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ESCUELA
BOLERA

by Paula Durbin

[Editor's note: While "“escuela bolera” has little to do with
flamenco, it seems that most issues of Jaleo contain at
least one reference to this dance style. Paula Durbin was
kind enough to explain this dance to our readers.]

The dances of the "escuela bolera" have taken something
of a back seat to flamenco and folk dance in recent times.
They were, however, the first Spanish dances to cross the
Pyrennes and really win acceptance in theaters abroad.

When classical dance, as it then existed in France and
Italy, was brought to Spain in the eighteenth century,
Madrilenos and Sevillanos were already doing their own
lovely dances. Over the next decades, Spanish dance masters
worked at combining the native art with the foreign, and the

ABOVE: "JALED DE JEREZ" AND"OLE DE LA CURRA" BEGIN WITH
SOSTENIDOS. RIGHT: THE GRACEFUL PANADEROS MOVEMENT USED IN
"SEVILLANAS BOLERAS," "ZAPATEADO DE MARIA CRISTINA,"
"PETENERAS BOLERAS" AMD OTHER DANCES OF THE ESCUELA BOLERA.
{photo by Stanley Kanetake)

"esguela bolera" evolved, a form recognizably both classical
and Spanish.

The Spanish classical dances fascinated visitors and
inspired artists from abroad. By the 1830's many foreign
ballerinas had mastered castanets and were performing
"escuela" choreographies to the applause of the most sophis-
ticated international audiences. Enthusiasm for things
Spanish eventually waned, but the impact on European classi-
cal dance was permanent. Ballet absorbed some of the steps
of Spanish dance and, more importantly, adopted the curved
arms and upper body lead.

Exposure to this dance form, both familiar and foreign to
those outside Spain, probably did a lot to shape the con-
fused ideal abroad of what Spanish dance should be. Spain,
of course, has produced a great variety of dances. The
"ascula bolera" is just one of the major groups, distin-
guishable from flamenco and the folk dances of the different
Spanish regions. True flamenco, for example, is sober and
deeply felt; the costume, even the most elaborate traje de
luces, is cut to follow the dancer's expressive line. Folk
dances, particularly those of the North of Spain, are done
with exuberance and ingenuousness, their charm enhanced by
the contrast of provincial finery worn with "alpargatas,"
canvas work shoes with rope soles.

Rich in movements from many sources, the "escuela bolera"
is probably the least emotional of all the Spanish dances.
Its choreography is frankly ornate, a guality emphasized by
the elaborate "majo" costume, the same one celebrated by
Goya during his earlier phase when he painted the Spanish
aristocracy in a gentler light. Often of satin, lace,
velvet or brocade, and festooned with ruffles, the female
version of the "traje de Goyescas," as the costume is also
called, is cut short to allow for the speed and jumping
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required of the dancer.

' The rhythm of the dances of the “escuela” is marked by
castanets, npt by the feet as it 13 in flamenco. The sound
pattarne are mora varied than in mest of the regional
dances, esxcept poasibly those from Andalucia. Each castanet
sourwd corresponds precisely to e foot br body movement.
Accompaniment is constant during a dance, and for thie
reason bolero dancers pften prefer cloth castanets (palillos
de tela plastificada) a3 they are iess likely to break
during a performance. ’

The dances of the "escuela" are usually done in "zapa-

.tillas™ (ballet alippers). Soma, howewer, which focua on
pattierns created by partners of lines of Jdancers, rather
than on jumps, beats and extenaiona, give the female dancer
the option of wearing supple, low-heeled pumpa. b faw
dances, which developed later in the nineteenth cantury,
require the dancers to wear "eapatos"™; sometimes called
"teatralesa,"” these dances combine the simpler aspecta of the
"escuela bolera" and the flamenco zapatmado. The "soleares
de Arca™ is typical of this type of choreography, oftan
claimed by tha “escuela” but performed hy both bailarina and
bailaora.

The name Pericet has been synonymous with the "escuela
bolera® for many years. Angel, Eloy, Luisa, Carmen and
Ampare, the fourth generation of this remarkable family, are
all accomplished in the flamenco and regional 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 Teatre Colén, Carnegie Hall and on
other major stages. But the family is best known for the
caraeful pregervation of the Spanish classical dances,
exactly a3 their grandfather and great aunts performad them.

Angel Pericet Carmona (1B77-1944) organized the steps and
exercizes pf the "sacusla™ intc a progressive course pf
atudy, consisting of a preparatory lewel followed hy three
"cursos, " each subdivided into three grpups. The student,
as he progressas through the syllabus, also learns the
"ascuela" dances which correepond to his level. 5o many
wall-known Spanish dancers have studied the Escuela Rolasra
de Angel Pericet that it is almost easier to name those whe
have not.

Luisa Pericet, who lives in Bumsnos Aires, has carried on
this teachiny tradition. She allows seven years for
completion of her program in Spanish dance, which requires
mastery pf her grandfathers course ae well a3 zapateadso 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 whe intends to do onlv flamenco, there
are advantages to be gained from this type of instruction.
Familiarity with the "escuela bolera™ at the verv least
gives a dancer more cultural depth, a desirable attrilbute,
since authenticity is & primary goal in Spanish dance.
Systematic trajining increases flexibility, agility, stamina,
and caetanet cpordination. Furthermore, the "escuela®
shares many steps in common with the Andalucian dances
ugually learned by students of flamenoo. The sevillanae,
vardiales, and fandango de Huelva use the "sease y contra
geage,” "pas de vasco," “padebure,! "matalarana, "jerezana
alta" and gther steps dinciuded in the "escuela." Even "pure"
flamenco dances require mastery of the various turms and
escobillas. These movements are not always studied in
isolation in mest flamenco classes, the way the components
of & zapteado might be, and the “escuela" class cften pro-
vides the only oppertunity to polizh them. Finally, the
"escuela” provides additional material for the dancer who
wants to choreograph the music of the contémporary Spanish

CORPOSEYS .
“Egcuela bolera" chorecgraphies such as the "sevillanas
baleras,.” "La maja ¥y el torerc™ or "€l &le de la Curra® are

2 charming addition to any program of Spanish dance. There
can be, though, & problem in performing them for the very
andiences who would be most interssted in seeing them. OUnce
considered feats of incredible gkill, bolerp dances are now
pfter termed mugeum pieces. They are, however, very lovely
museum pieces, and their pressrvation is part of their
beauty. Wpo one drastically elters the choreoagraphy of
style without losing the essence of the dances. The negative
side of this fidelity to a tradition is that the "escuela
beclera” has been comparatively static in’its develppment,
while ballet technigue has reached an astonishing lewvel of

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

The Poricets, whoee beats and pirpuettes are as skillful
as those of many ballet dancers, have set the standard for
the performance of the Spanish classical choreographies.
When Dame Margot Fonteyn produced the six-part B.B.C. tele-
wieion gsarias, "Thae Magic of Dance,"” she invited Carmen and
Eloy Pericet to dance the jintricate, "bolero de la Cachucha.™
They appear in the fourth epispde of the series entitled,
“The Romantic 2allet," broadcast in the United States on
November 15, 1982. During this segment, Yenteyn commeats on
the perseonalities, trends, and innovations which determined
the course ballet took in the nineteenth cantury. The
salection, "La Cachucha," is representative of the era when
Spanish dance inspired the ballerina, Famny Elseler, and
enchanted tha partrons of the Paris Opera.

The performance is appropriately set in a cafe, the
ambiance in which Spanish dance originally thrived. Because
the photography concentrates initially on creating thie
atmosphere, some parts of "La Cachucha" itself are neces-—
sarily not filmed, for example, the Pericets' brilliant
"briselae.” Regrettahly, there is opnly one fleeting closge-
up of Carmen Pericet, who ie surely one of the most
beautiful women dancing today. YNonetheless, the camera does
catech the elegance ¢f the dancers' movements, some of the
elevation of their jumps, and their captivating gestures.
The segment thus gives viewers o glimpse of an "escuenla
bolera” dance performaed at ite technical and aristir best.
ang Margot Fonteyn'z brief but insightful commentary on “"La
Cachucha" and on the zapateado, jota and early bolero
incleded in other parts of the series, is wonderfully cred-
ible testimony to the value pf Spain'e legacy te the art of
dance.

THE IDEAL STRING

for the most demanding quitanst

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

choice of many leading
guitarists, classicol as well
as flamenco.

At your locat dealer or contact;
Antonio David Inc., 204 Wesi 55th Street,
7873255 (212) 757-4412

NY.C.I0019—«2
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EDITORIAL
JALEQ FIGHTS INFLATION

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

Also, we are happy tg announce that even though we adver-
tised an impending raise in subscription rates for thisz
month, we find that an increase is not essantial at this
time. HReaders can help us to maintain currant ratas by
encouraging flamenco-oriented businesses to advertise ln
Jaleo {restaurants, dance and guitar suppliers and teachers,
etz.} and by helping to increase circulatiogn.

We welcome Sandra Nicht as Baltimere/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 contributigns to Jaleo. There are still many
areas unrepresented. Those interested in being correspond-
ents For their area please drop us a line.

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

--Juana De Alwva

LETTERS

EL CABRERQ INCARCERATED

Dear Jaleo:

In the Name of Allah, all-merciful, all-compaselonate,
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, Il Cabrero -- may his flock increase —-
found he could mot sing, as the result of an argument that
had Ereshiv ogourred. His audience, anxious to hear this
most popular cantaor, 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 wleat in imitation of goats (Cakrero
is, as his name indicates, a professional goatherd). At
this point, a cormon Sganish 2ath burst forth fraom the
artist's most understandabis frustratiorn and he gquitted the
stage.

Two years of agpeals heve served tg reduce his sentence
from five mohths to twg. The last week of octaber past, all
legal recourses exhausted, El Cabrerag reparted ta the local
jail, while the artistic community of Andalucia vainly
clamored and cempaigned 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 own humble but valid gpinian, a simple public
£logging would have sufficed.

Peace untc yau,
The Shah aof Irarn
Brgoklyn, WY

VISIT WITH RAQUEL PENA

Dear Jaleo:

ks my hushand and I were planning & brief vacation tz the
Washington, D.C. area I came acXoss your article on Raguel
Pena and Fernands Sirvent. Having been interested and
exposed to Spanish music and dancing since childhood T
wonderaed if there was anv possibility of taking three or
four dance lessons from Ragusl. My first phone call in
August was answered by her secretary who explained to me
that Raquel and Fernmanda were in Spain until September. From
this canversation it became ostensibly clear that their

artistic engagements kept them cantipuoously occupisd. 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 Ragquel, I was pleasantly
surprised that, although she d4id ngt know me at all, she was -
so helpful providing me with all kinds of infgrmation
ragarding Washingtan, D.C., places where flamenco was pre-
sented, where to find a good seamstress for a costume, este.,
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 earlyv November, in spite
of her wery busy schedule, Raguel graciously managed to
include me in one of her growp classes. In addition she
rearranged appointments and went out of haer way to give me
two privata lessons. The entlre experience was such a
treat! In the group class I had a chance to appraciate how
Raquel's impeccable technique is transmitted to her students
through skillful didactic and rigorously measured steps. I
also admired the personal style of the students as the
zeacher knows how to bring out the best from each individual
The morale of the group is very high, particularly now as
they are preparing to present two recitals at the Kennedy
Center for the Performing Arts on March 15 and 16 of 1983.
The very frlendiy advanced students demonstrated for us
renditions of the jota and soleares, which they danced wlth
utmost precislon and grace. In both dances the gpectator
subjectively experiances that 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 me steps of tientos,
sharing freely a number of datails -~ "pe].lizcos“-—-— which
add so much effect to a dance performance. In the back-
ground, Fernando generously provided the rhythm with his
quitar. 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 there twice. On both occasions we got tg the
restaurant sarly, for we were to be exposed to two different
experiences: the delicacies of the Spanish cuizina first
and, later, the artistic prezentation. Raquel's zuperh
style through a variety of flamencg piecez had us all mes-
merized -- particularly her siquirivas, polished to the
epitome of avthentic Spanish art. It was also remarkable to
gea Wwhat a well-synchronized team Raguel and Fernando are.
Jancer and guitarist complement each other magnificently.
Fernando's command of the strings and expressive ability
made his solos aesthetically exquisite. For the readerz
olanaing to visit Washington, 0.C., DON'T MISS IT!

In this letter we wish to extepnd our gratitude to Racuel,
rernando, their students, and also the Jaleiztas, whose
oublication allowed us tz learn about this unigue, dynamic,
versetile and saphisticated team of flamenco artists.

Raquel Schreier, Fh.D.
Crayton Plains, Michigan

SPANISH JANCE SYLLABUS

Dear Jaleo: :

Re: PUNTD DE VISTA "Traditional, Free S5tyle or Both"”

May T say a heartfelt thank ygu 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. <egrge Washing-
ton University actually had no part in forming the syllabus,
but Prof. Mancy Oiersz Johnszon deserves all the credit for
recognizing the strength of zuch a syllabuz and for inclued-
ing it in their curriculum. She 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 tog write an article, that will appear ln
the magazine Arabesque, explaining what went into the
compiling of such a syllabus. The Middle Fastern dancers,
especially, feel the need for something 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 ard I flnd it most stimulating. 1In
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vour leader article, Jimmie Crowell says that the syllabus
should be made availahle tg all., IE i5 my most earnest
desire zhat it should be. Teachers are interested and by
the time this reaches Jaleo I wguld have guven my first
classes in New York <g Sdme teachers there who wish tg learen
it. Several teachers wha saw it demonstrated at qur Octagber
performarces became veky interested and are now studying it.
However, it must be remembered that i1t is a very exacting
course fer bgtk the teacker ard the pupil. We watched the
standard of Span.sh dance in South Afriza blossom, when it
came into nationwide use.

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

Paula Durbin really made gne sorry to have missed the
classes in Sitges, Spaik. I have a 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 nGw 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 found
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 vut fram the others whose dance was
beautifully constructed. I fel: sure she was a pupll of
Merzedes -- and this was later cgnfirmed. I cuecked what wa
ware dging with the Escuela Boleras syllabus, with Zloy
Pericet, another ¢f the Sitges teachers. Me iz most knowl-
edgeahle and learned it all from his grandfather.

Durbin picka qut Jasé Antonia Ruiz fram the Ballet
Tspancl de Madrid and rightiy so. He is 2 superb artist in
all forms of 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 hope gne day to bring out Antonie and his wife Lulsa
Aranda to dance here. We recently had a reunion in Madrid,
celebrating with & five-bour luncn! As Curbip said, she kad
to pick his name from amohg the artists -- therke 15 true
hamility. I am sending him a copy of the article.

Marina Weet (Mrs. M. Geut)
Washington, D.C.

FLAMENCO DANCE SYLLABUS?

Caar Editor:

Befgre time passes until the next Jaleo comes out, I must
tell you how excited I was to See my article printed in the
Novembe r 1ss5ue. Hopefully, it will get Same interest in the
writing of a new and complete syllabus, & bible, so to speak,
far flamenca dance, a5 well as stgp the wasteful filing of
ertertaining and fun-filled "free style flamencg™ under
“Spanish dance,™ fgr fear of being "bamned in 3Igstan.”

& committee to sgrt out and put together would be neces-
sary, but the members cquld do the actual writing by send-
ing in material, which could be published sach monch in
Jaleo for criticism ar apprgval. (If it taak a year or so,
it would still be worth it.} I'd be willing to bet money
that Dance Masters of America, and gther organizatigns,
wonld adopt it ard write their test fgf flamenco teiachers
fram it. The gogd that would came with such a syllabus --
the dance teacher would kave & complete and up-to-date
book of reference, ngt sa mech for learning (which muyst
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 urderteking as this
At this time, best not to pursas it any furtker, but allow
anather ordanization <o do it.

Jimmie Crowell
Dklahoma City, CK

PUNTO DE VISTA

LIFE STYLE DUES OR LIFE STYLE BLUES?

Every generatign gqf every civilized gulture has had therm,
They are a verv disturbing element tg those whg don't under-
stand therm. Their names? Bohemians, the lost generation,
beatniks, subterraneans, heaven's minstrels, wandering
schglars, hippies, hches, bume, Tlamences, and of gqurse,
cthe perennial gypsies (all gypsies are not necessarily
flamencos, nor are all flamencgs gypsies]. There are many
other names, given to these life styles, but there is ar
urderlying theme present in the conscious {(gr unconscigus)
philosgphy of them all: the refusal to accept civiligzed (7}
sgrieties’ established success values. They always represent
a small portion of the particular society to which they be-
lang. But, if pne were tov consider the "clvset 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 arcuné (e.q., redpecks,
three piece suiters, ivy leaguers, preppies, etc.}. When
vne closely eXamines the artifacts that are treasured from
ancient civilizations, it isn't their banking practices gr
their status symbols. [t is overwhelmingly their art, music,
and philwvsvphical meanderings. These items are rarely
created by persons enslaved to the success syndrome, This
is ngt tec say that there is something wrqng with becpming
rich from 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 emanatiovns frgr computer termirnals. The truth
15, I began giving serious cansideration to this subject
abqut a vear and a half agg while sitting i1n a warm bus 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 wark day
and was not having mack luck. I begain thinking about his
life style versus mine. I work a steady job for eight hqurs
& day doing intellectually satisfving work. After I have
paid these "dques." I gc¢ home to camfortable privacy for the
remaining sixteen hgues. I think what I want and preczty
much dg wha+t I want. If my testh bhurt, I have dertal cover-
age. I don't 5pend 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-<four hour day to do what I want. Who is the
happiee? This guestion isn't rhetorical. I'm really not
sure, and I'm rertairly not trying to be smug. I can only
Say that in my pEesent situation, I'm not ready to trade
places witnh the old gypsy. Hawewver, this is nat tz 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 Pohren gqugting a gypSy in his bgok El Arte Flamenco:
"I have no desire tg gwn a hguse gr a car, or tg gc to work
every day like a half prain. It seems to me that the pavo
[nan-gypsy)! works all of his 1ife for things that he does
nct really wankt or need. He sits in a closed gffiece drearm-
1ing of gpen fields anc mounta:ns 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 cantral
or ngt worth the effgro. 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. OF course thage age
hardships -- the rain and the cold, occasianal nunger -- it
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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 I am trying to say. Verdadr?”

Donr Pohren replies, "Yes, I'm afraid I ds, only too
clearly. That's the problem.” He goes on to state, “"The
cencepts and fevelopments 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 Goldmund: "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 rthirst, and to rid and
purge myself of all I have lived and learnsd here with vyou.
one day I would like to make something as beautifuel and
deeply moving as your Madonna...but I don't want to become
like you and lead your kind of life!™
LE X}

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 Wwalter Starkie: “They wander aimlessly
through our world, clinging desperately to their primitive
notions cf independence and self-sufficiency...all places
are the same to them,..heds of 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 whale life as the unpredictable and chstinate
loner, the gifted focl and nihilist, te followlng the path
of suborcication ts the hierarchy and thus attalning peace.
He cared rething for peace, had no regard for the hierarchy,
nardly mindsd reproof and iselation. Certainly he was a
most inconvenisnt and indigestible component in a community
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 littls world, a con-
stant source of vital unrest, a reprsach, ap admonition and
warning, a Spur to new, oSold, ferbidden, intrepid ideas, an
unruly, stubborn sheep in the herd, and ts 2ur micd, this
was the very reason his friend cherished nim."

LR R d

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

EE &4

From Big Sur apnd the Dranges of Hieromymous 3Jasch, by

Henry Miller: "A man with talent has to make his living on
the side cr dc his creative work on the side. A& difficult
choice. 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
fellewman seems so well able to do without., Moreover, if he
is an artist, he will bDe compellsd te make sacrifices which

worldly geople find absurd and unnecessary.”
LA

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

From, U.3. News and World Report, April, 1382: ™rhings
are lookzng up on . on the health scene. Childhood diseases are
dewn dramatically. Take measles, for example. By octoker,
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 caunsed one death, Next candidates for extinction in
five years ar so,..qumps, rubella, Alss, sver 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 ybu?

Ron Spatz

e AT ———
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GoiLiEue

MANUEL DE LOS SANTOS "AGUJETAS,"
WITH GUALBERTQ

This 1s one of Agujetas’ most interesting recordings,
since it mixes traditional flamence with sitar on every
track. Actually the official title of the record is
"Gualbertc v Aqujetas.“ first billing going to the sitarist
Gualberto Garcia. The album cover has a photo of both men's
faces and a sitar. The guitarist who accompanies on zvery
cante is Antonic Madigan.

"Verdelaga” is the cpening number, a buleria. Immediately
one notices the sitar's presence and. at that poinr, decidss
whether the record is worthy. Let's wait until the whole
record is over to make value judgments, if at all. The
longest cante is the seven minute Siguiriya, entitled Al
Moro Me Iria.” Agujetas is very emotional in his siguirive;
he may be, along with Chocolate, the moszt emotional living
interpreter of this cante. The fandange is sung in the
style of Gorditc De Triana and accompanied with the standard
Nifo Ricardo type cuitar embellishments. The cante is
called by its "letra": "Que La Ensenara A Querer.”

Side twe opens with "Qué ES Aguells Que Reluce"” (tangos).
This is followed by "Como Tenge A Mi Padre," ancther
siguiriya. The album closes with "No Hay Hombre Jus La
Sujete,” another buleria.

I thoroughly enjoyed this record and gave it a geod
recommendarisn. If you feel that you must have it for your
callection, try writing to Movieplay at the address given on
the Jjacket: Movieplay, Tierra De Barros, 4 — rPoligono
Industrial De Coslada, Madrid, Spain.

—Guillermo salazar

— e ———
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Enrique

Morente

INTERVIEWED FOR JALEQ 8Y

BRAD AND PACA BLANCHARD

We knew that Enrigue Morente was singing in a modern
version of "Oedipus Rex" in Mérida (about 40 miles from
Badajoz), so we planned the following weekend: On Saturday,
July 16, there was a concurso de cante in Villafranca (about
50 miles southeast of Badajoz), so we would go there; an
Sunday we would go te the Roman Theatre where the drama was
being staged and try to talk to Enrigue. Everything went
smoothly until the concursc in Villafranca lasted until 5:30
in the morning. We arrived in Mérida at three in the after-
noon and decided to eat lunch there and then go home to
Badajoz, since we were exhausted after only three hours
sleep. We had decided to interview Enrigue some other day
because we knew where to get hold of him in Madrid,
wandered around downtown Mérids until, finding a suitable
restaurant, we entered, =at down, ordered = beer and looked
at the people at the tabhle directly to our right. Of
course, who else should be sitting there but Enrigque Morente
and his guitarist, Paco Corteés. We introduced ourselves and
decided to go somewhere after lunch to have coffee and talk.
Both Paco and Enrique seemed enthusiastic about the issues
of Jaleo we showed them. They had to gc to a rehearsal for
"Dedipus" at seven, so we had a2 couple of hours to spend
together. This is what Enrique told us:

JALEDO: Tell us about your flamenco “education.”

ENRIQUE: My flamenco education...No sé, 1t hasn't been a

real application -- I always sang when I was a chiguirille,

a boy; I always liked the cante, and anywhere I went, someone
was singing somewhere -- in a nearby tavern, the old men, and
I would always stop and listen teo them.

JALEO: And your family...?

ENRIQUE: Yes, some people in my family sing —— not profes-
sionally =- others don't sing:; some aren't even aficionados.
Bat my mother sings well, and my sister, but; vamos. they
sing well, but they don't know the cante. “You have to really
dedicate vourself bte it in order to understand certain things
about 1t. Also, you have to be born with the necessary con-
ditions to be able to sing.

JALEO — JANUARY 1983

ENRIQUE MORENTE IN A MOMENT OF ACTION IN OEDIPUS REX
(phota Villarin)

JALEC: What part of Granads are you from?

ENRIQUE: Albaicin...There's always been a lot of cante around
therea.
JRLEC:

How old were you whon Just singing and

pegan to take it sertouslys
INRIQUE: T was grown=up, about
wom really started to Dite me.
only for aficidm.

JALED: wWhat did you do tu
soled de Alcala?

ENRIQUE: Asking the old men, and listening to the old men,
whe knew how to sing well,

JALED: So, in s sense, you had classes?

ENRIQUE: Of course! I went to listen to them wherever they
ware. Rh& seon as 1 heard of someone who sang well, I went
there =o listen to him. For example, I really liked Aurelio
de Cadiz, Aurelic Seliés, so I went to Cadiz just to lock
for him; he was there in the =afs drinking coffee every
afternoon and, as soon 4s he saw me come in, he would sit in
1 shair and sing just for me. I travelled a long ways --
‘rom Madrid vo Cadiz, Cadiz to Granada, to find out -- when I
was 22 or 23.

JALEO: You know a lot of cantes antiguos, right?

ENRIQUE: Yes, I'd say so, I've dedicated 4 lot of hours to it
-= not only the cantes from Granada, but from all af
andalucia.

JALEC: How many records have you recorded in that vein?
SMRIQUE: One, two...and a half...five records and s half of
zantes cldsicos.

JALED: And the half?

ENRIQUE: It was a record that was an homage to the poet
Miguel Hernandez. They were my interpretations of his poems.
So I can't really say that that one was gante cldsico.

JALED: Did you actually take classes in cante?

ENRIQUE: No, you can't taka a -lass in the cance. If you
find yourself with a man who knows how to sing and you know
there's a song, the malaguena de fulano tal, or por siguir-
iyas, and no one but that man knows how to sing it, you go
see haim, have a drink with him, make friends with him, and
sometimes these people open up and they are singing before
you can sit down; sometimes you have to get them drunk or
you have to start singing first to encourage them.

JALEO: You mean you can learn a cante just by listening to
someone sing it —— when you go oot on the street after hear-
ing it, you know how to sing iz?

ENRIQUE: Clare! [Laughter]

JALEO: And this guitarist we have with is.
"callado" [reserved]?

ENRLQUE: No, he can sing flamenco, dance and play it on the
guitar.

JALED: How long have you two been together?

ENRIQUE: Off and on for three or four years.

JALEO: Does a guitarist need to know the tante -— =ven though
he doesn't have a good voice -- in order to accompany well?
PACD: OFf course! You have to know the cante.

ENRIQUE: He has to know it almost like a cantaor. For
example, in the soled de Alcalad that you mentioned before,
the cante cldsico says [he sings]:

vou stopped

twenty, when the
sang bhefore, but

nineteen or

0f course T

leatn =z certain kind of song, say @

Why is he so

Por nadie lo habria yo hecho
* BEse no lo hara nadie

¥o lo hago por mi nina

que esta pendients el aire.

And the reply:

Me yoy por la otra acera
Porgque le temo a tuy madre
que tiene muy mala lengua.

That was the reply, the cante that continued rthe cante before,
¥ou do it like that with the cones of guitar, and va esta.
Really 1t's a mat=wer of working together == Lf I hear the
Juitarist is a Litrtle pehind or ahead, I have to ba aware of
thac. It's a communion nf two; iC"s not one.

JALED: Who are some of the cantaores you'vae learmed from?
SHAIQUE: From & lot of different ones. Mannle de Auelva is
ane == I learned a laot Fraom him because he 18 a guitarist, as
we wera {ust speaking of guitarists. Of all the men that
I've met, he knew the most about cante — Including bailaores
zantaores, and tocaores]|

JALEO: Wasn't Manolo de Huelva the one who almost never
zlayed in front of anyone?

ENRIQUE: Well, he played far his wife! [Laughter] No, he
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dedicated his time almost exclusively to the fiesta. I would
go to a place where he worked, almost every night, and some-
times he would go out, and sometimes not, because sometimes
there wasn't any fiesta; every night I was with him,and he
taught me a lot of cante.

JALED: And how did you eat during that period?

ENRIQUE: Hombre, I used a spoonl {Laughter] MNo, it wasn't
that; I went from pueblo to pueblo locking for cante. When
you are working and you find yourself with a person who knows
more than you, you go to that person and learn from him.
JALEQ: Dh, I see. You were learning after you started to
work professionally. Tell us, where has your own cante come
from?

ENRIQUE: Well, it has come with the passage of time. Time
goes on and you start creating your own form -- without
realizing it; socon, you have your own way of singing. And
you take some fandango, and you see that that Ffandango has
many possibilities. There's no reason for it to always be
the same fandango, sSung the same way. And then you add to it
the different tones of the guitar and -- well, that's the
character of flamenca. B8y the way, L'm very pleased that
when you saw me sing, you understood it -- it's a stimuluos
for me because not everyone feels the same. But I love sing-
ing the cante cliasico too. Take an alegrias, for example,
like the one that goes [He sings and taps out the compas on
the table]:

Grande locura es negarlo.

pue es verdad que te he querio
Grande locura &s negarlo.

Pero tu, hay a guien hundes.

¥ asi wiv{, era cien anos...

You take that one...It's alegrias, but it's normal.
one day, instead of singing it like this:

Then,

Es grande locura negarlo...
Like that, the way Aurelio would sing,
"fue es verdad que te he gueric..."

berause that's how he would sing. Instead of singing like
that, you sing [He sings the melody of his own alegrias]:

Grande locura...2s negarlo...

You give it another melody, va esta!
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EN?IDUE MORENTE {RIGHT) HITH HIS GUITARIST PACO CORTES
(photo Villarin)

JALEOQ: That melody just occurred to you suddenly one day?
ENRIQUE: Yes! Because if you stop and try to consciously
plan and construct it; nothing happens. A lot of times I'm
at home, or walking, or practicing with Pacao, and things come
out like that. At other times, nothing comes out, and it's
better to leave it. Most of the things 1've composed have
been when I'm on the street walking alone.

JALED: Tell us about the present state of affairs in flamenco.
ENRIQUE: They sing better than ever, dance better than ever,
play better than ever, drink better than ever, dress better
than ever...

JALED: What about the aspect we were discussing at lunch,
about flamenco sitar, flamenco trumpet, etc.?

ENRIQUE: There's a lot of confusion. There's a very high
level in flamenco, in the mastery of the compas, of the tech-
nigue, of the sound...there's a very high level of mastery.
There's also a lot of danger, because flamenco is something
-- it's known as a great art, but there's a danger that in a
given moment it can turn into something ordinary [gque caiga
en lo vulgar]. It's extracordinary; it can turn into some-
thing ordinary!

JALEQ: Do you have a predilection for a certain cante?
ENRIQUE: It changes for me. Sometimes one, sometimes another.
For a while it's soled, then alegrias, then malaguenas...
JALEO: It seems I've never heard you sing por peteneras.
ENRIQUE: I've recorded a couple of them. It's a beautiful
cante and, of course, I like it, but now that we're working
here in the ruins (referring to the Roman Theatre) I'm going
to have to let the petenera fall in ruins for a while.

JALEO: Tell us about what you're doing here in Mérida and
about any future plans.

ENRIQUE: Well, I just recorded a record. It is going to come
out in two or three weeks and is called "Sacromonte." For
now, I'm with this Greek theater company, Singing Greek music
within the context of the play "Oedipus Rex." 1It's a kind of
counterpoint between Mediterranean and Byzantine music and
flamenco. I'm the only one who sings flamenco, and I'm doing
an adaptation of my flamenco to their music. Paco is playing
with me there. We're contracted through the month of
September and will probably go to Greece and Italy with them
too. It's a world completely different from the world of
flamenco, but it serves a purpose. One thing that happens is
that people often discover flamenco through some other
related experience. When I did the record "Homenaje a Miquel
Hernandez," it turned out that people bought it who didn't
know flamenco, but knew about Miguel Hernandez. I've met
people and have become good friends with some who became
aficionados through Miguel Hernandez. So it seems like it's
semething positiva.

JALED: Is this the first time you'wve left Spain on tour?
ENRIQUE: Mo, I've gone to a lot of different places.

JALEO: With cuadros, or what?

ENRIQUE: At the beginning of my professional life, I went
with cuadros, and groups, but lately I've gone by myself. We
were in Mexico City, and some other places nearby, giving
recitals. Ewvery year I go to France several times. Last
year we were in the Olympic Pavilion in Paris.

JALED: How are the French?
ENRIQUE: May simpaticos.
roo.

JALEO: But there must be a difference between performing for
Spanish audiences and performing for, for example, a French
aundience.

ENRIQUE: Of course; it's always 2 challenge to perform. Look,
wae're tired of performing in Spain, but tired in the good
sense of the word. After a while you feel like trying some=
thing different, for example, like seeing what will happen
with the cante in the ambiente of Paris. But art is univer-
sal; 1t doesn't have any borders. A person —- neo matter
where he's from -- if he has artistic sensitivity, whether he
was born in the heart of the Albaicin, or the barrioc of
Triana, or Badajoz, or even in Tokyo, it's the same. I firmly
believe in this; art has no borders. Paco and I have some
good friends, young people, in Paris -— maybe firty of them
—- that whenever we work there, we go to their houses to eat,
etc.

JALEO: Did you and Paco make the new record together?
ENRIQUE: No, not this one. Tomatito and Isidro de Sanlucar
play on it. Paco and I have made some tapes, but no record
vet.

JALEQ: Is the new record traditional cante, or whac?
ENMRIQUE: No, there's no traditional cante. They are my
compositions.

JBRLEC: How is it that you and Paco haven't made a record
after being together so long?

ENRIQUE: Because we haven't had a chance. Before taping this
record I hadn't recorded anything for four years...

JRLEQ: Why?

ENRIQUE: Because I just left it. Then, later, this record
was proposed with Tomatito and Nino Miguel —- who is a wizard
on the guitar -- and the record company planned it, and it
came about like that.

JALECQ: Have you ever sung for the baile?

and they have good wine and cheese
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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 whick we discussed
ropcursos 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 heard gypsy kids 8 and 9 years olé who sing and play
some of the finest bulerias we've hearad,

ENRIQUE: Well here in Badajor is where you find the best
tangos in Spain -- in Andalucia or anywhere -- the best
tangos are in Badajoz, and in Granada they also sing tangos
very well. What do you think, Paco?

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.

JALEQ: Every region has its specialty.

ENRIQUE: That's it.

Suddenly it was time for them ©0 9o to the rehearsal.
Although both Paco end Enrigue said they enjoyed performing
in the play, they weren't very excited about going to the
rehearsal becauwse, as they put it, "these actors are too
formal and, in general, too weird.” We had the "pentiltima"
{you never have the (ltima, the last drink, in Spain) and
said goodbye in the shadow of the Roman walls of Mérida,

* ¥ ¥

A FLAMENCO WHO SINGS WITH VERSES OF SOPHOCLES

ENRIQUE MORENTE IN OEDIPUS REX

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

Something that shocks you at first in "The Myth of Cedipus
Rex" and, as the work progresses, becomes more underctandsble,
is the presence of a flamenco cantadr, one of the newest
cantaores and, at the same time, one of the most traditional,
Enrigque Morente. Amid applauses from Some and criticism by
others, Enrique Morente gives the work an “"aire" of “guejio”
{wailing lament)} with his wvoice, an explesion of notes that
sometimes comes through the microphone and, cther times is
heard coming directly from his lungs. 2 classic text,
adapted by a ¢lagsicist, for one who is beginning tc be an
important figure in one of our important sonyg forms,
flamenca.

"The fact that I ar here," affirms Enrigque Morente, “"was
one of those chance happenings i life. I always admired
the work of José Luis Gmez. He is a friend of a friend of
mine =- a painter named Alexanco. José Luis told my friend
that he had the idea of putting a flamenco gantaor into the
work, as a counterpoint tc the Byzantine mpeic. He proposed
the idea to me and it seemed to me that it would be a beaunti-
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
causes some SUrprice; but I 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
spite of the tension that he has t0 maintain throughout the
show. "For me,™ he says, "it i1s something tp be proud of to
work with this ceompany. It was a challenge in the beginning
for a flamenco capntacr to be bere ‘pegantc tiros' and inte-
grate himself without running everything."

This 15 the first time that Enrigue 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,
seate falling apart, and all the rest. Little by little I
Degan tc 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 microphone, but you have to work with the music and balance
the voices.™

Such have been his impressions of these anrient, yet for-
ever young, Romar ruins, that he is tempted to come to sing,
to give a 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
related. "When I heard the music of Chistodoulos Halaris," ha
continues, "I saw immediately that I could sing it and
exprees myself with it. Flamenco, ¢ me, if a mixture of the
misic of all of the pecples 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 he present,
since, in the moment where there is genuine 'guelio,' there
should be flamenco."

The work "The Myth of COadipus Rex" will be performed in
most. parts of Spain, as well &s in countries like Italy,
Greace, and gthers. EnTigue Morsnte will spend the summer
with the company, "Las galas [festivales] of this summer, I
bave had o miss. This summer it pleases me 0 continuse with
the company. Later, I will begin to prepare &y new record
and next year I will retorn £0 again sing my cantes por
soled, sigquiriyas, fandangos, or alegrfas. Then, I will have
had a new experience which I believe has been positive. When-
gver one becomes involved with a different world —— without
forgetting ¥our own —-- and does it in order to learn, you
acquire new tonalities, new shadings. With José Luis Gdmez,
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 ne real prefer-—
ence. "Both things are hard. The flamenco audience is much
like that of the bullfights, muy travig [probably means “"put-
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 marveleous chow. It was somewhat daring to put this type
of musie intp 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 fandangos. 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
dressing room and, thera, I had to 'entonarle algunas
eocplillas' {sing him a few little coplas].”

Faco Cortés and Albertico are the guitarists who accompany
Enrique Morente each night. "We are havirg a good time here
in Mérida,™ affirms the cantacr, "I hope they receive us
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 places,
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 ¢ anything foreigrn had been one year of high
school Spanish, & modest exposure at best.

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

It is impossible to explain to a non-believer the
euphcria that Carmen and her company produced ic me that
evening. Looking back, it may have Deen ¢ne of the best all
flamenco touring companies. In additign to the sizeable
hmaya family, the company contained the best Spain had tg
offer. It had all been packaged by Scl Hurok, who knew how
to package a dance company. Costumes, orchestra, scenery
and staging were of a scale that we dg not see today. When
the curtain finally fell, I refused tg let go of the spell
the Amayas had woven, For the first (but ngt the last) time
in my life, I feund +the stage door and waited. I simply hag
to see thase magic people again.

The first twg artists tg come Gut were Antonic Trizna and
Sabicas. It was Fate that made them ask me where tg get’a
taxi to the railroad station. In my high schagl Spanish, I
replied thst it was only a two-black walk and that I would
3ladly guide them. By the time we arrived at the station we
were sufficiently acquainted that they asked me to come in
far & cuffee. Within a few minutes the entire company had
gathered in the Fred Harvey lunchroom waiting for the mig-
night train to Chicago. The war was on and transportation
was difficult. To my everlasting joy the tcain was two
hours late, During that two bours I discovercd several
interesting things. First, and most important, was thag
true flamenccs are exhilarated but constrained by stage
performances and fraguently can't wait to get off stage and
start performing “"free form." The tile floor of the lunch-
room and the marnle-topped tables perhaps were sgmewhat
reminiscent of the cafes of Andalucia and, while waiting fpr
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 ggt
everything and everybody going. Such was the magic of the
moment that, when the train finally arrived, they asked me
to come with them to Chicago. To my everlastaing discredit,
I let my gense of respansibility prevail. Their final words
ir parting were, "Came see us in Mew Yoark. "

By the time the college term had ended some months later,,
1 had acquired the gnly twe phonograph records of Spanich
quitar fgr sale in the United States at that time. One was
Segovia's "Tales of the Alhamkra" ["Recuerdos de la
Alhambra®2?) and the other a bulerias by Carlos Montoya. I
had alse learned to tell the difference. RArmed with thisg
knawledge, I entrained four New York City. By great good
luck, the train paused in Newark and two Latin types got gn.
I asked them if they knew where I could find Carmen Amayva.
They had not heard of her, but by a quirk of chance they
kraw ol a zafe on 52né Street where Spanish entertainers
sometimes gathered. It was named El Flamenco., I went there
directly and was nat disappointed. Around 2:00 A.M., in
drifced some members cf the Mmaya company. They were Kind
entugh £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 fircé that the
Amaya company had a full winter's engagement at a Times
Square night club called La Conga [Times Square 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 Viliage, and La Canga
with the Amayas.

I went to &ll of the clubs, but the pbvigus chagice was
the Amayas, Between the shows the action was in the dress-
ing raoms. Wher it is too cold to go out far 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 dictatoriml, ngt ocly in what and how they performed,
but alsg, in the case of the girls, whe they talked to.
Carmen seemed to treat him with greatr respect but went her
gwn wiay. The two younger sisters, Leongr and Antonia were
on a tight rein and, generally, after performances, were
escarted back to the bragwnstone house they renteé in the
West Fgrties. There were gther younger children there but I
was never clear aa tg thelr relatignship. It seemed to be
very much what we ngw call an “extended 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
Belmonte, would make the rgunds. There were several zafes
full of aficignadgs, Dut the bpast of all was always EL

Flamenco. Many were the all-night juergas held there with
<his crowd. within a week I had decided to become a
flamenco., I bouwght a Tatay guitar at the S0anisgh Music

Center on 44th Street, where Gabriel Oliear hald cgurt and
sgld just about anything that was Spanish, as well as
published music and acting as impressaria foar most of what
was gging on in Spanish. I also bought a year's supply of
qut strings (nylon strings has not yet been invented) and
somehady showed me how to play a couple of variations.
shorely after that, I joined the Marines and tock my Tatay
off to the war, during which Eime it accompanied a million
verses of "Ypu Are My Sunshine.™

It was about fogur vears later, or 946, that I next heard
& flamenco rhythm. I had returned tg New York teo seriqusly
study quitar and hopefully become & professignal. I had, .
with great difficulty, obtained a visa for 3pain, ut was
unable tg arrange transportation gr finances -- ,1've for-
gatten which. I should add that my career ended several
years later when a kindly teacher told me I was sadly
dsficzent in talent and should stick tg belng an aficionado.
I tack his agvice.

5t£ili, ¥ew York in the forties was a wognderful place to
be. This was the year Rusarig and Antonig played the Roxy
Theatar. The Roxy was secand in the land only tg Radig City
Music Hall. It was & gigantic palace, seating thoausands,
with & huge moving stage and even more lavish preductions.
Antonig gave them a Spanish show caleulated tg appeal ta all
ard to run Fgr years. It almost did. As with the Amava
compary, the best shows were in the dressing rgoms. Antonio
alternated with a movie and, since there were five shows a
day, there were four intervals a day in the dresaing rooms.
mnd, the Roxy had dressing rogoms big enough to hold a
juerga,

It was there that I met Jeronimo Villaring, He worked
with Antonia for many yvears. He was one gf the kindest and
most cansiderate gentlemen I have ever Known. Ng matter

when, he was never togg tired to open his guitar case and
actampany whoever asked. He shared his art with everyane.
He alsg introduced me tg New York's gnly Spahish guiter
teacher, Fidel Zabal. Fidal worked full-time fgr the
telephone company and gave lessons at night im either
flamenco or ciassical. Just about everyone who studied
gultaxr in New York knew Fidel. Many years later, Tidel
developed a2 terminal illness. This was before Medicada and
he had ng insurance. The Guitar Society organized a benefit
cgncert with all the proceeds to Fidel. It was a tremendous
success and eased Fidel's final montchs.

Several years later while living in San Jose, Cgsta Rica,
I met Villarino 2gain. The ROBarig and Antonio company were
scheduled to perform, but it seems 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 double up and
give our rgoms to the company. My zramises that there would
he juergas were more than fulfilied., angther merber of this
compary was the beaurifel and exciting dancer, Pilar Gémez,
with wham, of course, I feii madly in love. 3ut it was nor
to be. EHer mother always travelled with her. Things were
d.ff=rent ther.

Several years later, in 1948, I returned to Hew York as
a permanent resident. I brought with me 3 bride of two
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wezks who had never heard the word flamencg. On our First
night in the city we went to the cafe E1 Flamenca, It was
5till on West SZnd Street -- at that time composed entirely
of zars and night clubs. El Plamenca was not one of the
more famous, Actually, it was located upStairs over the
Hohg News, a wingr publicatign of the day. To reach El
Flamenco, pne ascended a lang Flight of nat particularly
well-1lit stairs and entered a room that was campletely nan-
descript. Since it was the juerza center of Hew York far
many years, it deserves some elaborxation, Therxe was na
atmosphere to help create mond. No paintings graced the
walls -— ngt even photos of the famous. As I remember, the
Predominant colar was ochre yellow, but 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 Streat.
In sumwer this was cpen for there was no air-canditioning.
Dividing the room was a lattice screen with, I think, some
fake ivy entwined. Behind the screen was the kitchen from
which came New York's most famoug paellas. There was one
waiter and ane cook. Against the wall opposite the kitchen
were twoe boaths for faur pesrsons each. One was permanently
aegupied by the venerable patron -- none ather 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 4id, it was in
spite of "El Patron." In fact, he seemed constantly worried
that performing customers might get him ih trouble with the
autharities. How, I rannot 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 been 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 dancino. On rare occaSians he
would play the gquitar 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 ong winter with nostalgia. It was near the
end of the eraz and El Flamenco had what appeared to he
permanent guests in the persgns of Sarita and ner husband,
whgse charm will live farever. Sarita's husband welcomed
all at the door, took orders, poured wine and danced on any
and all ocecasions. We marveled at Sarita's virtuosity with
the guitar and, together, they overcame pld Juan's fear of
police raids. Juergas orpliferated. It was like the old
days when the Amayas were in town.

About that time there began a true renaissance of the
guitar in America, The driving force was a successful
illustrator and artist named Vladimir Bopri. He, together
with several friends, one of whom was Segovia, faunded the
Classical Suitar Society and its 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 %o be Famous cormercial
artists. While this may not have added greatly to the
gquality of a concert, it dié prowvide the mechanics tg pro-
duce a magazine that has consistently won international
2rizes for graphic arts. It is s5till 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. Bobri would organize his professional
artist frierds to decorate the interior cf lLa Zambra in
exchange foar permissian for the Guitar Sgoiety to use the
club far meetings or the nights it was clgsed. For years,
the arrangement worked beautifully. PRobri designed a ciub
ol exguisite taste and ambience and, over gne long weekend,
brought ir his friende to execute the work. Involwved in the
project were Gregery de Allezio and his wife, Zllen Terry,
Grisha Dotzenkc and many cthkers. 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
to cabarer crowds who shguted inanifies gwer his delicate
mucic. Once he was in cormand, he would have ng mare of it.
When he scepped gnta the stage, all drink service ceasec and
anyone who prefarred to talk was asked tg leave. Predic-
tably, the club did not appeal tc the normal cocktail and
night club trowd. There were, however, sufficient aficig-
nades irn New 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
schopl of Spanish studies, which we in New York heard had a
large fallowing gf movie stars. Not long after that, the
city demolishers arrived and the entire area was destropyed
to make way for skyscraper hotels.

During the fifties in Mew York, there wae a constant
stream of fine dance companies that came from Spain.
Escudera, though a very ©ld man, brought a brilliant company
and amazed us all by playing his fingernaile like castanets.
Luisilla gave us a seaS5an wall worthwhiie apd, of caurse,
there was José Grecp. Interspersed with these grand com-
panies were smalli graups of parformers whg had attrected the
attentian of Radio Sevilla and a sponsor. They usually
ended up an the Ed Sullivan Show and then hung arqund New
¥ark until the money rar out, whereupon they would seil
their guitars and costumes and return =c Spain. Once, in
Granada, befare they moved the gypsies cut of the caves and
intg housing projects, I met a mumber of fellows who had
made this trip.

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 star of the Fair. at
the Pavillion there was a simulated bodega with more or less
continuous Flamenco. The Spanish govegnment assigned the
responsibility of producing the podega 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 knows
was the best place to find the pure and clagsical flamenco.
His great star was Rosa Duran, whe appeared Several weeks a:
the World's Fair. The companies were rgtated every two
weeks or so, and a friand af rine was luckvy enaugh to he en
an Iberian flight taking ane company home. He said it was
stupendous. By 1965, most of the famous Spanish clubs 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 on La salsa. '

T fear that the era ©f the ethn:ic restaurant/night club
with music and flgor shows has ended, a wvictim of high costs
and TV. I can remember when 86th 3treat pffered four
regtaurants where one could hear Viennese operetta inter-
spersed with zither background; down 2nd Awenue in the )
seventies were half a dozen Hungarian places, all with gypsy
orchestras. In Pussian restaurants, cossacks danced with
flaming 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 a4 ready audience in the hinterlands
and on the college campuses. Flamenco is one of the truly
great folk musics and hopefully will be preserved Forever by
those who, ~ike me, became intoxicated by it, but who,
anlike me, had the talent necessary to perform it. Keep
that iight surning so that my children and my children's
children wiil know the eacitement I have known.

MENTAL ARTISTRY IN FLAMENCO

a revolutionary approach to mastery
for dancers and guitarists

improve technical skill
accelerate learning

develop mental & muscular control
enhance performance

(713} 995-8697
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CARMEN AMAYA, PEPE MARCHENA AND

A RARE PHOTO

CONCHITA PIQUERs TEATRO AVENIDA, BUENOS AIRES.
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MANOLO CARACOL

{Erom: El Cancionero; published by Better Records, 1980;
submitted by Rafael Diaz; translated by Paco Sevillal

Maruel Ortega Judarez, better known by the nickname
"Caracol" which he inherited from his father, was bern July
9, 1910, in Sewvilla, on the Alameda de Hércules. He was
descended from a family with a great tradition in the cante;
on one side was E1 Fillo (Francisco Ortega Vargas) and on the
other, El Planeta; his great grandfather was Curro Durse
(Francisco Fernandez). Manole Caracol's tfather, Manuel
Ortega, known as Caracol el Viejo, was born in Cadiz in 1B81.
& great cantaor of siguiriyas and soleares, he spent most of
his life as a sword boy for his relative, Joselito el Gallo,
until the death of the latter in Talavera in 1220. He was a
man of anecdotes and jokes and has passed into history as a
prototype of the Andalucian gypsy.

With such artistic predecessors in his
surprising that Manolo Caracol would come
Elamenco voice "par excellence' —- "ronca y afilla"
rhe style of El Fillo], prototype of that which is now known
as "desgarro gitanc."

In 1922, Manuel de Falla, backed by other great artists
such as Federico Carcia Lorca, Ignacio Zuloaga, 3antiago
Rusinocl, and andrés Segovia, organized the first Concursc de
Cante Jondo. The goal was the double abjective 2f spreading
the knowledge of flamenco and cleansing it of The spurious
uncrustations that had adulterated its genuine expression.

Family, it is not
to nave the

[hoarse in

it was decermined that professionals would be excluded
from the contest. This decision provoked strong argument,
but Manuel de Falla remained inflexible because he felt that
the professionals had incorporated into their repertoire
elements that distorted the pure cante. To alleviate some-—
what the tensions, the composer from Cadiz accepted as the
advisor te the arganizing commission and as the president of
the judges of the contest, the famous cantaor, Don Antonia
Chacon.

In the search for artists, Don Antonio Chacon went wander-
ing through Andalucia. He arrived in Sevilla and went to
visit his old friend, the father of Manole Caracecl who
invited him to dinner. Seated at the table, he explained the
mission that had brought him to the city of the Giralda.
Manolo pricked up his esars and, knowing that Don Antonic was
staying in the Hotel Roma, went to visit him there, present-
ing himself as the son of Caracocl. He explained that he had
heard the conversation with his father about cantaores and he
felt like going to Granada to enter the contest. Recovering
himself from surprise, Don Antonio asked the child, "And you,
what can you sing?" Manclito responded that he sang every-
thing. The cantacr from Jerez asked the boy to sing por
siguiriyas and did not have te ask twice; also sung were
soleares, saetas and wvarious other cantes.

As a result of the demonstration, Don Antonioc Chacdn made
another wvisit to Caracol, the father. He told him, without
nesitation, that he had found the boy he was looking for --
no other than Caracol's own son. Caracol was stunned. But
Manolito, still wearing short pants, wanted very badly to
3ing and went to Granada.

The final session of the Concursc de Cante Jondo de
sranada was neld June 14, 1922, The prizes were distributed
as follows: Diego Bermudez Cala "El Tenazas," rthe "Premio
Zulocaga" of one thousand pesetas. A prize of equal value to
Manuel Ortega "Caraccl. Five hundred peseta prizes went to
Francisco Galvez "Frasguito Yerbagilena," José Soler "Nino de
Linares," and the little girl, Carwen Salinas of Granada.
Three hundred pesetas went to Maria Amaya "La Gazpacha." An
2ld man of seventy-two and a child of twelve were the stars
2f the contest in Granada. The success he achieved permitted
Diego Bermudez to record his first record, of which enly a
small number were produced, and thereby allow us to experi-
ance once more the almost forgotten cantes of Silverio, who
El Tenazas knew. Later, he adopted the artistic name, "E1
Viejo de Mordn," and achieved a well-deserved, although short-
lived, fame. His career would scon end, while that of Manolo
Caracol was off to a splendid beginning.

Manolo gave the thousand peseta prize to his father; it
was 3 guantity that could feed a numerous family for three or
four months in those days. But Manolo did get a prize, a
bicycle that he had dreamt of on many occasions. No sooner
had the triumphant artist returned to Sevilla from Granada
than he was contracted by a theater in the Fargque de San
3epastian. Antonia Merca, "La Argentina," was present at the
show one evening. 5he had not the slightest doubt about
lncorporating the precocious artist inte her own company.
They performed in the Victoria Theater in Sevilla and then
went immediately afterward on a tour of all aAndalucia. Manolo
Caracecl was earning a fabulous amount for those days -- three
hundred pesetas a day.

In Madrid, Caraccl made his debut in the Teatro Calderdn.
Then, at twenty years of age, his voice changed and he began
to favor the fandangos and develop his "caracolesco" style.
In the Capital, he met the woman who would become his wife,
Luisa Gomez. He considered her to be the most beautiful
woman he had ever seen and, a short time later they wera
married,

The war [Civil War] did net mean the militarv for him; he
managed to be declared completely unfit, exempt from any
service. He procesded with his artistic performances, which,
although there were reported sucecesses, represented a con-
siderable reduction in his earnings. In 1939 the war ended
and he returned teo Sevilla. He was again triumphant, in a
show that alsc included Custodiz Romerc and Rafael Ortega.
Just as they were about to undertake a tour of the whole
country, Pastora Imperio joined the group.

Upon reaching Barcelona, skapticism began when Custodiz
Romerc abandoned the group and was replaced by Pepe Heredia
ancé the Jara sisters were alsc added. After a triumphant
performance in Granada, Manolo Caraccl became enamored of a
plan to put together an extraordinary show in which room
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LOLA FLORES AND MANO

would be made for the greatest stars of the cante. The
opportunity was offered to him by the impressarieo, Alberto
Montserrat, who was the organizer for shows in the bullrings.
The many times postponed project was at the point of being
realized. Manolo called Juanito Valderrama, Pepe Pinto, EL
Sevillano, Vallejo, Canalejas, and other illustrious figures
in the art of flamenco. A fundamental principle in carrying
out such an undertaking is that the pay be the same for all
artists. But dissentions arose that cooled notably the
enthusiasm of Manolo Caracol. vallejo and Canalejas could
not reach an agreement and said goodbye to their friends,
Along with the cantaores, the show also included the guitar-
ists Melchor de Marchena, Montoya, and ESteban.

The show was received with coldness and indifference, Pure
flamenco is difficult for a mixed sudience to take, for they
lack the reguired preparation. At least, that is the explan-
atlon Manclo Caraccl gave to himself. The bitter experience
did not stop him from throwing himself with renewed vigor
into the rough path of art.

In 1942, while performing in the Circo Price, along with
Pepe Pinto, he had a visit from Conchitz Piguer, who con-
gratulated the Sevillan cantaor for his vibrant interpreta=
tion of "Maria Salomé." These two artists worked together
for a short while. Quintero, Leén and Quirecga composed some
things for their show. Manolo Caracol made famous the "Noche
Vieja" that he did with Carmelita Vazquez; the cante of
Manole accompanied the dance of Carmela, "jaleandola" sensu-
ally; this cante ang baile that did not assault the essence
of flamenco, was very well-received.

An illness suffered by Manolo ended the artistic collabor-
ation with Conchita Piguer. 1In 1943 Manolo Caracel met Lola
Flores. Lola, almost & child, came te Manclo to ask for
work. The request went unheeded, but the two artists saw
each other frequently after that. The definitive meeting
tock place one morning on Hortalegma Street in Madrid. Lola
was performing in the theater "Maravillaz" and Caracol went
ro see her, accompanied by Xavier de Echarri and Manuel Diaz
Crespc-

L AT THE HEIGHT OF THEIR POPULARITY

The first show they put together was a disaster. HNext,
they presented "Zambra®™ in the Teatro Fuencarral with promis-
ing financial results. Caraccl became an impressaric and
they began a tour of Spain. In Barcelona they were a
tremendous suctess.

Manole Caracol, perfect model of the temperamental
flamenco artist, found himpelf at the best point of his
artistic career. Free from prejudice and little inclined to
compromise with the purists =-be didn't give much credence
to their theories -- the great Sevillan cantaor never lost
sight of the frontiers of the cante; but when the occasion
required it, he knew how to go beyond them. Yet he was
always genuine, jondo, and pure, without abandoning his
attributes of genius. The magic of his "voz afilli" was
manifested even in the popular flamenco, in his interpreta~
tions of zambras and orchestrated pop songs.

Dominating all cantes and knowledgeable about many dif-
ferent styles, Caracol sang them in a masterful manner. In
his very flamenco voice, resonated the ancestral echo of the
gypsy race.

The cellaboration with Lela Flores, “whirlwind of colors,"
as described in a well-known verse by José Mariz Peman,
brought to the stage the purest essence of flamenco together
with a most sophisticated and commercial show =- an inexorable
tribute to the preferences of 2 public that continuously grew
in its addiction to these performances.

The fame of Manolo Caracel sxtended ro movies. Together
with his inseparable partner, they played a small part in
“Ur Caballero Famoso," a film directed in 1943 by José Busch
and starring Florencis Becguer, Amparo Rivelles, and Alberts
Romea. They Starred in 3 1948 £ilm, "Bmbrujc," directed by
Carlos Serrano de Osma. In "Jack el Negro," an international
co~production directed by Julidn Duvivier and J. A. Nieves
Conde and featuring George Sanders, Patricia Roe, Herbert
Marshall, and José Maria Lado, the two artists once again
appeared 1in 2 minor role. Finelly, in 1951, they returned to
the honors of stardom in "La Nifia de la Venta," a comedy
directed by Ramdn Torrado.
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Ther, unexpectedly, came the break-up. HNabody could have
imagined that Mancle Caraceol and Ieola Flores would separate,
cut the unforeseeable occurred in 1%52. 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 artisezcally. Luisa
was the creator of "Pena, penita” and "Limwsna de amores"
[very famous pop songsj. The first show in which the young
artist appeared was ¢alled "La Copla Nueva." The unusual
expectation surrounding <the debut gave way tg a thunderous
and endless applause at the finish. Luisa Ortega sang
rarvelously, while Manola Caraceol accompanied the dance of
Pacita Tomds, singing a very successful zambra, "Ay, mi
Candelaria.™

1n 1957, arturo Pavén apreared on the scene. Luisa
Albéniz, Arture's mother, was teaching dance tz LUisa Ortega.
The announcement of the wedding was nct expected. Manolc
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
atternd the wedding ceremony.

Pilar Lipez invited Manclo to go to America with her
zempany.  Upon ceturcing to Madrid, thwy were presenced in
the Teatrc Caiderdn, with the money from ticket sales going
ta the 3panish Cancer Association.

L snort time later, Manolo Caracol became i1l and con-
sidered retiring permanantly from the world of stace lights.
In an attempt to not remova himsalf too far from the cante,
he decided o cpen a tablao. In the taklac he performed
sporadically ~- wo the satisfaction of the zconnoisseurs of
#lamenco who could hear once more that frightful. anguished
anc heart-rending voice.

The last vears of his life were passed by ¥anolo in his
luxcrious chalet, "Villa Abuela Luisa," that was built four-
teen kilometers ‘rom Madrid amd dedicated to his wife who,
unfartunately, died hefore the construction was finished.
The =u:lding, with more 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 tranquil and private. Oaly gecasionally did he go
o his tablac, "Los Canagtergs," on Calle Barbieri. EHe liked

o walk *hrough tha gardans*of his home, watching his grand-
children playing happily and contentedly, or take a dip ic
the pool.

Ir 1972, Mancle Caracol celabrated the golden anniversacy
= his preofessicnal career. Simultanegusly, new reccrds of
kis were released a4 a form of symbolic farewell to the
zacte. 4amono the many distinctions awarded ta Manolg Caraccl
was the "Cruz de Caballiers de la ordén de lsakel la
Tatslica,” giver to him for embodying, in all its purity. the
nchble 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 February 24, 1973,
when nis aukcmebile crasked intg a4 post on the La Coruna
nighway near Fuenta 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 home,
tae nome he had l2ft moments befere suffering the mortal
accident an the way to the tablas, "Los Canasteros.”

One ngur befeor2 the funeral procession departed., the
zhalet was comoletely surrcunded by automoliles and Iriends
and admirers of tne deceased zaptaor were Arriving LOn-stop.
zopular figares in bullfighting and skowbusiness ~—- werlds ba
which the artistic genius was tied professignally oy by
Famiily and aficidn ~- made their appsarances. Moments before
-he burial, the rosary was said and the priest offered the
cesponsory for the dead. Around the cpffin was his family,
composed af his children, Luisa, Enriqua, Lola, and Manuela,
his sens and daughters-in-law, Lrturg Pavén, Maruja Basza and
Jose Sanchez, and his grandchildren, 3oraya, Yasmina,
Esmeralda, Salomé, Giowanna, Jordana, Manolc, Enrique, José,
arc Manuel.

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

* ¥ »

MANOLO CARACOL: HIS CANTE

[from: Los Payas Tambien Cantan Flamenco by Pedro Camacho
Galinde: published by EBdicignes Demofile, 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 Garcia Laorca), disd in an accident. &nd he was af
the gypsy cantaeres. His father was one and, it seems, a
good one; his great grandfather was none cther than Currg
Durse.

A canzaor gitanoe gne hundred percent. Mot a cantagr gf
cante gitano ~- although thar was his natural preference -~
Caracel sang "a lo gitane" [in the gypsy stvlel, as a gypsy.
all »f the cantes. even the most "agachonacs" [non-gypsy):
tarantos, fandangos de Huelva, alegrias, and cupiés [pap
sengs n flamenca rhvthms].

2id he sing well? ®ho could doubt it! Were his cantes
perfect? 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 that Ls hot,
gushing, and boiling gwer; coagulated bloud is cante without
life.

Caracel sang with a premedicatad anarchistic conceptian.
He knew the c¢antes. Ne had inherited them or learnec them.
He knew them formally and sxpressively to perfecticn, but he
sang them his own way ~- distorted, mixed, and as 2 form of
demented prejection.

There 15 a bullfighter rames Joaguln Cagancho. He ic alse
a gypsy and, frorv his family come resonances of the cante.
Well, Caracgl fought buils ~- that is, sang ~- like Cagancho
sang -~ that is, fought 2ulls. The same style; the same con—
¢eprion; an identical instability angé frierndly fickleness.

We wiil repeat the saying of Pepe Alameca: “"Bulifighting
{cante) is nat an amusing flight, but & passionate delivery."
Caracel fell inte, excited, abused, and at times mixed these
two artagonlstic conceptions.

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

Tne traditicnal gypsy styles ©an be sung without being
restricted teo a formal structure and a rigid melody, that is,
inflexible and unchangeable; they can be modified, re-shaped,
and modernized with perscnal gonkributions. That is +the
recommended Wway to revive or "re-invent" the cantes, as some-
vne has described it. La Nifia de leos Peines is ar example --
the example -- of that.

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

The most jimportant 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 do 1t, to reas or repreduce
the cante. It is the way that is generally emplryed by the
unerthedox 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 gausa. To disprganize the
compds. To give birth to abortions [abortive schemes,
messes], buk with life, with "4ngel," with devilish duende.
The old peirshed copper kettie. The brass c¢andelabra that
nas become a wvenerable relic. The jackass plagued with
harness sores and Lacking juvenile molars that has been
cransformed into a spirited, clean, and health. donkey. This
is the stylistic mold vf Maneola Caracol. At times, overflow~
ing and disfigured passion: ecn occasion, Jugitive "desplantes”
or the crafty horse trader of the feria.

and why, if this is sg, you will ask me, has he haé 2 hals
cantury of popuilarity and is considered te be cne uf the
stars of the modern "baraja" [oack] ¢f the zante. The reason
18 unGerstandabie. In the first olace, Caraccl was the
tnitiater af the modern era of the cante. His participaticn,
being cnly a child, in the Conwurse de Granada 3n 1922, gave

To
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him -- along with a disputable prize share with El Tenazas --
2 certain popularity and renown. Caracol came from & family
of cantaores and, from that brought a more or less authentic
oral tradition. And, finally, Caraccl made himself famous,
not in the cante that was genuinely flamenco -- that would
come later -- but by hie participation, along with Leola
Flores, in that "operismo" (opera flamenco) that had been so
vilified years before.

All of this does not mean to say that Manole Caracol was
not a maestro of the cante flamencoc. I woulgé prefer to say,
& phenomenon of has generation in the art. Without inter-
preting the genuine cante gitano --or agitanado -- he sang the

way the gitanos sing: strangely, anarchistically, differently.

His soleares de Frijones, or his siguiriyas del Marruro, or
his malaguenas del Mellizo, or the cantes of his anpcestor,
Curro Durse, or his martinetes and saetas -- all of them show,
state his origins, but in 2 disarticulated, dismembered,
incoherent, and irreconstructible manner. A sudden fit, 2
"jipio," & heart-rending sound, a "pellizco," identifies the
cante, but it 1s an incomplete identification, inductive,
indirect, precarious, macabre -- like the charred remains of
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& catastrophe. You need to be a detective to reconstruct his
cantes., Yet, there can be no doubt that his renown is based
on this regypsification of the cante.

There 15 one cante 1n which Manoleo Caracol's wversion has
been highly praised: the fandanguilla. I have heard it,
zlmost upanimously, praised as 2 unigue form of fandange --
one person ever baptized it as a new form:“caracolera" -- of
original execution and great expressive profundity. All of
that intrigued me so much that I think I have listened to
those fandangos hundreds of times to see if my receptive
senses or my critical tastes were, in this case, more atro-
ohied than normal. And I confess that it must be so, for, to
tell the truth, I don't find in the fandangos of Caracol any-
thing original or wonderful. They seem to me more like a
mixed version, somewhere between the fandanguillos of Pinto
|Pepe Pinta) and those of Macande, but, of course, of less
guality than either.

The only things that, in my Jjudgement, can be salvaged

from the unorthodox flamenco of Caracol are his cantes por
bulerias, some soleares, the fandangos de Huelva, and the
tangos flamencos,
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Flamenco Roots
And
Reverberations

[from: Arabesgue, June 1982; sent by Jimmie Crowalll
oy Hagda 3aron

n the village of vejer, in Andalucia, until very recent
times one would sae veiled women -- “las tapadas de Vejer.™
Their eyes may have neen heavily painted with "abenula.”
svme would wear high-heeled sandals, coften in red, and
lacquer their toenails. But veiled they were, from head to
Lpe, in black.

After Five centuries of Christian rule, sputhern 3pain
still retains a strong Moorish influence., It is evident in
<he dialects and social customs and most especially in the
misic and dance known as Flamenco. Its name is supposedly
derived from the Arabic "fellah-ah-mengqu” (“pheasant in
£light"); no one knows for sure.

But flamanco and Arabic music and dance share a common
ancestar. Both have their roots in the music and dance of
India.

The forerunners of the gypsies, as we know them today,
wereg callad “Kathaka" or "Gitan” apd ware traveling
minstrels from Sind, just off central India (whence ccomes
the term "Sinte”). They eventually migrated to northern
India where their dangd became heavily influenced by the
zulture that had been brought by the Moghul rulers. Among
ather innovations, they incorporated the turns and footwark
used by the Dervishes and Sufls.

The "Kathaka” evolved intao resident singers and dancers
of the court: their name was changed from "Kathaka" to
“Rathak.” The men performed as zingera, bwt both men and
women danced, although saparataly. In those days they were
treated as members of the royal family. 1The prouwd stance,
touched perhaps with arrogance, of both men and women from
southern and eastern Maditerranean countyies is perhaps a
lagacy of the "Kathak's" short-lived reign as pampered
resident artists of the court -- the days when they seem—
ingly could do no wrong 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 Danishmant from India. All things considered, it could
have Deen wprse.

These ancestors of todey's gypsies, having little alter-
native and being masically of a nomadic nature, traveled
throughout the Middle East and Eastern and Western Eurape,
settling hers 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 cwn form of expressicn,
and their music and dance fleurished, taking on new dimen-
sions as they mingled with, influenced and amalgamated the
indigenous culture and that of Spain's Islamic conquercrs.

“¥ithara," "chitarra,” “gquitarra,” gquitar == all are
derived from the Indian "gitar" aor “sitar,” singing strings.
The basis of flamencs music is pure Indo-Moorish. The che-—
stringed forerunner of the Arapic "rababa" was at cne time
in use all over India. Dancers of many cultures have played
hand-held percussive instruments te mark the rhythm of their
dance. The ancient Greek and Egyptian dancers had their
"krotalas,” sometimes fashicned from shells and sometimes
from metal. The Arabs nad their “sagat," oF “chinchines,”
as they are called by the Spanish [used to this day by
flamenco dancers who still remember the zambra mora, the
m25t Arabic of flamence dances). 8ut the Spanish wooden
castanuelas or castanets are a direct descendant of the
xathak "klavos," twoe pairs of woocden sticks played by the
dancers, which eventually became carved into rounded shape
and held tegether by taut cord. {(Many gypsies, however,
refuse to use them, referring ko them disdainfully as
rpostizos,” false finger-snaps.] Alsc from India came the
ankle-bells, ne longer worn &y Spanicsh dancers: heeled shoes
and the resultant elaboraticn of "taccnec" (heel-woark) were

Western innowvations. The "peinsgta” (high combl and "man-
tilla" {lace head-vell} and Flowers for the hair were tradi-
tipnally worn by "Kathak" women, as were the “scrtijillas”
{rather gracefully rendered in English as "spit-curlsg" --

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

When the "Kathak" traveled outside of India they gradu-
ally logt their religicus crientation and became more
secular. Howsver, for wnatever reaspn, duripng the 1900Gs the
danze of their successers seemed to re-smbrace its Hindu
roots, as before their 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-
imposed opn the undulating Indo-Moorishn arm movements.

Juring thelr sojours in Andaluria, the gypsies developed
their own rhythms and dance Forms -- their cante jondo,
deap cry from the soul, which, when the duende (inner
daimon) possesses the performer, is capable of slectrifying
amyone within range; cante grande, cante chira, cante
flamenco; soled, slguirivas. alegrias, canas, bulerias:
livianas, serranas, rondefias, cante de levante; rhytlms with-
out music, such as the martinete, traditionally sung and
danced to the blacksmith's anvil; deblas or tonas; zarongo,
peteneras; medias granainas, that tour de Force beloved of
the s0le gquitarist; malagueﬁas, fandangos; farruca, tientos,
zambra. The rhythms evolved, and some are complex -- while
some follow a basic 4/4 pattern, athers may be in two sets
of six, or twelve in all, but acgenting different beats in
each of the twp sets; or as some count them, tén and two,
po53e5sing sume pf the cowplexity of the raga. 1t is alsp
interesting that the drum is almost never employved in
flamenco, Thne Indian “raga™ is singular in that the
stringed instrument keeps the basic rhythm while the drum
elaborates upon it; in flamepce the accompanying guitar
keeps the steady rhythm while the dancer or singer executes
the fioritura.

The dance grew alony with the music -—- Near Eastern and
Western nuances superimposed on a basically Far Eastern
farm; the quasi-alocf introspection af the Moor coupled with
the vibrance and more overt €ire of the Scuthern Europsan
resulting in a stirring, uniguely 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, both gypsy and non-gypsy., Spaniards and
foreigners, such as Pastora Imperic, Lola Flores, La
Argentina, La Malena, L& Magarrana, La Argentinita, Pilar
Lépez, Vicente Escudero and the legepdary Carmen Amaya, la
Faracna -- the list grows; José Greco, Robertc ximénez,
Manclo Vargas, the late Carmen Mora, Maria Alba, Antonio
Ruiz Scler ané his cousin Rosavio, Teresa and Luisille, La
Chunga, Antsnio Gades, Estrella Morena, José Molina, Ramdn
de los Reyes, Sloria Catala, Mariano Parra. But whe is to
replace these artlsts in vears tp come? and what will
nappen to the dance? These days the flamenco arts de not
seem te offer encugh recognition, finan¢ial security or
tppertunities for exposure 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 octhers, works at an outside job and
teaches to support her art.

"My first exposure to the public came whnen I was six
years old, in Manhattan Towers, performing ballet and tap.
At sixteen I danced professionally, firgt performing Spanish
with Alex Bareshny at Town Kall in New York. I have danced
with Teresa's company (of Teresa ang Luisillpo] and with
Maria Alba; was several times saloist -- principal dancer —-
with José Greco. I have danced with tremendous success in
Santa Fe, Hew Mexico, with my owr compapy, a full company.

I did a one-woman show, “Reflections aon the Spanist Dance,”
at Casa de Espana in New York in November, 1880, I danced
in the best vablacs in Spain."

What are your goals now?

“Po dance well technically and emoticnally.
&¢I my colleagues.™

You have that. What now?

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

There are few places for flamence danceérs to work these

The respect
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days, Twenty years age there were many theatres and clubs
in New Yark, across the United States and in Burcope and the
Middle East that would engage a flamenco dancer, or a team,
or even a whole review, Not 3o today.

"There is at present only the Chateauw Madridé, and they
usually book a whole review, except for the Flamenco Lounge.
The Spanish clubs gn Foureeenth Street pay §¢ Little and are
30 peorlv macaged that they usually attract very fourth-rate

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

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

" great new influence, truly an upsurge in the energy of
the dance today is coming from the guitar -- particularly
from the work of Pacm 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 cther forms -- jazz, salsa. I have a salsa
croup, hAndalucis Latina. I think we may have broken the ice
by incorporating flamence with a contemporary farm."

The art has anscybed so macy influences throughgut its

development -- why gt the culture of today?
"1 would like to be bocked in Regine's, studic 54, Get
it seen."

Cne can arly hope that Liliana and cther gifted artists
who share her vision will someday be allowed the oppartunity
to expese the.r art, and that there is indeed a glowing
future for music and dance with such a glorigus, historic
pas=.

One believes it wauld deserve immortality.

IllIlIIlIIIIIIIIllllllllIlIllIIIIIIllIlllllllllllllllllllllll‘

... Sobre el baile

THE PCWER OF SUBTLETY

I am often asked, "What has happened to Spanish and
tlamenco dance and why 1sn's there more flamenco dance to be
z28n and sxperienced., like there used to be?"

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

Well, there is cbviously nn easy answer and there might be
many reasohs for flamenco nat belng around with dqreater
gopularizy. But, when asked what has happened, I find myself
givirng a very simplistic answer, though I feel arn important
fatet of zhe toral answer: "The gower =f subtlety has lgst
_ts appeal.” It has lost its appeal in this dav and age of
zlastirg, amplified sound, music and maovement. There is alsa
a trend for big, external technigue for technigque's saks; big
and mare are better, and the philgsophy af guantity oaver
guality s stressed.

The nowar of flamenco is not in quantity. A large group
af people dancing flamenco tgPether 1 often not as exciting
and powerful as one solo artist. Because of its very nature
flamenco is a solg, individual form of exprezsion. Much of
the excizement of flamenco 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 *lavor and ax the same time creatas 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 oud, revealing
the beauty of 2 ggrgecus flower. When I think of the moving,
emotignal moments thart stick iIn my mind, they are usually the

subtle movements and moments of a dancer: :the artist who can
stand still amd look like he gr she is expleding.

When I used to perform in Las Vegas, Rerno, Lake Tahoe, or
the Moulir Rouge, I would perform and also see the giant
extravaganzas of the big shows, where there were airplares on
stage, swimmng pools, sarthouakes, milligns of nude bodies,
fire eaters, more millicns of seguins and nen-stow, over-
powering visual and audikle titillation that rocked yqur
senses.  The interesting thing is that it would we fgrgutten
in an hour. To me, it was fun, but all cgtton candy that,
when boiled down, becomes -ust ten grains of 3ugar. The
pEople who have tried to make rpok 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 Lost.

What I remember most in my 34 years of seeing and doing a
lot of flamencg is Carmen Amaya walking gut on Stage and
stopping, 4and from the power of the way she did that walk,
receiving 4 standing ovation. I remember a pose that Antonio
did while dancierg his martinete. 1 remember the lomk that
Sapicas and Carmen Amava gave each octher while they were
seated on Stage doing a bit of bulerias. 1 remember the
stage exit of Pilar Lopez and ¥anoclc Vargas -- just basking
nff the stage, so subtle, so sensuai. I remember many, many
mements angd mos: of them were what I would call, again, awe-
some 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 storvy that I was tolé about a well-known
Japanese dance teacher who told her students, while they
were getting ready te perfarm in recital, to keep moving, ro
marter what, as it takes a great artist te stand still, Since
many yogund students af flamenco have never seen sqme of the
older artists, such as Amaya or Antonic and have never besan
expused tg the ambiente of flamenco in Spain, I would like to
suggest an ln-depth appreach <o the "inner Game" af flamenco.
Besaides 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 vwho are interested in flamenca, not just the
prafessional student. Subtlety is full «f inner energy.
Subtlety is linked strongly to the expression of what cculd
be called "an important facet of artistic expressign.”
Subtlety is fairly intangible because it is ngt step-griented
Subtlety can be guiet, Zynamic, still., moving., Subtlety can
be the mapne¥r in which movemert ané musicality are linked
together. Subtlety can be the setting of a mood, the creat-
ing and Gevelgping 0f the interpretation of the dance, the
underztating «f the vower 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 sg many ways. An inner
search anc understanding are & grea:t beginning to incorporat-
ing exciting Ssubtlety in the dance. when you start to dance,
try to keepr maving, 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 position, keep
them there and see what it takes tc "keep them exciting."
wWalk in different rhythms. wWalk within the rhythm. Feel
that you and the music are one, whether still ar moving.
Flamenca, by its very nature as a salg expression, is sc
very powerful in its potential for exciting subtlety. The
alre in its beautiful posture, 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 wmeans soft.
Subtlety and slawness can be soft, but that does not mean
weak and unexpressive. You can be dancing the most dramatic,
emotianal, Strong segQuiriyas and raks an sexciting stop,
releasing it all in & slow, soft mowvement. The subtle
trast is one af strength, of weaving and cantrast. The
contral of strong dynamics and soft release can be unfor-
gettakle if done with belief and inner sircerity.

I nentioned earlier sagme of the people I saw dance and
their unforgettable moments, mavements ang subtleties. T
alsc rememper seople, beforse 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 more than thirty gr forty vears ago. They
mentioned things like expressian, the face, a pose, a
whispering castanet or a hand in motian, whether in Spanish
theater dance ar flamenco. Alsqg a raising ef an arm that
moved them tg tears. What high art that is, worth working
towards and cultivakting.

Praobably the most beautiful Facet af subtlety can be seen
in the face, facial expressian that reflects the inner feel-
ings and interpretations of the tgtal dane=. Too many
dancers "bolt gn” a face -- mostly a stern face -- faor all
af the flamenco forms. I have seen too many looks cf ean-
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 a great
and exciting search, whether dancing or cagking. The power
af subtlety is ane of the ingredients in flamenca that wakes
uwp 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 gqut to infinity. Let qur souls be that pebble and, as we
flow in qur love qf flamenco, let it ripple with the power af
subtlety, aqut into infinity...

-- Tecdors Morca

=

JUAN MARTINEZ
El Arte Flamenco

INCREASE OF THE CLASSICAL DANCE
WITHIN THE ANDALUCIAN DANCE

[from: La Prensa, 1341l; submitted by Laura Mgya: translated
by Paco Sevilial

by Juan Martiner

As I have sajd, it was in Valencia that the zlassical
schonl of Spanish dance was born; its origin was Italianm, but

coplas [each verse of song danced more or less independentcly
of the others] as were the sevillanas, the malagquenas, the
pateneras, the valencianas, €1 vitag, and the jata.

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

As can be clearly seen, the classical school entered fully
intg the primitive Andalucian dances, enriching the original
dance and perfecting the steps that had been used previously.
The gvpsy <ance, o0 the othet hand, did not admit anything
from the classical school, with the result that it separated
completely from the baile Andaluz and was left alone ta
fqllow the only path remaining in the dance -~ flamenca,
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 immortalize the baile Andaluz -- they
tavght nothing but the baile gitano and the pure Andajucian
cance, which had remained far many years at the same level...
The teachers had tag look for help ln the classical dance that
wag then taking on alarming popularity in Valencia and taking
away some of the interest in the baile andaluz, 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 schoal and nix ik with the
zypical Andalucian dance. OCnce the baile Andaluz adopted the
new ideas, ikt created such a tremendous reaction among the
pecple that the 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 schcol
developed.

The masstros cconbinued their task of develosping the dance
as well as they could, now having three styles == the class-
ical, the Andalucian, and the mysterious baile gitano. with
all of this on hapd, they lackad only danceable muzie tio
adapt to the dances which, although classical., should npt
lose their Andalucian flavor; music appearsd that would
become popular in Spain and gqutside of it.

Here is a compardson 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 obScurity

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 oE 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 la arana™ [kill the
spider] by the cilassical school hecause of the position of

the body when killing a spider.
called "pasaos.”

Quick walking movaments they

Steps dpne with the points of the toes were

called "punteados,” and there was also the "punta y taesn” --
this lattar, aside from being done in Aragon, is used in
Valesncia, Legartera, Toledo, as well as other reqlgns that

ware namad orevipusly.

In "La Montana" is "al embotadag " so called because the
feet, held closely tagether crgss one behind the gther,
always crossing and moving backward to the compds. In
Galicia, this was and is done without crassing the feet;
similarly, many gther regions have taken advantage of the

"embotadp. "

I want to say that the classical school did not only serve
tg supply names for the steps., but, for the baile Andaluz it
was the best regpurte that ccould have been hoped far. It
segan with the little known and rustic bmlero of the Baleares
[Istands] that was taken to Sevilla where the maestros
[teachars] transfgrmed 1t intg one of the most difficule

dances tg execute.

Later, the technigques passed intg the

other Andalucian dances and were pressfted ko the rest of

spain.

In Sewilla, the teachers organized competitians and
contests among their students, and eaeh stydent would try to
cutde the gthers in the sevillanas or the cgplas of the
bolerp, it being an honor for the academy -to which the winner

belonged.

1 shguld point sut that the boierp was danced by

- danced throughgut 5falin he-
cause it had become a gtage
dance

- congquered the publie zacause
of the wealth of variaticns
and richness of dress

- favored by the teachers of
dance

~ became a school of dance

- enriched the dance of the
sther regicns of Spain

- dance campanlies formed

~ transformed the dance

~ the repetplre hecame stagnant
and lacked the gypsy element

- the teachers began o mix in
the gypsy dance

- dancers called batlariras
and bailarines

- falls into decadence

- forms a new schgsl and cam-
bines nmore wikth the gypsy
dance

- goes qut to faqreign cquntries

- more influence gf the gypsy
and recognizes its value

- the Andalucian dance
reqresses

- the Andalucian unites with
the gypsy and, tagether,
they are invincikble

danced in the corner of
a tavern

represented by barefopt
gypsies

criticized oy kthe keachers
of dance

had no school

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

created new ridythms
remained isclated;
develpped the tacgnec
garned strength

dancers called bailagras
and ballaores

cgntinues its course
CQNSETrves its own style

ascensior
privacy

cantinues its
maintains its

becames popular and
receives recognitign
becomes known gutside gf
Spain

e N e
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CONCERT IN HAWAII

by Paula Durbin

Some 1700 high school students were treated to a short
pre-program of four Spanish dances before the November 5
concert by Dave Brubeck and the Honolulu Symphony in the
Neal Blaisdell Concert Hall.

The dances performed were representative of classical,
flamenco and contemporary choreographies, and had been
selected for their potential appeal to a youthful audience.
The "Jaleo de Jerez," of the Escuela Bolera; the flamenco
"Tanguillo”; and the short, powerful interpretation of
Manuel de Falla's "Danza Ne. 1," from "La Vida Breve," had
beern brought to Hawaii from the Academia Pericet by Paula
Durbin. Also participating in the performance were Bob
Miller and Aurora Dismuke, whe performed a shortened version
of Mercedes' alegrias.

Honolulu guitarist, Frank Cabral, completed this segment
of the program. The featured concert included classical
prchestral works ané an original composition by Maestro
Brubeck, "Lz Fiesta de ls Posada,” a work originally com-
missioned by the Honolulu Symphony.

This concert, entitled "A Special Spanish Experience for
Mugie and Spanish Language Students,” was the result of a
cooperative effort by the Honolulu Symphony, the American
Association of Teachere of Spanish and Portugese, and the
Department of Education of the State of Hawaii. It was made
possible by grants frowm the Narional Endowment for the
Humanities and the State Foundation on Culture and the Arts.

* w0

DANCE: MISS NAGAMINE MAKES NEW YORK DEBUT

[from: New York Times (7); sent by Barbara Davis)
by Anna Gisselgoff

Yasuko Magamine, a Japanese dancer of great stamina and a
woman of egqually great determination, made her New York debut
Priday night at Avery Fisher Hall in & production entitled
"Musume Dojo3ii® (The Womat in the Tengple).

Miss Magamine is one of those obsessed spirits that arise
on the dance horizon every sc often and the world would be
poorer without them. To dance & solo performance on the
high-energy level that Miss Nagamine did for nearly two hours
and to do it at such concentrated emotional pitch is not a
routine occurrence. Having said that, one also can be of two
minds about a gigantic effort expended for such surface
results. "Musume Dojoji" is essentially a pure-dance, albeit
theatrical, interpretation of 2 Japanese legend. Rejected by
Anchin, a priest whom she loves, Kivchime is transformed by
her hate intc a demon serpent. It is this change from human
form to demonic spirit that is the stuff of the six episodes
of "Musume Dojoji," for which Mizuomi Ikeda is listed as
director and choreographer.

This is a puzzling credit since the nature of Miss
Ragamine's dancing is so closely built upon her body and her
past training in Spain as & flamenco dancer that it s
difficult to conceive the solos ss having been worked out by
anyone but herself. Her style is very personal. And it is
not very mysterious.

Like many experimental Japanese dancere who have studied
in the West, she has sought te marry traditional Japanese
forms with Western ones. 1n this case, she has juxtaposed a
lé-menbar Xabuki orchestral ensemble, placed atr the rear of
the stage, with her bare-foot flamanco stamping ané arm work
on what seems a raised or milked stags. The sensibility
remains Japanese simply because the music and the chanting
set the tone. No amount of pouncing, rolling, beating the
floor and shourinag can break through the stability of a
classical form such as Kabuki, particularly one whose tradi-
tion is already in the popular theater. What is of interest

is the juxtaposition of the Kabuki music and the free-form
flamenco solos. They coexist rather than merge. And in this
respect Miss Nagam:ine 15 at her best. The choreography is
ofran too long, too limited in range. Yet her intensity is
conveyed through her extraordinary ability to oscillate along
a wide scale of rhythms. Miss Nagamine was assisted by
Takashi Matsui, Maoshi Sawamura and Genrei Sakei, doubling as
dancers and Kabuki-style stagehands. One was left at the end
with an inevitable but powerful image -- demoness, in blue
makeup, clinging to the rope of bell =-- under which her
victim lay hidden.

YASUKO NAGAMINE
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SPANISH DANCE SOCIETY OF WASHINGTON, D.C.

The following pictures were taken at the inaugural per-
formances of the Spanish Dance Scciety last October. (See
Jaleo, Aug/Sept 1982 "Marina Keet: South Africa's Loss --
America's Gain.") These and the cover photo were submitted
by Society's director Joanne Petrie.

{Photos by Ruth Bolduan)

MARGARLTA JOVA

MARINA LORCA DANCING IN BATA DE COLA

(photo by Sandra K. Nicht)

LEFT T0 RIGHT: MANOLO LETVA (CANTAOR), PACO DE MALAGA, MARINA LORCA, MARGARITA JOVA, AND EMILTO ACOSTA
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MONTOYA GETS HIS MESSAGE THROUGH

[from: The Sun (L.A. area), Oct. 11, 198Z; sent by Mary
Ferguson]
by Ray Cooklis

Flamenco guitarist Carlos Montoya, on stage at the
Wational Orange Show during his guest solo appearance Satur-
day night, was having a bit of trouble finding the words to
describe the piece he was about to play.

S he stopped, gave a shy smile and confided, "You know,
my English is very bad."

Mantova needn't have explained. Through his music, he was
getting through to the audience just fine.

The venerable wizard of the Spanish gypsy guitar delighted
a contert crowd that filled somewhat more than half the
spacious Citrus Building's 1,500 seats Saturday, during the
first of two informal “"cabaret" concerts the Inland Empire
Symphony presented over the weekend. The program was
repeated Sunday afternoon.

Montoya won standing ovations for his performances, both
in solo pieces and in his "Suite Flamenca" with the
orchestra, and it's no wonder. His playing has a directness,
a simpliciry of expression —- despite his still-blazing
vechnical skill on the quitar — that communicates with his
listeners.

As he himself would say, Montoya's flamence is "music from
the heart," unfettered by pretense.

The "Suite Flamenca," a four-movement work based on
traditional flamenco musical forms, was written in 1966, and
has been Montoya's major touring piece since then.

The Montoyva quirar, of course, is the work's raison

d'etre, with the orchestra a convenient coloristic backdrop
carrying litrtle weight, Montoya deftly put the piece through
its paces, with good support from the orchestra, under the
baton of guest conductor Jeff Holland Cook. The closing
"Jaleo," with its swift, tricky syncopations and bubbling
spirits, was an impressive bit of ensemble playing.

Montoya's solo segment was the time for "pure” flamenco,
and here he showed just what an amazing variety of forms and
moods are present in that tradition, which originated with
the Spanish gypsies in the region of Andalusia in southern
Spain.

His six solos surveyed facets of the genre, from a
"zambra," a fierce, Moorish-influenced dance in which Montoya
uses the guitar to imitate the percussive sounds and complex
rhythms of tambourines, to a "levante," where the cante jonde
("deep” or “profound song") tradition of eastern Spain sings
of pain and anguish in free, florid, cascading melodies.

On stage, Montoya displayed youthfulness and warmth. His
characteristic little salutes to the audience were especially
endearing. Montoya indeed is a unigue and precious musical
phenomenon.

Cook and the orchestra added to the concert with perform-
ances of works that were, with one exception, in a Latin wvein
-- Mendelssohn's "Italian" Symphony, the "Intermezzo" from
Enrigue Granados' piano suite "Goyescas" (much more effective
in the original pianc version), a medley from the musical,
"Man of La Mancha," and one Viennese gem, Johann Strauss
Jr.'s "Emperor" Waltzes.

The conductor, who currently is music director of
orchestras in Wheeling, W. Va. and Mansfield, Ohio, did an
admirable job of putting the concert in shape musically,
especially with barely three days of rehearsal...
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TABLAO EL MARTINETE

photo and text -- Victor M. Gutierrez

People who are staying in Mexico City for a few days will
be glad tc know that "Tablao El Martinete" on Pasec de la
Reforma 128 (Care Colon 3rd Floor), telephone: S5-4o-D4-64,
besides offering good dinners and drinks has an excellent
tablao flamenco which is worth seeing.

The evening starts with a sevillanas performed by the
entire cuadro with Lucio Rodrfgue: at the guitar, who later
on enchants us with a sole por bulerias. That sets the mood
for Lorena Vargs's tangos; Lorena captivates the audience
with her young and refreshing personality.

Dulce de Cérdoba, cantacra, and Ricarde Montoya, bailaor,
perform their respective numbers with gusto and salero.

One of the highlights of the evening is the farruca as
performed by Carmen Blanco with her sobric and excellent
taccneo,

Marisol Teran, not to be outdone follows with a very
spirited tanguillo. Cantaor, Judn de hliba sustains the
pace of the evening with lyric, well-sung cantes and cCloses
with an inspired soleares. By the time they get around to
the rumba flamenca, you will probably be doing your third
bottle of burgundy and making plans to return for another
evening of fun. Tablaoc El Martinete is open for the
flamenco aficionades Thursdays, Fridays and Saturdays;
performances are at 10pm and 12pm.

i . . e
CARMEN BLANCO (FROM MEXICO CITY) LORENA VARGAS (FROM BOSTON) CARMEN BLANCO (FROM MEXICO CITY)
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LUCIO RODRIGUEZ AT THE GUITAR (FROM MEXICO CITY)
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WORKING OUT AT A WORKSHOP

by Ron Spatz

It was a crisp November morning and the sun felt good
streaming through the patio door leading to the dance floor
aof the Intersection Folk Dance Center.

Maria Morca was beginning her Zambra Mora Workshop with
some very yoga-like warming up exercises, "This is called a
olano: flat-double flar-flat."” With this intonation, the
grueling five-hour lesson was underway. I say grueling, but
there is something hypnotic about the zambra compds that
allows 1t to be played for hours -- as Yvetta Williams and I
did -- and still not want to stop. ©Of course one must alsc
consider how infectious Maria's enthusiasm is to dancer and
guitarist alike.

Anyone wishing moreinformation about Maria's workshops
may contact her by writing or calling the Intersection Folk
Dance Center, 2735 W. Temple St., Los Angeles, CA 90026.
213-386-0275.

- * ®

LOS ANGELES NOVEMBER JUERGA

by Yvetta Williams and Ron Spatz

On the evening of November 6th, once more the strains of
flamenco music drifted onto the sidewalk in front of the
Chez Carlos Restaurant, happily signaling another L.A.
Jjuerga underway. Due to several conflicting events this
particular Saturday, some now familiar faces were missing
tand missed). This was somewhat offset however, by the
addition of several new faces. Maria Morca and her husband
Tony, attending for the first time together, were a welcome
addition. As were flamenco guitarist Bill Freeman (El Nino CAROLYN AND MARTA MORCA DANCE
de Sepia) and dancer Diana Del Rio, a beautiful and talented
youngster from Pico Rivera. Guitarist Gene Norman and his
sister Liz were down from Santa Barbara to join us. Also
present were guitarists Ron Rivas and Ed Garcia with their
spouses. Dancer/teacher Roberto Amaral made an appearance,
as did guitarist Gene Foster.

Ben Shearer, Bill Freeman, Guy Wrinkle, and yours truly
{¥vetta and Ron) provided the music for dancers Katina
Yrinos, Maria Moreca, Diana Del Rio, Sharlene Moore, Cristina
Pastor, Maria Juana Shippen, Cathy Keane, Carolyn, and
SuzZanna.

Just as things were winding down, and about half the
attendees had left, more excitement was infused into the
evening as Teo Morca strolled in, accompanied by guitarist
Miquel Ochoa and his lovely singer/dancer wife Carla. This
initiated a "second wind" juerga with Maria Juana dancing
some moving tientos, Miguel and Carla performing bulerias,
and finally Teo joining in with some great improvisations.
While this was not one of the largest attended L.A. juergas,
it certainly was one of the more memorable ocnes.

We hope toc see both the familiar and new faces {(plus more
new faces) at the next juerga, Bpm on January 15, located at
Joaquin and Liza Feliciano's studio, 727 South Street, Long
Beach. Please bring tapas. Phone there is 213-423-39886.
While we are still planning not te charge a flat fee for
juerga attendance, 1t should be pointed out that donations
received have yet to cover 2xpenses. This means that a very
few people wind up shelling ocut for guite a few, which

.

- ; . i e

really isn't Fair. So when the donation can is passed, any- e §?&§%
i = - L

thing that can be z2fforded would certainly help. Anyone R

wishing a breakdown of where the money goes has only ta ask.

Incidentally, we have made plans that if there is a surplus,
it will be sent to help support Jalec magazine.

We would also like to announce the date and location of
our planned March 4th Jjuerga, at the intersection Folyx Dance
Center, 2735 W. Temple Street, Los Angeles, 213-3B86-0275.
Food and beverages will be available for purchase.

DIANA DEL RID

{photos by Dick Williams}
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MOORE (DANCING), CHRISTINA PASTOR

GUITARTSTS YVETTA H]LLIAMi. MiGUEL UCHOA AND
ACCOMPANY THE CANTE OF CARLA OCHOA

LEFT TO RIGHT: MARIA JUANA SHIPPEN, CATHY KEANE, SHARLENE

BILL FREEMAN

SUZANNA

e

KATINA VRINOS IS ACCOMPANTED BY YVETTA WILLIAMS
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CHRISTMAS PROGRAM AT EL PASEO INN

by Ywetta Williams

on a very wet rainy Wednesday night, Dec. 22, 1982, a
group of flamenco aficionados from the four corners of Los
Angeles assembled for the 2:00pm show at El Paseoc Inn on
Olivera Street in Los Angeles for what turned out to be an
unforgettable evening of good music, good food and good
fellowship.

The hospitality of El Paseo Inn was warm and friendly and
during a delicious dinner we were treated to a fast-moving,
entertaining show.

The evening program began with Las Posadas procession and
during the evening there was a giant walking pinata dropping
candy for everyone, and Santa Claus giving gifts and candy,
"The Trioc Traicidn" entertaining with great Mariachi music,
the loveable comic Gonzales playing his frying pan marimba
and singing comic songs, and the crchestra accompanying
different parts of the program and playing for dancing.

After the opening Las Posadas procession, the flamenco
group entertained. The dancers were Paco Vera, Valeria
Pico, Daniel aAndrés, Amber Gonzales and Cristina Pastor.
Dscar Nieto sang and David De Alva played the gquitar.

The dancers danced Boda de Luis Alonso, Gitanerias,
Soledad, Carsala and Perlitas accompanied by the orchestra.

These were Spanish classical and Mexican dances and were
well-done,

Dur two favorite numbers (being a little prejudice toward
flamenco) were the cuadro flamenco numbers of guajira --
danced by Valeria Pico (great granddaughter of Pio Pico)
beautifully accompanied on guitar by David De Alva and
singer Oscar Nieto and the palmas of the group. The guajiras
was lovely with contrasts in mood and dynamics and with all
the participants blending their talents for a complete
flamenco experience.

Paco Vera danced an alegrias accompanied by guitarist
David De Alva and singer Oscar Nieto. Again the blend was
beautiful and added to a great evening.

Oscar Nieto has been on a successful tour of the East
Coast and we welcome him back to Los Angeles. Tt was great
hearing him sing. He not only is a great dancer, but a
great singer as well

David De Alva is a fine, strong, accomplished gquitarist
who accompanied the dance and cante with precision and soul.
We are privileged to have him working in the Los Angeles
area.

Being Elamenco-minded we would have enjoyed hearing more
of the guitar and cante with the beautiful dancing and we
hope that E1 Paseo Inn will include more true flamenco in
the coming year's entertainment. The costuming, music,
dance and programming were very professional, wvery enjoy—
able, and we hope to see more of all of these very fine
performers in the coming year.

{(photo by Dick Williams)

@M@um

Instruction in Cante
and Baile Flamenco
Personal Costume Design

(213) 660-9059 Los Angeles, Ca.
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"Dancing Esgle and the People of the High Country”
i "Iosl 1a Pola, the Besc thst learned to Shace".

Two originel children'a boeks by suther, Teo Pbcca1}
and illustrations by Jane Hitchell. 4

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

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

. E—
El Oido
NEWS FROM OUR MEMBERS

New York: The Casa bDe Espana presented a program called
"Mundg Flamanco™ in November with guitarists Pedro Cortes,
Manclg Varon and Diege Castellon, dancers Manolo de Cordoba,
Liliana Morales, Maca "la Gitana,” Carmen "La Plconera,” and
singers Luis Vargas, fepe de Malaga and Domingo Alvarado. On
Novembec 27th Rincon de Espana presented cantaor agujetas

with dancer Mara Sultani and guitacist Robert Reyes. Pedrito
Cortes, Estrella Morena and Pepe de MalBga have relccated in
Florida. (from George Ryss)

Baltimore/D.C. area: Regular performances in the area
include: The Macis Morales Spanish Dance Company (3 dancers,
1 alternate, guest guitarist) performs in area elementary
and high schools and senior citizen centers under the
auspices of Young Audiences, 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 also per-
form Mon.-Sat. evenings at El Tic Pepe in D.C, {lst show
8:30pm). MNatalie and Evelina alternate performing at El
Bodagon in D.L. =- Carlos Ramos is the guitarist. The
Ealtimore area was alsc treated to a performance of the
acston Flamenco 8allet at Fatterscn High School. The first

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

Xz
SAN PIEGC SCENE

Flamenco In La Jolla

by Micaela la Soled

cao it be true =- "i0Ole!”, taconeo, palmas and jalec
ringing through the halls of La Jolla's staid Museum Of
Modsre Ari?

Well -- aimost trus.

The adjoining Sherwood Hall concert facillty was the
ScAne of a gathering on December 3, 1982, to celebrate and
promote the recently incorporited San Diego-Alcala sister
City Socisty.

Alfonsc 4s Bourbon, wall-knéwn La Jolla bon vivant and
self-atyled "Goodwill Ambasssdor from Spain.® who is the
maving farce bshind the Bociety, acted as saster of cere-
menies for the evening. Pollowing an introductory talk on
the Society, he showed coler slides of San Diego's Sister
City, Alcala de Henares (the birthplace of the other Diego.
of note —— ths one for whom our city is named) BAQ vaCious
Spanish scenes. . '

He then cead telegrams from Mayor Pete Nilson and
California Secretary of State March Fong Bu expressing their
enthusisem for the Society and their sincers regzet at being
unable toc 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
Segovia, Alcald, Madcid, Tolede, cordoba, Sevilla, Jérez
and Gecanada, with plenty of time for sightseeing, wine,
tapas, music and flamence. It sounds like & great time for
Ibeciaphiles, and, as Don Alfonso said, "Who needs to ever
coeme back?n ’

Further information on the tour may be obtained from tha
Chula Vista Travel Center, 297 "K" Straet, Chula Vista.
Phone: {61%) 426-6BDJ.

Lo {iltimo, perc no mencs importante, Mr. Reynolds Herigt
of the Casa de Espafa intrcfuced the high poiat of the
evening: a flamenco performance by some of San Diego's
artists. :

Tocagr Facc Sevilla cpes2d the show playing per peteneras.
As always, he presentad an arresting figore -- master of his
instrumant, communicating effortlessly the soul of his music,
The combination of technique, fa€ling and imwnense pracence
which are Paco's hallmark were evident in this song. THe
frea and thoughtful introduction, graceful tremolos and
cclap rums, fellowed by the stack, evocative melcdy, moved
inexcrahly toward an axciting rasquesds finish.

Petenaras was the introduction to a delightful avening of
flamencg soag and Asnce: a apirited jota by Sandre Agquayo
and Yasmin Kapadia (studezts of Juanita Franco), whose
rsgional costumes were mutheantic and charming, as was their
dancing; the ewver-sparkling Julis Romero ("Tia Julfa"”
according to Reynclds Beriot! doing a lively pasodobla with
her usual charmy; Juapita Feanco, a dancer of formidabla
presence and technique, dancing por alagrias, accompanied by
Pact Sawilla; Jasis Soridco giving a surprise twist to the
well-known classical quitar sclo "Romance Andnimo® by turn-
ing it intc a cumba and siaging it; cantaora Maria Jozeé
jeining Paco, Juanita, Sandra and Yasmin por fandangns de
Huelwva; all followed by a ccusing finele por savillanas,
with Jesds singing, Pace accompanying, and ali 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 delicioso, but -- and maybe it's a niggling point --
& copa de vino would have been, perhaps, more in keeping
with the ambiente of the evening. Que 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, lodking stunning in her chagueta cordobese, 16th
Century Goyesca cap, amdl ankle-length embroidered cape.

It's likely that more aficionades weuld have turned osut
if the evening had been given wider publicity (ne informa-
tion was sent to Jalec) and if the price of admission had
20t been go high -- a whopping $i0.30 danation.

concerts

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

PACO PEHA CONCERTS: in Fort lLauderdale, FL, Mon. evening,
Mar. 7. Limited space, Tickets $10.08. Contact Lauderdale
Music Center, 1263 E. Las {las {305) 463-4701. -- in Atlanta,
3B, Mar. 12, at the walter Hill Auditorium of the Nemorial
arts Center. Efforts are azlso being made to arrange a
guitar workshop. For further information call: Marta flel
Cid at 404/993-3062.

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

SABICAS IH COMCERT, Mar. 18, B:30pm, Boyce Hall, U.C.L.A.
THE LIVELY ARTS CENTER of Dallas, TX, will present their
Spritg student recital Mar. 26 including the participation
of professional performers Los Bienvenidos and other gquest

Speaking with some ©f the artists, we learned that the artists. The "Center" is also trying to form an organiza-
st§qe floor - which to me looked ;ough and uneven enough to tion of flamenco enthusiasts in the Dallas area and would
trip up a4 whisp ¢f fog -- was considared by Juanita Franca appreciate names ané addresses of interested parties.

to be “just fine." & flash of the dark eyss. "Yes. Aafter
dancing on bricks, cardboard, cement, this is just finel"
& zevillana speaks!

hddress is: 233% Inwood Rd., Dallas, TX 75235.

and Maria Jogé had similar enthusiasm for the acoustics.

Paco admitted that he wae enjoying the food.

So perhaps the use af Sherwood 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 aAndalucia.

iLo esperamos!

- ANNOUNCEMENTS

uncements with the exception o©f clagsified ade are free
of charge to subscribers, They will ba placed for twe
months if appropriate and must be recaived 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. Make
checks payable to JALEISTAS and mail to JALED, PO Box 4706,
San Diego, CA 32104.
JALEQl 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

1OS AHGELES JANUARY JUERGA: 3aturday, Jan. 13, 3:00pm, at
the studic of Joaguin and Lisa Feliciano, 727 south Street,
Long Beach, (A. Bring 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 FIASTERQS, starring Adela Vergarz, perform every Sunday
evening at Les Pirates, 4898 E]l Caminoc Real, Los Altos, CA
(415) 968~7251.

FLAMENCD WORKSHQP by Teo Morca in Albuguergue, NM, in Feb.
For information contact Eva Encinias, 3110 Bdith NE,
albuguerque, MM B7107, Tel. 505/345-4718 or 277-6143.

MORCA DANCE THEATER wili be deoing a Cultural Enrichment Tour
for the Washington State Arte Commission, Feb. IB through
Mar. 4. . .

LOS ANGELES MARCH JUERGA: Friday, Mar. 4, 39:00pm, at the
Eﬁgersectian Restaurant, 2735 W. Temple 5t., Los Angelas,
CA. For dinner reservations call 3186-0275. For ather
information call BE3I-0932 ar B33-0567. (Be sure to inform
persan at door you ara there to attend the juerga so that
yau won't be charged an entrance fee.)

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

classified

CASTANETS imported from Spain -- professional quality black
granadills, ebony $35.00 {(sires 5-6-7). Assorted wood
student models $11.00. wWrite "The Sea," 305 H. Harbor Bluvd,
san Pedro, CA 20731 (213) B31-1694.

WANTELD: Any books on flamenco. Top prices paid.
call Jim Gasper (week days) 213/46B-B1732.
FLAMENCO GUITARIST (non-professional) with some experience
in accompanying dancers interestged in meeting flamencos on
all levels who might be passing through this area. Contact:
Sadana, 1500 Park Ave., Tucson, AZ 85719, 602/624=-7979.

ROSA MDNTO?A‘S BRILES FLAMENCDS has been chosen to be part
of the rCalif. Arts Council's dance touring program 1983-
both Elamenca and rameiees craeien LeLfoTMers and prasencs
spanish dancs. Contact: Cornie
Freeman {415) B24-BB44 or (415) 2B5-3154 ~= 267 Taresikta
Blvd., san Franciseca, CA 94127.
GUITAR MUSIC AVAILABLE: Muzic 0f 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 supplies (skrings l/2 price). The Blues
Guitar, see ad for location,
PANADBROS FLAMENCDS by Esteban Delgado racorded hy Paco da
Lucia ~~ accurately notated sheet music: $2.75 in 0SA, $4.50
foreign, Scuthwest Waterloo Publishing Co., 6708 Beckett
Fd., Bustin, TX 78749,
JALEISTAs BY-LAWS AVAILAELE to all members upon redquest.
Flease gend a large, self-addressed envelope with your
requast.
GUITARISTS AND GUITAR STUDEWTS WELCOME to accofpany dance
clasees, San Diego area. Call Juana 440-5279 before 8a.m.
BACK ISSUES DF JALEO AVATLABLE: Vol. I no. 1 to & $1.D0 each.
Vol. T na. 7 te 12 $2.00 each, Vol. II, IIT & IV no. 1 ta 12
$2.0C each, and Vol. V and VI issues $2.50 each. {Add $1.00
for overseas mailing.)

DIRECTORY

Please

a
australia
FLAMENC{O ENTERTAINMENT
Cosmos Inn (Adelaide)

¢anada
DANCE INSTRUCTION
Maximiliang {Toromte)

Spdln

FLAMERC{ SHOES

. Menkes (Madrid)
FLAMENCD COSTUMES
H. Meekes (Madrid}

0B-51-22B7

463-B948

232-1036

232-1036
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DANCE INSTRUCTION
Adela (S5an Mateo)

(5an Jose)
Rosalie Branigan (Montclair)
Paula Reyes (New Monterey)
Carmen Chevere (Newbury Park)

san francisco
FLAMENCO ENTERTAINMENT

La Bodega

Las Cuevas

Flamenco Restaurant

El Meson Restaurant
Siboney Restaurant (Berkley)
Las Palomas Restaurant
DANCE INSTRUCTION

Adela Clara, Miguel Santos
Concha Duran

Rosa Montoya

Isa Mura

Teresita Osta

Jose Ramon/Nob Hill Studio
GUITAR INSTRUCTION

Mariano Cordoba

Ricardo Peti (Carmel Highlands)
CANTE INSTRUCTION

Concha Duran

Isa Mura

FLAMENCO COSTUMES

Raquel Lopez

los angeles

FLAMENCO ENTERTAINMENT
Chez Carlos Del Peru Rest.
Lares Cafe (Santa Monica)
El cid

Espartacus Restaurant

Las Brujas Restaurant

The Intersection Folk Dance Center Rest.
JUERGAS

Yvetta Williams

Ron Spatz

ACCOMPANIST FOR DANCE & CANTE
Eduardo Aguero

DANCE INSTRUCTION

Roberto Amaral

Pedro Carbajal

Rubina Carmona

Manuela de Cadiz

Concha Duran

Carmen Heredia

Maria Morca

Oscar Nieto

415/341-4484
408/292-0443
714/624-5501

375-6964
B05/498-0264

415/398-9555
415/435-3021
415/922-7670
415/928-2279

415/431-6521
213/223-1784
415/239-7510
415/435-3021
415/567-7674
415/775-3805

408/733-1115
624-3015

213/223-1784
415/435-3021

415/924-5908

213/789-6513
213/828-9205
213/668-0338
213/659-2024
213/667-9587
213/386-0275

213/833-0567
213/883-0932

213/660-0250

213/785-2359
213/462-93586
213/660-9059
213/8B37-0473
213/223-1784
213/862-1850
213/386-0275
213/265-3256

Vincente Romero (Long Beach)
Sylvia Sonera

Linda Torres (San Gabriel)
Elena Villablanca

GUITAR INSTRUCTION

Gene Cordero

pavid De Alva

Gabriel Ruiz (Glendale)
CANTE INSTRUCTION

Rubina Carmona

Concha Duran

Chinin de Triana

FLAMENCO COSTUMES

Rubina Carmona

CASTANETS

Jose Fernandez (Reseda)
Yvetta Williams (Imported)

.
san diego

FLAMENCO ENTERTAINMENT

0ld Town (Bazaar del Mundo - Sun. noons)
JUERGAS

Vicki Dietrich

DANCE INSTRUCTION

Juana de Alva

Juanita Franco

Maria Teresa Gomez

Rayna

Julia Romero

GUITAR INSTRUCTION

Joe Kinney

Rodrigo

Paco Sevilla

FLAMENCO COSTUMES

Clara Martinez

MAIL ORDER

CASTANETS

THE SEA = 305 N. Harbor Blvd., San Pedro,
Imported from Spain $11.00 (student) $35.00

FLAMENCO COSTUME PATTERNS

213/831-1694 or

213/423-5435
213/240-3538
213/262-7643
213/828-2018

213/451-9474
714/771-7867
213/244-4228

213/660-9059
213/223-1784
213/240-3538

213/660-9059

213/881-1470
213/833-0567

619/460-6218

619/440-5279
619/481-6269
619/453-5301
619/475-4627
619/583-5846

619/274-7386
619/465-7385
619/282-2837

619/831-2596

CaA 90731
(professional)

PATRICIA MAHAN - 755 N. Evelyn Ave., Tucson, AZ 85710

(send self-addressed envelope)
FLAMENCO SHOES

H. MENKES - Mesonero Romanos, 14, Madrid 13 Spain
(Shoes 5,000 pesetas/boots 7,000 pesetas - send

measurements in centimeters)
GUITARMAKER'S SUPPLIES

ALLIED TRADERS - P.O. Box 560603, Kandal Branch, Miami,

FL 33156

THE GUITAR - 401 North Kenmore, Los Angeles, CA 90004
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