendous
success and eased Fidel's final months.

Several years later while liwing in San Jogg, Cgsta Rica,
I met Villarino again. Tha Bosarig and Antonio COMpAnY were
scheduled co perform, but it seaems that there was come mix-
up in the hotel reservaticns. When I found out, I was able
tg prevail on the residents of my pension tg dguble up and
give Our rgoms TO the company. My zramises that there would
be juergas were more than fulfilied. angther merber of this
compary was the beaurifel and exciting dancer, Pilar Gémez,
with whom, of course, I feii madly in love. 3ut it was hor
to be. EHer mother always travelled with her. Things were
d.ff=rent ther.

Several years later, in 1948, I returned to Hew Yark as
a permanent resident. I brought with me a bride of two
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wezks who had never heard the word flamencg. On our Firsc
night in the city we went to the cafe E1 Flamenca, It was
5till on West SZnd Street -- at that time composed entirely
of zarxs and night clubs. El Plamenca was not one of the
more famous., Actually, it was located upsStairs owver the
Hohg News, a wingr publicatign of the day. To reach El
Flamenco, one ascended a lang Flight of nat particularly
well-1lit stairs and entered a room that was campletely nan-
descript. Since it was the juerga center of Hew York far
many years, it deserves some elaboration, Therxe was na
atmosphere to help create mood. No paintings graced the
walls -— ngt even photos of the famous. As I remember, the
predominant colar was ochre yellow, put wouldn't bet on it.
There were about ten tables, which in the earlier days had
tablecloths, but in later days did not. Acrgss one end of
the room was a gigantic window looking down on 52nd Street.
In summer this was cpen for there was no air-canditioning.
Dividing the room was a lattice screen with, I think, some
fake ivy entwined. BEehind the screen was the kitchen frem
which came New York's most famsug paellas. There was one
waiter and ane cook. Against the wall opposite the kitchen
were bwo boaths for faur pesrsons each. One was permanently
accupled by the venerable patron -- pone gther than the
famous baiiaor, Juan Martinez, whg hy this time was old and
grizzled. He was short and stocky, had a very large head
and a dour personality. He certainly was nat the genial
host. When juergas develaped, as they often did, it was in
spite of "El Parron." In fact, he seemed constantly worried
that performing customers might get him ih trouble with the
autharities. Haw, I tannot imagine.
the folklore of hig cities.

Every moment the cafe was open, Juan Martinez was <here.
And, beside him every moment was his young, beautiful, and
exotic wife. It was said that she had bheen his last dancing
partner. He was very passessive toward her, and with very
good reason, for everyane who entered felt compelled to
flirc with her.

In the many years I frequented E1 Flamenca, I never saw
ar heard of Juan Martinez dancing. Om rare occasSians he
would play the quitar to accompany one of his Eriends, but
never fgr the entertainment of the dinegs. He did keep
several old guitars behind the bar, which he would pass gut
to good customers. However, the more knawledgeable per-
formers usually brought their own,

I remember one winter with nostalgia. It was near the
end of the erz and El Flamenco had what appeared to he
permanent guests in the persgns of Sarita and ner husband,
whose charm will live farever. Sarita's husband welcomed
all at the door, took orders, poured wine and danced an any
and all occasians. We marveled at Barita's wvirtuosity with
the guitar and, together, they overcame old Juan's fear of
police raids. Juergas oroliferated. It was like the old
days when the Amayas were in town.

About that <ime there began a true renaissance of the
guitar in America, The driving force was a successful
illustrator and artist named Vladimir Poabri. He, together
with several friends, one of whom was Segovia, faunded the
Classical Suitar Society and irs publication, the Guitar
Review. Bobri was able ta involve many of his friends from
the art world in his projects and, as a result, not a few of
the Society's leaders turned out %0 be Famous commercial
artists. While this may not have added greatly to the
quality of a concert, it dié prowvide the mechanics tg pro-
duce a magazine that has consistently won international
2rizes for graphic arts. It is 5till published on occasion
and is stili a work of art.

Alsa, about this time, Vicente Gdmez opened his sophis-
ticated club, Za Zambra, just dawn 5Znd Street from Ei
Flamenca. Unlike Martinez's cafe, it catered to ar elite
clientele, With a master stroke gf diplomacy, Gomez made a
deal with Bobri. pobri would organize his professional
artist frierds to decorate the interior cf lLa Zambra in
exchange foar permission for the Guitar Sgoiety to use the
club far meetings or the nights it was clgsed. For years,
the arrangement worked beautifully. Pobri designed a ciub
ol exguisite taste and ambience and, over gne long weekend,
brought ir his frisnde to execute the work. Involwved in the
project were Gregery de Allezio and his wife, Zllen Terry,
Grisha Dotzenkc and many cthers. I am tgld that Zllen's
cartocns in the Zadies' racm were classics.

The atmcsphere at La Zambra was alweys more “classical!

Parhaps it was part of

than "flamenco." Vicente Gémez had spent a lifetime playirg
1o cabarer crowds who shguted inanifies gwer his delicate
mucic. Once he was in cormand, he would have ng mare of it.
Wnen he stepped gnra the stage, all drink service ceasec and
anyone who preferred to talk was asked tg leave. Predic-
tably, the club did not appeal tc¢ the normal cacktail and
night club Trowd. There were, howsver, sufficient aficig-
nados irn Wew York to suppoart Vicente's clazsizal mood and
the club was successful For many years. Eventually it
closed and Vicente moved to Los Angeles and gpened his
school of Spanish studies, which we in Kew York heard had a
large fallowing gf movie stars. MNot long after that, the
city demolishers arrived and the entire area was destroyed
to make way for skyscraper hotels.

During the fifties in Wew York, thare wae a constant
stream of fine dance companies that came from 5pain.
Escudera, though a very ©ld man, brought a brilliant company
and amazed us all by playing his fingernaile like castanets.
Luisilla gave us a seaSan wall worthwhile and, af caurse,
there was José Greco. Interspersed with these grand com-
ranies were small graups of performers wha had attrected the
attentian of Radio Sevilla and a sponsor. They usually
ended up an the E@ Sellivan Show and then hung argund Mew
¥ark until the money rar out, whereupon they would seil
their guitar:s and castumes and return —a Spain. Once, in
Granada, befare they moved the gypsies cut of the caves and
intg housing projects, I met a mmber of fellows who had
made this trig.

Perhaps ane of the high peaks of Flamenco in Hew York was
during the Warld's Fair af 1963/64. AL this event, the
Spanish Pavillion was the unguesticned stay of the Fair. at
the Pavillion there was a simulated bodega with more or less
continuous Flamenco. The 5panish govegnment assigned the
responsibility of producing the bodega show to a gentlemar
whose name I have forgatten, but who, for many years, was
the owner of La Eambra in Madrid, which as everyons Rnows
was the best place to find the pure and clagsical Flamenco.
His great star was Rosa Duran, whc appeared Several weeks a:
the Warld's Fair. The campanies wers rotated every two
weeks or so, and a friand af nine was luckvy enaugh to he ecn
an Iberian flight taking ane company home. He said it was
stupendous. By 1965, most af the famous Spanish cluks had
folded -~ the Havana Madrid, El Chico, La Conga, and gthegs.
How only Chateau Madrid remains to continue ta this day, but
...with a heavy accent an La salsa. '

T fear that the era of the ethn:c restaurant/night club
with music and flgor shows has ended, a wvictim of high costs
and T¥. I can remembper when 86th 3treat offered four
regtaurants where one oould hear Viennsse ogperetta inter-
spersed with zither background; down 2nd Avenue in the )
seventies were half a dozen Hungarian places, all with gypsy
orchestras. In Russian restdurants, cassacks danced with
Ilaming swords and threw knives with their teeth, inhumer-~
able Greek places aiternated belly dancers with crockery
hreaking, ard, of course, there were the flamencos, That is
why it is such good news to hear in your magazine that young
performers are finding a resdy audience in the hinterlands
and on the ccllege campuses. Flamenco iz one of the truly
great folk musics and hopefully will be preserved Forewver by
thase who, “ike me, became intoxicated by it, but who,
anlike me, had tbe talent recassary to perform it. Keep
that light surning so that my children and my children's
children wiil know the €acitement I have known.
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Ther., unexpectedly, came the break-up. Ngbody could have
imagined that Mancle Caracel and Ieola Flores would separate,
cut the unforeseeable occurred in 1952, The artist from
Jerez wanted tc go to America, while the Sevillan cantaor
refused to ieave Spair. Durinc the six months that it took
Lola to finalize her plans, Manolo prepared his daughter, z
young girl of fifteen, te work with him artistzcally. Luisa
was the creator of "Pena, penita” and "Limosna de amores"
[very famous pop songsj. The first show in which the young
artist appeared was called "La Copla Nueva." The unusual
expectation surrounding <he debut gave way tog a thundercus
and endless applause at the finish. Luisa Orrtega sang
marvelously, while Manols Caracol acogmpanied the dance af
Pacita Tomds, singing a very successful zambra, "Ry, mi
Candelaria. ™

1n 1957, arturo Pavon apreared on the scene. Luisa
Albéniz, Arture's mother, was teaching dance t» LUisa Ortega.
The anncuncement of the wedding was nct expected. Manalc
Caraccl was very upset. Another link in his artistic career
had been broken and he saw that it would be necessary to
start over again. The anger penetrated deeply and ne didn't
atterd the wedding ceremony.

Pilar Lipez invited Manclo to g0 to America with her
zempany.  Upon ceturcing to Madrid, tiwey were presenced in
the Teatrc Caiderdn, with the money from ticket sales going
tg the 3Zpapish Cancer Associatioh.

L short time later, Manolo Carmcel becams i1l and con=-
sidered retiring permanantly from the wirld of stace lights.
In an attempt to not remowa Bimealf too far from the cante,
he decided o open a tablao. In the tablac he performed
sporadically ~- wo the satisfaction of the zconnoisseurs of
#lamenco who could hear once more that frighrtful. anguished
and heart-rending voice.

The last vears of his life were passed by ¥Manolo in his
luxerious chalet, "Villa Abuela Luisa," that was built four-
teen kilometers ‘rom Madrid amnd dedicated te his wife who,
unfartunately, died before the construction was finished.

The =u:lding, with mors than 1500 square meters, was
surrounded by spacious gardens containing a magnificent
awimming zool. Manolo Caracel shared the living space with
4is daughter, Luisa, Arturo Paven, and their children. His
life was tranguil and private. DJecly gccasicnally 4id he go
z¢ his tablao, "Los Canagtargs," on Calle Barbieri. Ee liked
o walk through tha gardans*of his home, watching his grand-
childven playing happily and contentedly, or take a dip ie
the pool.

I 1972, Mancls Caracol calabrated the golden anniversacy
=T his preofessiconal career. Simultanegusly, new reccrds of
kis were released 49 a forw of symbolic farewell to the
zante. amono the many dlarinctions awarded ko Manola Caraccl
was the "Cruz de Cabaliers de la ordén de lsabel la
Tatslica,” giver ta him for embodying, in all its purity. the
ncble and popular art of flamenco, both within and gubside of
Span.

vanuel Jrtega Juarez, known in the world of showbusiness
as Mapcle Caraccl. died on the night of Pebruary 24, 1973,
when nis autecmebile crashked intg a pos= on the La Coruna
nighway near Fuentas de los Franceses. Within a few hours of
the accident, as scen as the lecal formalities were completed,
iz zody was instaliled in the "capilla ardiente" in his hame,
tne nome he had l=2ft moments befere suffering the mortal
accident an the way to the tablas, "Los Canasteros.”

ane ngur sefere the funeral processicn deparzed. the
zhalet was comoletely surrcunded by automoBiles and Iriends
and admirers of tne deceased zaptaor were Arriving LOn-~5Top.
zopular figares in Sullfighting and shkowbusiness ~- werlds te
which the artistic genius was tied professignally oy by
Famiily and aficidn ~- made their appsarances. Moments befere
-he burial, the rosary was sald and the priest offered the
esponsory for the dead. Around tae cpffin was his family,
composed of his children, Luisa, Enriqua, Lala, and ¥anuela,
his sens and daughters-in-law, Lrturg Pavén, Maruja Basza and
Jose Sanchez, and his grandchildren, 3oraya, Yasmina,
Esmeralda, Salomé, Giowvanna, Jordana, Manolc, Enrique, José,
arc Manuel.

Marolo Caracol. with his ancient gypsy and A&ndalucian
xeowledos, reposes in the Cemetarir de la almudena, in the
tomb of the Ortega family.

2 2 ¥

MANOLO CARACOL: HIS CANTE

[from: Los Payas Tambien Cantan Flamenco by Pedro Camacho
Galinde;: published by Bdicignes Demefile, 1977; translated
by Paco Sevillal

Seme manths aja, the "Hijo v niets de gitanes," as the
peet would say ["Son and grandson of gypsies" --a take-gff on
a line by Gareia Larca, disd in an accident. Ard he was af
the gypsy cantaeres. His father was one and, it seems, a
qood one; his great grandfather was none cther than Currg
Dnurse .

A canzaor gitane gne hundred percent. MNot a cantagr gf
cante gitano ~- although that was his nartural preference -~
Caracel sang "a lo gitane" [in the gypsy stylel, as a gypsy.
all »f the cantes. even the most "agachonacs" [non-gypsy):
tarantos, fandangos de Huelva, alegrias, and cupiés [pap
scngs in flamenca rhythms].

2id he sing well? ®ho could doubt it! Were his cantes
parfect? What is tc be understood as perfecticn in the
cante? EZsthetics? Harmony? Melady? Rhythm? Compas?
be in or out of tune? Technical azility? Sericusness?

Of course, perfection, by itself, is the wital congealing
of the canre; it should be blood, but blgod chat Ls hot,
gushing, and boiling gwer; coagulated bloud is cante without
life.

Caracel sang with a premedicatad anarchistic conceptian.
He krnew the cantes. Ne had inherited them or learned them.
He knew them formally and exprestively to perfecticn, buot he
sang them his own way ~- distorted, mixed, and as 2 form of
demented prejectiorn.

There 1s a bullfighter camed Joagquin Cagancho. He is aise
a gypsY and, frorv his family come resonances of the cante.
Well, Caracgl fought buils ~- that is, sang ~- like Cagancho
sang -~ that is, fought Dulls. The same stvle; the same con—
ceptiom; an identical instability angé frierndly fickleness.

We will repeat the saying of Pepe Alameca: “"Bullfighting
{cante) is not an amusing flight, but & passionate delivery."
caracel fe2ll inte, excited, abused, and at times mixed these
two artagonlstic conceptions.

He was pot, as somebody has described him, a "pseudo-
genius®; ke was, simply, a gypsy genius, that is, an "anti-
genius.”

Tne traditicnal gypsy styles ©an be sung without being
restricted te a formal structure and a rigid melody, that is,
inflexible and unchangeable; they can be modified, re-shaped,
and modernized with personal geontributions. That is *he
recommended Way toO revive or "r@-invent" the cantes, as some-
vne has described it. La Wifa de les Peines is ar example --
the example -- of thar.

The gypsy styles can be repeated -~ as can th2 non-gypsy
cantes ~- with consideration far ewen their mgst eXtranecus
recullarites;: general outline, form, ornamentatian, silsnces,
tonal:ties, etg. This is the academic way of performang and
teaching then. In this thers is no creative transcendence,
anly historical revival. The performance of Antonic Mairena
exemplifies this method,

The most jimpowrtant is wvital current; then comes the reser-
voir of rradition; intellect ané erudition; dynamic and
static; spontaneity and memory.

But there is a third way to de 1t, to reds or repreduce
the cante. It is the way that is generally emplryed by the
unerthedax gypsy. It is that which uses the gvpsy genius
to tear apart forms. To square~aff the cirzle. To touch-up
the immaculate. To proleng The gauss. To disprganize the
campds. To glve birth to abortions [abortive schemes,
messes], but with life, with "angel," with devilish duende.
The old peirshed copper kettie. The brass candelabra tnat
nas become a wvenerable relic. The jackass plagued with
harness sores and Lacking juvenile molars that has been
ransformed into a spirited, clean, and health. donkey. This
is the stylistic mold vf Manola Caracol. At times, overflow~
ing and disfigured passion:; pn occasion, Jugitive "desplantes”
or the crafry horse trader of the feria.

Bnd why, if this is sg, you will ask me, has he hacd 2 hals
century of popularity and is considered tc be cne of the
stars of the modern "baraja" [pack] ¢f the zante. The reason
1€ uncGerstandabie. In the first ©olace, Caracecl was the
nitiater af the modern era of the cante. His participaticn,

being cnly a child, in the Conwurse de Granada 30 1922, gave

To
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Flamenco Roots
And
Reverberations

[from: Arabesque, June 1982; sent by Jimmie Crowalll
oy Hagda Aaron

n the wvillage of vedjer, in Andaluecia, antil very recent
times one would see veiled women -- “las tapadas de Vejer.™
Their eayes may have been heavily painted with "abenula.”
spme would wear high-heeled sandals, often in red, and
lacquer their toenails. But veiled they were, from head rto
Lpe, in black.

After Five centuries of Christiap rule, southern Spain
still retains a strong Moorish influence. It is evident in
<he dialects and spcial customs and most especially in the
music and dance known as Elamanca. Its name is supposedly
derived from tha Arabic "fellah-ah-mengqu® (“pheasant in
£light"); no one knows for sure.

But flamenco and Arahic music and dance share a common
ancestar. Both have thweir roots in the music and dance of
India.

The forerunners of the gypsies, as we know them today,
wereé called "Kathaka" cr "Gitan” and were traveling
minstrels from Sind, just off central India (whence comas
the term "Sinte”). They evantually migrated to northern
India where their dancé became heavily influenced by the
sulture that had bean brought by the Maoghul rulers. Among
ather innovations, they incorporated the turns and foobwark
used by the Dervishes and Sufls.

The "Kathaka™ evolved into resident singers and dancers
of the court: thair name was changed from "Xathaka" to
“Kathak.” ‘The men performed as zingera, bwt Doth mem and
women danced, although saparataly. In thoge days they were
treated as members of the royal family. The praud stance,
touched perhaps with arrogance, of both men and women froam
southern and eastern Maditerranean countries is perhaps a
lagacy of the "Kathak's" short-lived reign as pampered
resident artists of the coourt -- the days when they seem—
ingly could do ne wreng until apparently they did. It seems
that they were caught dipping into the court coffers and
making Eree with the imperial treasury. Their punishment
was sanishmant fram India. All things cansidered, it could
have been wprse.

These ancestors of todey's gypsies, having little altaer-
native and being tDasically of a nomadic nature, traveled
throughout the Middle East and Eastern and Western Eurape,
settling heres and there along the way. For those who
reached southern Spaln. the artistic climate of the day was
found ta be ldeally suited to their cwm form of expressicn,
and their music and dance flocurished, taking on new dimen-
gsions as they mingled with, influenced and amalgamared the
indigencus culture and that of Spain's Islamic conquercers.

*Xithara," "chitarra,” “quitarra,” quitar =~ all are
derived from the Indian "gitar™ or "sitar,” singing strings.
The basis of flamenco music is pure Indo-Moorish. The cne-
stringed forerunner of the Aranic "rababa" was at cne time
in use all over India. Dancers of many cultures have played
hand-held percussive instruments to mark the rhythm of their
dance. The ancient Greek and Egyptian dancers had their
"krortalas,” sometimes fashicned from shells and sometimes
from metal. The Arabs had their “sagat," orF “chinchines,”
as they are callad by the Spanish [used to this day by
flamenco dancers who still remember the zambra mora, the
mo5t Arabic of flamencc dances). But the Spanish wooden
castanuelas or castanets are a direct descendant of the
kathak "klavos," two pairs of wooden sticks played by the
dancers, which eventually became carved into rounded shape
and held together by taut cord. {Many gypsies, however,
refuse to use them, referring to them disdainfully as
rpostizos,” false finger-snaps.] Alsc from India came the
ankle-bells, no langer worn oy Spanicsh dancers: heeled shoes
and the resultant elaboraticn of "taccnec (heel-work) were

Western innovatipns. The "peineta” {(high comb} and "map-
tilla" {lace head-veill} and Flowers for the hair were tradi-
tipnally worn by "kathak” women, as were the “"sortijillas™
{rather gracefully rendered in English as “"spit-curls" --

in Spanish it translates as "little rings"). To this day,
seoments of the Spanish gypsy populaticn will decorate their
faoreheads with a caste mark.

wWhen the "Xathak" traveled ocutside of India they gradu-
ally logt their religicus crientation ard became more
secular. However, for whatewar reason, duripg the 19005 the
danze 2f their successers seemed to re-smbrace its Hindu
roots, as before thelr long contact with the Moslems. There
wera other influences &lso, such as the “"Apache" dance of
Paris, and the Euragean balletic "port das bras” super-
imoosed on the undulating Indo-Moorish arm movements.

DJuring thelr scjourn in Andaluria, the gypsies develcoped
their cwn rhythms and dance Forms -- their cante jondo,
deap cry from the scul, which, when the duende (inner
daimon) possesses the performer, is capablae of slectrifying
anyone within range; cante granda, cante chira, cante
flamenco; soled, slguiriyas., alegrias, canas, bulerias:
livianas, serranpas, rondefias, cante de levante; rhytims with-—
out music, such as the martinete, traditionally sung and
danced ™o the blacksmith's anvil; dablas of tonds; zarango,
peteneras; medias granéinas. that tour de Eorce beloved of
the s0lo guitarist: mlaq‘ueﬁas, fandangos; farruca, tientos,
zambra. The rhythmg evolved, and some are complex -- while
some follow a basic 4/4 pattern, others may be in two sets
of six, or twelve in all, but acgenting different beats in
eack of the two sets: or as some count them, ten and twa,
pPo5se5sing sume pf the complexity of the raga. It is alsp
interesting that the drum is almost never employed in
flamenco, The Indian “raga™ is singular in that the
stringed instrument keeps the basic rhythm while the drum
elaborates upon it; in flamenpce the accompanying guitar
keeps the steady rhythm while the dancer or singer executes
the ficritura.

The dance grew along <ith the music -- Near Eastern and
Western nuances superimposed on a basically Far Eastern
foarm; the quasi-alocsf introspection af the Moor coupled with
zhe vibrance and more overt €ire of the Scuthero Furopsan
resulting in a stirring, uniquely appealing hybrid, whether
performed in the cafe cantante, in the cuevas del Sacro-
monte, ar on the concert stage,

No one knows whe were the most famous dancers of ancient
times, but many of us are familiar with the recent genera-
tion of artists, bath gypsy and nen-gypsy, Spaniards and
foreigners, such as Pastora Imperic, Lola Flores, La
Argentina, La Malena, L& Macarrana, La Argentinita, Pilar
Ldpez, Vicente Escudero and the legepdary Carmen Amaya, la
Faracna -- the list grows; José Creco, Robertc ximénez,
Mancloc Vargas, the late Carmen Mora, Maria Alba, Antonio
Ruiz Scler ang his cousin Rosaric, Teresa amd Luisille, La
Chunga, Antsnio Gades, Estrella Morena, Jos& Molina, Ramdn
de los Heyes, Sloria Catala, Mariano Parra. But whe is to
replarce these artlsts in vears to come? And what will
happen to the dance? These days the flamenco arts de not
seem to offer encugh recognition, financial security or
oppoertunities for exposore to attract many young artists.

I spoke with Liliana Morales, a bright young star in
today's Flamenco galaxy.

“"New faces? I don't sée any."

Liliana, like most cthers, works at an outside job and
teaches to support her art.

"My first ewposure to the public came when I was six
years old, in Manhattan Towers, performing ballet and tap.
At sixteen I danced professionally, firgt perfoerming Spanish
with Alex Bareshny at Town Hall in New York. I have danced
with Teresa's company (of Teresa ané Luisillo] and with
Maria Alba; was several times soloist -— principal dancer —-
with José Greco. I have danced with tremendous success in
Santa Fe, Hew Mexico, with my owrn company, a full company.
I did a one-woman show, “Reflections aon the Spanist Dance,”
at Casa de Espana in New York in November, 15980, I danced
in the pest vablacs in Spain."

What are your goals now?

"o dance well technically and emotionally.
i my cclleagues.™

You have that. What now?

"I want to bring the dance te the public.™

There are few places for flamencc danceérs to work these

The respect
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days, Twenty years age there were many theatres and clubs
in Mew YgIk, across the United States and in Eurcope and the
Middle East that would engage a flamenco dancer, or a Team,
or even a whole review, HNot 30 today.

"There is at present only the Chateauw Madrid, and they
usually book a whole review, except for the Flamenco Lounge.
The Spanist clubs gn Fourteenth Street pay s¢ Zittle and are
30 peorlv macageS that they usually attract very fourth-rate

talent -- a poor representation of the art form.®
And the ritfalls facing the young flamence dancer today?
"That's easy -- starvatian."

A far cry from the magnificiernt rewards of the "Kathak"
cayrt dancers.

"k great new influence, truly an upsurge in the energy of
the dance today is coming from the guitar -- particularly
frem the work of Paco de Lucia. But the dance is nat keep-
ing pace. 1t is at present stagnant and badly represented.
Bring a theme to the art, vignettes -- that's a good idea.

1 would like to do & full-length Spanish ballet with a major
wheme, samething universsl. I alse want to blend the
flamenco with cother forms -- jazz, salsa. 1 have a salsa
oroup, Andalucis Latina. I think we may have broken the
bv incorporating flamence with a contemporary form. "

The art has abscrbed so mary influences throughqut its

ice

development -- why ngt the culture of today?
"7 would like to be pocked in Regine's, studie 54, Get
it seen."

that Liliana and cther gifted artists
will scameday be allowed the opportunity
and that there is indeed 2 glowing
darce with such a glerigus, historic

Cne can atlly hope
who share ker vision
o expose thewr art,
furure for music and
pasz.

One believes it would deserve immortality.

IllIlIIlIIIIIIIIllllllllIlIllIIIIIIllIlllllllllllllllllllllll‘

... Sobre el baile

THE POWER OF SUBTLETY

I am often asked, "What has happened to Spanish and
tlamenco dance and why 1sn's there more flamenco dance to be
s2en and sxperienced, like there used to De?"

Even in a city like New vark, with 2 populatian of 13
millicn, there ig rot ane full time club or restaurant that
features flamencg ertertainment or a flamerco show on a full
rime basis. Where is flameccw, what happened?

Well, there is cbhviously nm sasy answer and there might be
many reasons for flamenco nat belng around with gqreater
gopularizy. But, when asked what has happened, I firnd myself
giving a wery simplistic answer, though I feel an important
fatet of =he toral answer: "The gower =f subtlety has lgst
_ts appeal.” It has lost its ap@eal in this day and age of
ziasting, amplified sound, music and movement. There is alsa
a btrapd for big, external technique for technique's sake; big
and mare are better, and the philgsophy of guantity over
guality s stressed.

The nowar of flamenco is not in quantity. A large group
af people dancing flamenco tgFether 1 often not as exciting
and powerful as one solo artist. Because of i+ts very nature
flamenco is a solg, individval foprm gf expregsion. Much of
the excizement of flarenco dance lies in the subtle move-
ments and feelings, the unsaid, the hint and power of the
understazement, much like subtle seasoning that brings out
che flavor and ar the same bime craatas a bit of mystary in
artistic gourmet cooking.

Subtlety is not weak. It is awesgme powar, but at the
sdme time it 1s something generated from within and expressed
externally, much like =—he subtle gpening of a cud, revealing
the beauty of 2 ggrgeacus flower. wWhen I think of the moving,
emotignal moments thar stick in my mind, they are usually the

subtle movements and moments of a dancer: the artist who can
stand still apd look like he gr she 15 explading.

When I used to perform in Las Vegas, Rerno, Lake Tahoe, or
the Moulir Reouge, I would perform and alss see the giant
extravaganzas of the big shows, where there were airplares on
stage, swimmng pools, earthguakes, milligns of nude beodies,
fire eaters, more millicns of seguins and nen-stom, over-
powering visual and audikle titillation that rocked yqur
senses.  The interesting thing is that it would e fgrgatten
in an hour. To me, it was fun, but all cagtton candy that,
when boiled down, becomes -ust ten grains of zugar. The
people who have tried to make rpck and roll or jazz flamenco
have usually failed because they replace the real power of
flamencn, which is greatly internal, with the external cottor
candy and fluff and usually they just make it samething that
it is not; the raal power and excitement 1s Zost.

What I remembey most in my 34 years aof seeing and dning a
lot of flamencg is Carmen Amaya walking gut on Stage and
stopping, and from the power of the way she did that walk,
receiving a standing ocvation. I remember a pose that Antonio
did while dancierg his martinete. 1 remember the lpmk that
Sapicas and Carmen Am2va gave each other while they were
seated on Stage doing a bit of bulerias. I remember the
stage exit of Pilar Lopez and ¥anolc Vargas -- just basking
nff the stage, so subtle, so sensuai. I remember many, many
mements and mos: of them were what I would call, again, awe-
scme anc pawerful subtleties. They are branded in my soul
and are probably the influential inspirations that contribu-
ted tc my studving flamenco dance.

There is a story that I was toléd ebout a well-known
Japanese dance teacher who told her students, while they
were getting ready to perfarm in recital, to keep moving. Bo
marter what, as it takes a great artist to stand still, Sirnce
many yound students of flamenco have never seen sqme of the
older artists, such as Amaya or Antonic and have never besan
exposed tg the ambiente of flamenco in Spain, I would like to
suggest an in-depth approach o the "inner Game" af flamenco.
Besides this mini-article, I sugges: the reading of the book,
This book is
Flamenca to the core.

The inner approach and search fer the power of subtlety
goes for all who are interested in flamencg, not just the
prafessional student. Subtlety is full of inner energy.
Subtlety is linked strongly to the expression of what cculd
ke calied "an important facet of artistic expressign.”
Subtlety is fairly intangible because it is ngt step-griented
Subtlety can be guiet, &ynamic, still, moving., Subtlety can
be the mapne¥r in which movemert ané musicality are lipked
together. Subtlety can be the setting of a mood, the creat-
ing and develaping of the interprestation gf the dance, the
underzrating of the bower gf the singer, the flowing of
sensitivity thraugh a musical falseta played by the guitarist.
Subtlety is an exciting search in the development of perscnal
artistry and can be seen and felt in sqg many ways. An inner
search anc understanding are & great beginning to incorporat-
ing exciting Subtlety in the dance. when you start to dance,
try to keep mawving, ever. wher stanfing still -- not extern-
ally, but with inner movement ané energy. Try raising your
arms slowly and, when they arrive in an up pogition, keep
ithem there and see what it takes tc "keep them exciting."
walk in different rhythms. walk within the rhythm. Feel
that you and the music are one, whether sTill af moving.
Flamenca, by its very nature as a salg expression, is sc
very powerful irn its potential for exciting subtlety. The
alre In 1ts beautiful posturs, the head movements with the
pride of an eagle, strong eye focus on the seen and unseen,

a focus that reaches out to infinity.

Many feel that subtlety means spft and slow means soft.
S5ubtlety and slowness can be soft, but that does not mean
weak and unexpressive. You can be dancing the most dramatic,
emoticnal, Strong seguiriyas and raks an exciting stop,
releesing 1%t all in & slow, soft mowvement. The subtle
trast is one of strength, of weaving and contrast. The
contral of strong dynamics and soft release can be unfor-
gettakle if done with belief and inner sircerity.

I nentioned earlier sqme of the pegople I saw dance and
their unforgettable moments, movements ang subtleties. T
alsc remermoer people, beforsa my gensration, who had seen
earlier artists such as Escudero, Argentina, Argentinita
ard others; they tgld me in exciting detail absout the subtle
movemEnts and moments that they had experienced with these

oohne
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great artists mare than thirty gr forty vears aqgo. They
mntioned things like expressian, the face, a pose, a
whispering castanet or a hand in motign, whether in Spanish
theater dance ar flamenco. Alsg a raising ef an arm that
moved them tg tears. What high art that is, worth working
towards and cultivating.

Frapably the most beautiful Facet af subtlety can be seen
in the face, facial expressian thet reflects the inner feel-
ings and interpretations of the tgtal danes. Too many
dancers "bolt gn" a face ~- mostly a stern face -- for all
af the flamenco forms. I have seen too many looks cf can-
stipatign, of suffering and wrinkled Foreheads, whether in
bulerias ar sqleares, that looked like it came on and off
like a costume, A subtle change of facial expression during
a dance is just as important and exciting as a change of
steps, if it is what yqu feel within. Subtlety is & great
and exciting search, whether dancing or caqgking. The power
af subtlety is ane of the ingredients in flamencqg that wakes
up the soul, which wakes up the artist, whick is sent qut in
ripples as iz a pebble tassed into a pogl, its ripples Elow-
ing qut to infinity. Let qur souls be that pebble and, as we
flow in qur love qf flamenco, let it Tipple with the powar qf
subtlety, qut into infinity...

-- Teodaro Morca

=

JUAN MARTINEZ
El Arte Flamenco

INCREASE OF THE CLASSICAL DANCE
WITHIN THE ANDALUCIAN DANCE

[from: La Prensa, 1941; submitted by Laura Mgya: translated
by Paco Sevilial

by Juan Martiner

Ra I have sajd, it was in Valencia that kthe zlassical
school of Spanish dence was born; ics origin was Italian, but

coplas [each verse of song danced more or less independently
of the others] as were the sevillanas, the malaquenas, the
pateneras, the valencianas, €1 vitg, and the jdta.

The bglers alsg gave recdgnition to the classical bailarin
[dancer] wnc had previcusly been called “"bolercs.“ In Madrid,
by the time of Goya, they were dancing bolergs, la cachucha
and other dances that I will name at the right moment -- all
rom ~he classical Andalucian schoxo].

A3 can be clearly secen, the clagsical school entered fully
intg the primitive Andalucian dances, enriching the ariginal
dance and perfecting the step® that had been used previously.
The cypsy <ance, 20 the othet hand, did not admiv anything
from the classical school, with the result that it separated
completely from the haile Andalur and was left alone tg
fgqllow the conly path remaining in the dance -~ flamencqa,
alengside the cante jando and the guitar....

In the primitive academies of Sevilla --and I'm sorry I
can't remember the names of those teachers who taught the
teachers who would later immoprtalize the baile Andaluz -- they
taught nothing but the baile gitano and the pure Andajucian
¢ance, which had remained far many years at the same level...
The teachers had tg look for help ln the classical dance that
wag then taking on alarming popularity in YValencia and taking
away some of the interest in the baile Andalug, which the
maestrps df Sevilla cansidered a great art of the spanish
land. Rather than allow the new school an uncbstructad path,
thay preferred to adapt the new schogl and mix ik with the
zypical Andalucian dance. Cnce the taile Andaluz adopted the
new ideas, ik created such & tremendous reaction among the
pecple that =he influence gf khe Italian school was destroyed
leaving only the beginningz and stepz that cquld be applied
to the darces in Spain. That is how the Spanish dance school
developed.

The masstros cconbkinued their task of developing the dance
as well as they could, now having threes styles == the class-
ical, the Andalucian, and the mystericous baile gitano. with
all of this on hand, they lackad only danceable muzic TP
adapt to the dances which, although classical., should npt
lose their Andalucian flavor; music appearsd that would
become popular in Spain and gqurside of it.

Here is & comparison between the baile Andaluz and the
baile gitano, with respect to their artistic history and
value.

El Baile Andalur El Baile Gitano

- stopd guk ard had great - found in obScuricy

popularity

it was called classical Spanish because only certain parts of
it were preserved in Spanish (exercises at the barre, beats
in the air, some <E the turns that I have alraady named, and
steps that were appropriate for dances that already existed

in different ragions of Spain).

For example, the primitive step of the jota was Jiven the
appropriate and wise name gf "mata lz arana™ (kill the
spider] by the cilassical school because of the position of

che body when killing a spider.
called "pas=os."

Quick walking movaments they

Steps dpne with the points of the toes were

called "punteados,” and there was also the "punta y tacsn” --
this lattar, aside from being done in Aragon, is used in
Valencia, Legartera, Tcledo, as well as other reqgilgns that

were named orevipusly.

In "La Montana" is "2l embotadg " so called becauss the
feer, held closely taggether crgss one behind the gther,
always crossing and moving backward to the compds. In
Galicia, this was and is done without crgsgsing the feet;
similarly, many guper regicms have taken advantage of the

"embotadpg. "

I want to say that the classical school did not only serve
tg supply names for the steps., bur, for the baile Andaluz it
was the best regpurte that ccould have been hoped far. It
segan with the little known and rustic bplero of the Baleares
[Islands] that was taken to Sevilla where the maastros
[teachaers] transfgrmed it intg one of the most difficule

dances tg execute.

Later, the techniques passed intg the

other Andalucien dances and were presented to the rest of

spain.

In Sewilla, the teachers organized competitians and
contests among their studencts, and each student would try to
cutdo the gthers in the sevillanas or the cgplas of the
bolerp,. it being an fonor for the academy -to which the winner

belonged.

1 shquld point sut that the boiero was denced by

- danced throughgut Stain be-
cause it had Decocme a gtage
dance

- conquered the public Zecause
of the wealth of variaticns
and richness of dress

- favored by the teachers of
dance

~ became a school of dance

- eénriched the dance of the
sther regicns of Spain

- dance campanles formed

~ transformed the dance

~ the repetplre hecame sTtagnant
and lacked the gypsy element

- the teachers began =o mix in
the gypsy dance

- dancers called batlariras
and bailarines

- falls into cdecadencs

- forms a new schgsl and cqm-
hines more with the gypsy
dance

- go@s qut to fqreign cquntries

- more influence gf the gypsy
and recognizes its value

- the Andalucian dance
reqresses

- the Arndalucian unites with
the gypsy and, tggether,
they are invincikble

danced in the ecocrner of
a tavern

represented by barefopot
gypsies

criticized oy kthe keachers
of dance

had no school

remained enclosed in the
region of its origin
flamenco cuadros were
grganized

created new rhythms
remained isclaced;
develpped the tacgnec
parned strength

dancers called bailagras
and ballaores

cgntinues its course
CQNSETves its own style

ascensior
privacy

cantinues its
maintains its

becames popular and
receives recognitign
beccmes known qubside qf
Spain

e N e



























JALEO -~ JANUARY 1983

PAGE 29

| AORCA 5% "
'} 1348 Franklin . .
| g Yot o |

] {

"Dancing Esgle and the People of the High Country”
i "Inosl la Pola, the Besc thst learned to Shace".

Two originsl children'a bosks by suthor, Teo ?‘bcca”
and illustrations by Jane Hitchell. 4

+ These two books with the message of enimals and
* people getting along in nature, make grest gifts r
) for children of all ages!, Teo Mocca

) $6.00 eech or both for $10.DD, enclose ¢.75 for
mailing.

P U
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FLAMENCO DANCE CLASSES

NEW BEGINNER CLASSES
FOR CHILDREN AND ADULTS

ONE BLOCK OFF 30TH
NEAR FWY 94 IN SAN OIEGO

CALL JUANA (619) 440-5279

N D
El Oido
NEWS FROM QUR MEMBERS

New York: The Caga De Espaha presented a program called
"Mundg Flamanco®™ in November with guitarists Pedro Cortes,
Manclg Varon mand Diege Castellon, dancers Manolo de Cordoba,
Liliana Morales, Maca "la Gitana,” Carmen "La Piconera,” and
singers Luis Vargas, fepe de Malaga and Domingo Alvarado. Om
Mowembec Z7th Rincon de Espana presented cantaor hguijetas

with dancer Mara Sultani and guitacist Robert Reyes. Pedritc
tortes, Estrella Mcrena and Pepe de MalAga have relccated in
Florida. (from George Ryss)

Paltimore/D.C. area: Regular performances in the area
include: The Macis Morales Spanish Dance cocmpany (3 dancers,
1 alterpate, guest gquitarist) performs in aréa elementary
and high schocls and senior citizen centers Under the
auspices of Young hudiences, Inc. (Baltimore area): the
Raquel Pena Spanish Oance Company (3-1D dancers, guitarist
Fernando Sirvent) performs ir Baltimore/D.C./Virginia
schoolz, and will be appearing at the Kennedy Centre Terrace
Theater, March 15-16, 19B3. Fernando and Raquel alsc per-
form Mon.-Sat. evenings at El Tic Pepe in D.c, (lst show
B:30pm). Matalie and Evelina alternate performing at El
Bodegon in D.L. =~ Carlos Ramos is the guitarist. The
Ealtimore area was alsc treated to a performance of the
aceton Flamenco 8allet at Fatterscn High School. The first

balf of the pecogram was 2 pecformance by a three-man Tuna
band [Spanish minstrels]. The second half was devoted to
guest artist Oscar Wietc's "Gypsy Life,” a well-paced,
informative 1ook at the history of flamenco. {from Sandra
Nicht}

& aXEIdzZas<
SAN PIEGO SCENE

Flamenco In La Jolla

by Micacla la Soleéd

cao it be true -- "iOle!”, taconeo, palmae and jalac
ringing through the halls of La Jolla's atald Musewn of
Modsre Art?

Well -- almost trua.

The adjoining Sherwood Hall concert facillty was the
ScAne of a gathering on December 3, 1982, to celebrate and
promste the recently incorporBted San Diego-Alcaléa eister
City Society.

Alfonso ds Bourbon, well-known La Jolls bon vivent and
self-atyled "Goodwill Ambassedor from Spain.® who is the
maving farce bshind the Boclety, mcted as master of cere-
menies for the evening. Following an introductory talk on
the Society, he showed ceolor slides of San Disgo's Sister .
City, ARlcala de Henares (the birthplace of the othar Diego.
of note —- ths one for whom our city ie named) snd vacious
Spanish scenes. . '

He then cead telegrams from Mayor Pete Wllson and
Culifornia Secretary of State March Pong Bu expressing their
enthusimem for the Society and their sincers regret at being
unable kc attend the function.

A brief talk followed describing a tour of Spain which
Don Alfonso will host in May, 1983, Stops will be made in
Segovis, Alceld, Madcid, Tolede, cérdoba, Sevilla, Jérez
and Geanada, with plenty of time for sightseaing, wine,
tapas, music and flamence. It sounds like & great time for
Ibeciaphiles, and, as Don Alfonso said, "Who needs to ever
ceme back?n ’

Further information on the tour may be obtained from tha
Chula Vista Travel Center, 297 "K" Straet, Chula Vista.
Phone: {619) 426-6BDJ.

Lo dltimo, perc nc mencs importante, Mr. Reynolds Herigt
of the Casa de Espana intrcduced the high poiat of the
evening: a flamenco performance by zome of San Diego's
artists. .

Tocagr Facc Sevilla cpesrd tha show playing per peteneras,
As always, he presantad an arresting figure -- master cof his
instrumant, communicating effortlsssly the soul of his mueic,
The combination of technique, feeling and jpessnss pracence
which are Paco's hallmark were evident in thig song. The
fred and thoughtful introduction, graceful tremolos and
cclap runs, fellowed by the stack, eyvocative melcdy, moved
inexcrahly towerd an aNciting rasgueado finish.

Peténaras was the introducticn to a delightful svening of
flamencg song and Asnce: a apirited jota by Sandra Aguayo
and YaFmin Rapadis (stodests of Juanita Franco), whose
rsgional costwnes wars mpthentic and charming, as was their
dancing; the sver—-sparkling Julis Fomero ("Tia Julia"
according ko Reynclds Eeriot] doing a lively pasodoble with
her usual charmy Juapitea Feanco, a dancer of formidabla
presence and technique, dancing por alegrias, accompanied by
Paco Sawilla; Jasis Soriaco giving a surprise twist to the
well-known clessical quitar sclo "Romance Andnimo® by turn-
ing it intc a cumba and siaging it; cantaora Marfa Jozé
jeining Paco, Juanita, Sandra and Yasmin por fandangoe de
dquelva; all fcllowed by a cousing finale por savillanas,
with Jesds singing, Pacc accompanying, and all of the
dancers ~-- plus la Maria ~- pecforming.
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The audience was then invited to join the artists on
stage for an orgy of eating scandalously scrumptuous goodies
provided by the French Gourmet, the Danish Pastry Shop, La
Jolla Spice Company and Uncle Mary's {yea, that's right --
Tic Maria's!}. Fine French paté, cheeses, pastries and THE
FUDGE of all fudge disappeared in short order. The coffee
smelled delicicso, but -- and maybe it's a niggling point --
& copa de vino would have bean, perhaps, more in keeping
with the ambiente of the evening. 2Que pasd, Dick's Liquor,
The Bottle Shop, etc.??7? .

Some Jaleistas enjoying the evening were Tony and Alba
Fickslay [Antonic del Max), Carlcs Herrera, and Vicki
Oietrich, looking stunning in her chaqueta cordohese, 1l6th
Century Goyesca cap, amd ankle-length embroidered cape.

It's likely that more aficionades would have turned osut
if the evening had been given wider publicity (ne informa-
tion was sent to Jaleo) and if the price of admissian had
20t been ao high -- a whopping $i0.20 donation.

Speaking with some of the artists, we learned that the
stage floor -- which to me looked rough and upeven enough to
trip up a whisp ¢f fog -- waa cansidared by Juanita Franca
to be “just fine." A flash of the dark eyas. "Yes. After
darcing on bricks, cardboard, cement, this is just finel"

A sevillana speaks!

and Maria Jogé had similar enthusiasm for the acoustics.

Paco admitted that he wame enjoying the food.

So perhaps the use aof Sherwnsd Hall -- designed for
intimate classical concerts and leckures -= for a flamenco
avening heralds the return of flamenco ta the Horth County
drea, which has been a real desert for cur favorite art
since the sad demise of the Restaurante Andalucia.

ilo esperamagy!

- ANNOUNCEMENTS

uncements with the exception of clagsified ade are free
of charge to subscribers., They will be placed for twa
months if appropriate and must be received hy the 1st of the
month prior ta their appearance. Include phone number and
area code for use in the DIRECTORY. Classified ads are $1.00
per line (each 2 words) for each month they appear. Maka
checks payable to JALEISTAS and mail to JALED, PO Box 4706,
San Cieqo, CA 32104.
JALEQ CORRESPOHDENTS

If you would like to assist JALEQ hy acking as a corras-
pondent for your city, please contact our PO Box and let us
know. We need to have an update at least every two months.

vpdates

LOS RHGELES JANUARY JUBRGR: Saturday, Jan. 15, 9:00pm, at
the studic of Joaguin and Lisa Feliciano, 727 south Streetr,
Long Beach, A, BEring tapas and drinks and a donation for
juerga expenses. +Call BB3-0932 or B33-DS67.

MARIA MORCA is giving flamenco classes on Friday evenings

at 5:30 at the Intersection Folk Dance Center and Restaurant
on 2735 W. Temple in Los Angeles. 213/3B6-0275.

LOS FI85TEROS, starring Adela Vergara, perform every Sunday
evening at Les PFirates, 4898 E]l Camino Real, Los Altos, CA
(415} 968-7251.

FIAMENCD WORKSHOP by Teo Morca in Albuguergue, WM, in Feb.
For information contact Eva Encinias, 3110 Bdith NE,
albuquerque, MM B7107, Tel. 505/345-4718 or 277-6143.

MORCA DAMNCE THEATER wili be doing a Cultural Enrichment Tour
for ths Washington State Arte Commission, Feb. IB through
Mar. 4. . )

IDS ANGELES MARCH JUERGA: Friday, Mar. 4, 9:00pm, at the
Intersecticn Restaurant, 2735 W. Temple St., Los Angeles,
Ch. Far dinner reservations call 386-0275. For ather
information call BBI-0932 ar B33-0567. (Re sure to inform
person at door you are thare to attend the juerga so that
yau wan't be charged an entrance fee.)

MANUEL AGUJETAS OF JEREZ and his flamenco dancing wife, Tibu,
and guitarist Roberto Reyes will be performing at the Rincon
de Espana Restaurant, 82 Benver Street, New York City, 212-
344-5228.

concerts

FLAMENUT ANTHOLOGY II will be presented oy the Morza Dance
Theater, Jan. 28 at Western Waahington University with guest
artist Roberto Zamora.

PACD PEHA CONCERTS: in Fort Lauderdale, FL, Mon. evening,
Mar. 7. Limited space, Tickets $10.00. Contact Lauderdale
Music Center, 1263 E. Las Olas {305) 463-4701. -- in Atlanta,
3R, Mar. 12, at the walter Hill Auditorium of the Memorial
hrts Center. Efforts are azlso being made to arrange a
guitar workshop. For further information call: HMarta QOel
Cid at 404/993-3062.

REOUEL DEHA SPANISH DANCE COMPANY will be appearing at
Kennedy Centex Terrace Theater, Maxch -15-16.

SABICAS IH COHCERT, Mar. 18, B:30pm, Boyce Hall, U.C.L.A.

THE LIVELY ARTS CERTER of Dallas, TX, will present their
Sprirg student recital Mar. 26 including the participation
of professional performers Los Bienvenidos and other gquest
artists. The “"Center” is alsc trying to form an ocrganiza-
tion of flamenco encthusiasts in the Dallas area and would
appreciate names anc addresses of interested parties.
Address is: 2339 Inwood Rd., Dallas, TX 75235.

classified

CASTANETS imported from Spain -- profesaional quality black
granadills, ebony $35.00 {sires 5-6-7). Assorted wood
student models $11.00. Write "The Sea," 305 H. Harbor Blvd,
San Pedro, Ch 90731 (213) B31-1694.

WANTEL: Any books on flamenco. Top prices pajd.
call Jim Gasper (week days) 213/46B-B1732.
FLAMENCO GUITARIST (nobR-professional) with some experience
in accompanying dancers interested in meeting flamencos on
all levels who might be passing throogh this arem. Contact:
Sadana, 1500 Park Ave., Tucson, AZ 85719, &02/624=-7979.

ROSA HDNTO?A‘S BAILES FLAMENCDS has been chopenh to be part
of the ralif. Arts Council's dance touring program 1983-
boch’ £Lanenco and ciumeions caontan LoifoTeers end presents
spanish dancs. Contact: Cornie
Freeman {415) B24-BB44 or (415) 2B5-1154 = 267 Taresikta
Blvd., san Francisca, CA 94127.
GUITAR MUSIC AVAILABRLE: Music of many top artists, both
modern and old style, transcribed by Patar Saime, 1100 W.
River Park Lane, Milwaukee, WI 53209,
FDR SALE: Music by Mario Escudere and Sabicas, plus complete
line of guitar gupplies (skrings l/2 price). The Riua
Guitar, see ad for locatiom,
PANRDBROS FLAMENCODS by Esteban Delgado racorded hy Paco da
Lucia -~ accurately notated sheet music; $2.75 in USA, $4.50
foreign, Southwest Waterloo Publishing Co., 6708 Beckett
Rd., Ahustin, TX 78749,
JALEISTAs BY-LAWS AVAILABLE to 2ll members upon redquest.
Flease gend a large, self-addresaed envelope with your
rejuast.
GUITARISTS AND GUITAR STUDENWTS WELLYME to accompany dance
clasees, San Diago area, Call Juana 440-5279 before Ba.m.
BACK ISSUES DF JALEO AVATLARLE: Vol. T no. 1 to & $1.D0 each.
Vol. T na. 7 to 12 $2.00 ench, Vol. II, ITf & I¥ no. 1 ta 12
$2.00 each, and Vol. V and VI issws $2.50 each. {Add 51.00
for overseas mailing.)

DIRECTORY

Please

a
australia
FLAMENC[] ENTERTAINMENT
Cosmos Inn (Adelaide)

¢anada
DANCE INSTRUCTION
Maximiliang {Toronte)

spain

FLAMERCO SHOES

E. Mernkes (Madrid)
FLAMENCO COSTUMES
H. Meckes (Madridl

0B-51-22B7

463-B948

232-1036

232-1036











