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Oh yes, it's mandatory. I mean you must identify if there
is a bulerias implicit in the piece, or a seguidillas or
whatever. If the ambitions of the piece are more towards a
serious conception of the art, if you don't want to throw
away the essence of the music, you must be aware of the
roots, as you said. Even if they are not implicit in the
title, eh. Albéniz' "De Sevilla" is very much a sevillanas,
for example. But in Turina's "Sevillanas,"™ the title is
misleading. It is not a sevillanas at all; it's a soleares.
The title refers to the artist's depiction of Seville. The
classical guitarist must be aware of this. He must know the
basic dance forms, turns of phrase and inflections of
flamenco if he wants to give these works their true character
character.

Some say Albéniz' "Cérdoba" is also a soled....

If you want to hear a soleares, you might, but I don't
know. You see, Albéniz, unless he was specifically quoting a
popular theme, would play freely back and forth. He wouldn't
stay put in a particular rhythm pattern. So his works are
sometimes difficult to label. 1In “Castilla," it's definitely
a seguidillas castellanas, but other pieces are not so easy.
Albéniz had a more romantic imagination than Turina, and the
romantic mentality deals in bigger frames of reference.
Turina is more authentic, more faithful to the sources. His
work is as authentic a reproduction of the flamenco influ-
ences as exists in classical music.

And De Falla?

De Falla is something else. On the one hand he was very
faithful to the folkloric traditions, and on the other he
made a very stylized re-creation of those themes. In his
"Seven Popular Spanish Songs,” he quotes popular melodies.
He is faithful to the root; he doesn't alter a note, especi-
ally in the last song, "El Polo." The traditional melisma
is intact. But he gives it very stylized harmonic clothing.
He was a very creative composer.

These works we are talking about were not created for the
guitar.

Other than Turina's, no. But in some instances they
transfer very well. Albéniz considered some of T&rrega's
arrangements of his own works to be better on the guitar than
on the piano, for which they were originally intended.

Were Tirrega's own works at all influenced by flamenco?

Not noticeably. T&rrega was fighting against decadence.
From about 1840, the classical guitar saw a kind of decline
in its evolution and T4rrega was trying to take it back to
the concert stage and put it on the same level as the piano.
Later, when the guitar was thought of more in terms of its
own identity, it was more receptive to flamenco influences.
Arcas and Damas, who preceded Tarrega, did use flamenco
traditions, but the influence was sporadic. Turina's works
for guitar are really the first examples of classical guitar
music that reflect the flamenco world.

What about foreign composers?
Many were influenced by flamenco: Liszt, Glinka, Ravel.

But not in the "Bolero."

Well, the famous choreographer Maurice Bejart has an
interesting thesis that it is actually based on a Hindu
melisma. Orientalism pervades it. Ravel didn't think very
seriously of the work anyway, and he said it was 17 minutes
of orchestral tissue without music. But Ravel was always
making up challenges to his own craft, and he wanted to do a
piece that would border on madness and try to make it enter-
taining just by color. I think it undoubtedly has a Spanish
sub-flavor, but the composer was not very worried about being
faithful to a source of inspiration.

Who are the flamenco guitarists you admire?

Paco de Lucia. He is a very important creative force.
Diego del Gastor, Nifio Ricardo -- everyone who plays with
conviction and knowledge.

What can flamenco take from classical music?
The surest thing I can say is that, what flamenco can't
take from classical music, it will take from jazz. You see,

when the classical world split up with Arnold Schdnberg, the
German composer who said that tonality was dead and that the
composer of serious music had to compose in a new language,
the traditions that Western music had followed for many
centuries stopped. A new tradition that, let's say, lasted
through the impressionists and early Stravinsky, was followed
and continues to be followed in popular music -- in jazz,
musical comedy and Latin American music. Now we see this
influence, especially of all the harmonic frames of the
impressionists of the beginning of the century, transposed to
flamenco. Paco de Lucia, Serranito, Manolo de Sanlidcar -- all
of the flamenco guitarists are using chordal figurations that
are indebted to jazz and, indirectly, to the harmonic treat-
ment of the serious composers of the early twentieth century.
That's a sign of revitalization. Nothing wrong with that.
You see, music is one whole. We cannot really make isolated
compartments. As long as there is good taste and good
craftsmanship, you can do many things the purists would con-
sider blasphemous. The question is quality.

Copyright 1983 Paula Durbin

—t——

EDITORIAL

Once again it has become necessary to inform you, the
readers, of the situation here at Jaleo and to solicit your
understanding and assistance. We have once again had to pub-
lish a bi-monthly issue (April-May).

To explain the current difficulties we need to look at the
past. Originally Jaleo was an entirely volunteer operation
and the readership was small; we could publish for a few
hundred dollars each month. As we grew, two things happened:
As the work load increased, volunteer workers became harder
to find and we had to turn to a professional typist, profes-
sional assembly (collating, folding, stapling, trimming) and
other tasks, until, at present, there is little, if any,
volunteer work remaining in the area of producing the maga-
zine. This, combined with general inflation, drove costs to
an almost prohibitive level. We did everything possible to
cut cost -- using cheaper cover paper, reducing the print
size, being careful with our use of photos, and trying not
to exceed 32 pages. But, very few, if any magazines can
survive on subscription income alone; most depend upon adver-
tising income. Jaleo has received some help from advertising,
but with our highly specialized readership and the lack of
manpower needed to really go after advertising, we will prob-
ably never achieve the necessary income through that means.
We are reluctant to raise subscription prices -- inevitably we
will lose subscribers if we do, and the extra few dollars we
would bring in would not completely solve the problem. The
result of all this has been a financial crisis approximately
once a year and delayed publication of one issue, or a com-
bination of two issues. This year we are having our second
crisis.

Money is not the only problem. The magazine is put to-
gether by basically two people (there are others who do some
of the important back up work -- making mailing labels, book-
keeping, helping with correspondence, etc.). One of these
people does the planning, editing, writing, and translating,
and the other does everything else -- having material typed,
photos prepared, layout, paste up, proofing, ad design,
printing, addressing, mailing, membership, complaints, etc.
This work qualifies as neither vocation nor avocation and the
chore can be a real drain, strain, and pain. If either per-
son takes a week's vacation, as, for example, at Christmas,
the work falls behind and, as hard as they try, does not get
caught up. Hence, each year we have required a double issue,
or one very small issue to get back on schedule. One problem
with bi-monthly issues is that the readers do such a good job
of keeping us supplied with articles that we have twice as
much material to publish.

What does all of this mean? It means that we need two
things from the readers: understanding and help. The Jaleo
is unlikely to fold unexpectedly, so you need not fear you
are throwing your subscription money away; if Jaleo dies, it
will likely be a lingering process with irregular issues
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appearing for a year or two, and we could always send out
back issues to those who want them. We may have to guarantee
only ten issues a year at the current subscription price
(some readers have suggested we publish guarterly, but we
would then be faced with a mountain of material to publish or
have to reject articles). The two extra months would give us
time to catch up on the work load and to build the bank
account. Secondly, you can help as you have in the past.
Each year, when we have put out an appeal for help, you have
responded with new subscriptions, donations, and advertising.
That help has made the difference, for, in the period follow-
ing each crisis, we have built up our funds so that we could
coast downhill for the next year. Unfortunately, we were
only able to coast for about seven months this time.

-- Paco Sevilla

LETTERS

WORKSHOPS IN SPAIN AND COMNCERTS IN HAWAII

Dear Jaleo

With reference to Paula Durbin's review of the "Concert in
Hawaii," I have enclosed programs from two previous such con-
certs given for the students enrolled in Spanish classes in
1979 and 1980. Needless to say, the Carlos Montoya concert
was the most exciting and sensational. It was certainly a
privilege for me to have been instrumental in putting
together the dance portion of each program. As you can see
by the programs, all were sponsored by the same community
groups which cooperated with Mr. John Wollstein who brain-
stormed the idea.

As for sarah's letter, I would like to comment about my
two summer experiences attending Jose de Udaeta's three-week
workshops in Sitges. For the past two years, I have attended
and delighted in learning from such masters of Spanish dance
as Mercedes and Albano in flamenco, Eloy Pericet in the
"escuela bolera" who taught me that beautiful "Jaleo do
Jerez" which I performed in the 1982 concert, and Jordi
Sdnchez in the regional dances. In addition to that fabulous
list I must mention Fmma Maleras, a master of castanet
technique. Ungquestionably the intensive program offered by
Jose de Udaeta and his illustrious staff is unequaled any-
where, both in content and variety in Spanish dance. There
is something for everyone, with beginning to professional
dance classes. As for accommodations, the basic arrangement
includes a double room in a clean and comfortable hotel with
private bath and breakfast. The town is charming and
picturesque. The beach is within walking distance from the
hotel, There are restaurants to suit every palate and purse.
It's certainly one of the safest places I've ever visited. A
visit to Mr. Udaeta's castle is certainly a highlight of the
hospitality of the people. I can't recommend it enough to
any serious student of Spanish dance. For detailed informa-
tion on the 1983 workshop write to:

Jose De Udaeta
Apartado De Correos No. 63
Sitges (Barcelona) Espafia

May I suggest that some other readers might write about
some other flamenco or Spanish dance workshop attended and
share similar information. I am particularly interested in
knowing about the Ensemble Espafiol's "Spanish Dance Festi-
val," held each year at Northeastern Illinois University.

Thank you for sharing my letter with your readers.

Sincerely,
Aurora-Maria Dismuke
Aiea, Hawaii

[Editor's comment: Enclosed with Aurora-Maria's letter were
some programs from performances in recent years in Honolulu,
Hawaii. They have come up with a very original and creative
idea, using a local Spanish dance company to supplement a
concert by touring artists performing related music. In 1979,
Carlos Montoya played the second half of a concert, while
local dancers did the first half with Latin American and
Spanish classical and regional dances. Then, in 1980, they
did the same with "La Tuna de Madrid," - estudiantina per-
formers, and in 1982, Dave Brubeck and the Honolulu Symphony

were the featured artists, with a preliminary concert of

Spanish classical and flamenco numbers by a group including
Aurora-Maria and Paula Durbin. Congratulations, and may we
all be inspired by such ideas.] k

JALEQ HELPS READER MAKE FLAMENCO CONTACTS

Dear Jaleo:

The Jaleoc has been wonderful for me.
make contacts in other states.

In Nov. of '82 I went to L.A. and through the Jaleo was
able to find restaurants that had flamenco entertainment and
I was able to see Roberto Lorca perform-- it was a very good
performance.

In March I went to Washington, D.C., and through the Jaleo
found El Tio Pepe restaurant which had Rachel Pefla and her
husband performing. The next day I attended one of her
classes and had a great time. Also, I was able to sit in on
the company's rehearsal for an upcoming performance and
enjoyed that very much.

If any of the Jaleo readers are in the area of Washington,
D.C., I recommend that they see a show, meet Rachel Pefia, and
attend a class. Ms. Pefia is a very kind and gracious lady as
well as a beautiful performer. Thank you.

Deborah Romero
Greeley, CO

I have been able to

PRAISE FROM OHIO

Dear Jaleo:

I would like to thank you for making Jaleo magazine.
variety of writers contributing to the magazine make each
month a surprise. Keep up the good work.

Thank you,
Maria A. Pontones
Cols, Ohio

Your

TEQO - QUE TE RECUPERAS PRONTO

Our condolence to Teo Morca who shattered his arm last
month. His New Mexico workshop had to be postponed and he
underwent several surgeries including a bone graft. Teo has
been an inspiration to many through his workshops and
articles in Jaleo. This would be a nice time for us to
respond by dropping him a line of encouragement and thanks.
You may write directly to Teo at 1349 Franklin, Bellingham,
WA 98225 or send your letter to us for publication in Jaleo.

CORRECTIONS CORNER
MARCH JALEO 1983

La Petenera article beginning on page 8 was written by
Paula Durbin not Paul.

In the Footwork Notation article page 17, bottom of
first column, the symbol of the left heel beat "J "
should have followed explanation of right heel beat "} .

On page 18 near top of first co’ggﬁthould read: "Now e

can write these triplets:'§[, 4 F ;l La

\S%«\

JALEO THANKS THE FOLLOWING CONTRIBUTORS:

Martin Tressel - Donation
Joan Temo - Gift Subscription
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mathematical. Today, they dance more free, with the arms
open. Before, it was very stylirzed and c¢lassical. In Madrid,
in Amor de Dios, for example, 1 saw many people dancing very
well, very pretty, all the arms the same in the classas,
sverybody very sophisticated, but for me that is not flamenca.
There iz a technique, but, then each person has to search for
his own perscnality, Everything is important in the baile,

© you can't say that scmething has to be this way or that
way. Thers are people, teachers, even hers in Sewvilla, who
say, 'This can't be done!' or 'That can't be done!' or 'The
arms have to be up here!' or 'The arms have to be down here!'’
Anything can be good or bad depending on who is deing it. Cne
girl can do bad arme, but they will logk good on her. ¥ou
can't say tc a man that he can't do a certain move because it
is a woman's movement; as long as he is not effeminate while
dancing, it is zkay, The same with a woman; if a woman is
feminine encugh, even if she does man's steps, she will be
feminine. 5o you can't say that cne can't do this or that.
But everything is important in 1 baile, arms, face, every-
thing..."

far the most demanding quitarist

gﬁu Encg THE IDEAL STRING

~= I notice that many guitarists here do not follow the
dance exactly —— especially in buierfas —— Iike they used to,
How do you feel about that?

A premium string designed
"It is better when the quitar does not try to follow too P 9 gh

clogely; then the dancer has more freedom to do countartimes especmﬂy f or I‘{le top line
and stands out mora. If you do exactly what I do, it doesn't of flamenco guitars—rhe
come cuk as well. choice of mony leading

-- What do you think of some of the more modern dancers, quitarists, classical os well
people like Mario Maya or Joséd Antonia? ) cs flomenco.

"They are more bailarines than bailaores. They dance -
well. If they dance flamenco, they dance well because they
have studied a great deal, but they don't have 'aire.' 1t is
a dance of Madrid and wery theatrical --pretty, Dut it is a At your local dealer or contact:
tablao flamenco. But here in Sevilla 'Naide dice olé&' [No- Antomo David Inc., 204 West 55th Street,
body says ©1lé]. When a dancer from the Ballet Hacional comes NY C 10019-—{212) 757-3255{212) 7574412
here and does an alegrifas, or whatever, they say 'Muy bién, ’
very pretty,'! but chat's it.®

-~ How about £l Giito?

"He doesn't make it either. He is considered by many to
be tha best:; he is a gypsy and he has something, but for the
fame that he has, he dees very litile countertime or flamenca
that moves you. His escovilla is just a steady drone of
monotonaus footwork.

"I like Maric Maya & lot, he has 'arte,' but I still see M %tmﬁllﬂ
him as koo studied, toc perfect, toc precise with the guitar
-- 'stop here, the guitar must stop there' -- tooc much to-

gether. I like things a little logcser. Of course, a dancer
cannot improvise everytime he performs, but it is posgible
tc have a general plan for a dance and then, according to
your inspiration, go from there."

i

Instruction in Cante
and Baile Flamenco
Pergonal Costume Design

(213) 660-9059 Los Angeles, Ca.

MANOLO MARIN IN THE USA?

DA w kv A WA oE A NN M4 EE Py AN N e #f EE L s EE aogam ks bwomE ww

ARE YOU INTERESTED IN STUDYING WITH MANOLO?

Wanala Marin is interested in coming to the United
States for a visit. The fact that he will come if his
eypensed are covered, provides a unique opportunity to Fl G -t F s I
flamenco stndents here who cannot got to Spain. -1 am amen‘cu u' ars or a e
currently writing to Manolc to find cut if he is free .
this summer. If he is, then it will depend upon us teo

make it happen. The ideal situation would be one *BLACK ESTESU 1967 $1 000_
wher: Dern ~3 W s i ree ur diff ]
e wremnd T comtrr. 1o taise the money, he *BLACK ESTESO 1981  $2,000
could give classes, perform in facita.ls or concl:erts, *BLACK MALDONAQOD 1974 $1 ,800
r k t ] night club. For example, Ten

;eo;-: P::i:gqlsl:: f:t: iwc geets of classes mild raise *GERUNDINO 1971 $19500

$500. If that amount wers available {more would be

better, of course) in four different cities, then that CONTACT: CHARLES 344-0047
would pay for the trip. If you are interested in CUUGEE NSH AUSTRALIA

arranging something like that in your area, please
contact Paco Sevilla at Jalec (F.0. Box 4706, San

Diego, CR 92LC4}.
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CAFE DE CHINITAS

ARE THE TABLAOS DYING?

ffrom: Cuaderme de Cultura, January 1980; translated by Paco
Sevillal .
by Jaime de Urzdiz

Flamenco, castanets, flamencas and flamencos, have been
and are an integral part of ocur naticnal image. ZLike it or
not! We don't llke it when it is only the Spain of the tam-
bouring that comes ta the minds of other peoplea when they
think or apeak about us. We ars not going to argue here
whether there are -~ of course, there are -- things and facts
of greater value., Nor will we try to blame anyone far not
faving thought to create, develop, or maiptain a correct
image of our country, ita hlstaory, its treasures, the virtues
of its people or its secular travesties, cutside of our
borders... .

The tablacs and flamenco -- cante and bajile -~ begsides being
an important and undeniable part of ocur folklore, continue,
and will continue to be an attraction for Spaniards and
foreigners., But the tablags are dying. Part of the gensral
crisis -of the theater arts, they are withcut aid and harassed
by progressively greater municipal taxez and will not be able
to subsist much longer. Since art doesn't die, the flamenco
artists will be reduced to frequenting the few taverns that
do not have pozted the incredible sign that says, “Se prohibe
cantar” [Singing Prohibited].

Alberto Heras and Manuel Verdasco, owners of the Café de
Chinitas in Madrid, are not resigned to changing their tablac
intc ju=t one more of the thousands of "cafeterids Ameri-
canas” that there are today in Madrid. They will not give in
and will fight. Just as Alberto Weras fought in Mew York in
the World's Fair of 1964, in his zypical Spanish tawvern, and
in the following years, with the lworious and prestigious
Spanish Pavilion, one of the best restaurants in Manhattan
and the best Spanlsh restaurant in the world. This was
inde#d a continuous campaign for a good lmage of Spain in
the rest of the world. At least they would Jnow something
of Spanish cooking, of our wines, our cliwve oil, and other
food products. A surprise to those who entered -- not because
we Spaniards don't know, but because the foreigners don't
know and believe that only France or Italy, who do indeed
know how to sell their images, have good food in Eurcpe,

The same with the tablacs today: their progressive
deterioration has made people think that they are places
only. far tourists who are brought in by the busload as part
of a "package®" by the travel agencies. 5o the show is turned
intoc a caricature; there is mo art, no truth, no "entrega”
[delivery or giving] by the artists. But it is not that way!
Alberto Maras and Manuel Verdasco, in their Café de Chinitas,
have demonstrated that the authentic “tablao™ exists, that
artists like La Chunga -- with her worldwide fame — dance and
give their all every night in a corner of Madrid. The best
of the best in "gl arte™ continue dancing and singing in
Chinltas, or in other places, and flamenco has not died -
although some, the blind ones, want to kill it with the cold-
ness of ignorance and indifference.

But there is much more. I went some nightz ago to the
Café de Chinitas. My old friend, Alberto, waz not there,
but, along with that of Verdasco, was his stamp, hias handi-
work, his class. His class is reflected in the peysonnel,
the "miitres,] waiters, cooks, and in the mounting of the
show, from Thg cuadro to the star figures, the choreography,
the lights, the old mantones de Manila as a curtain backarop,
and in the authentic museum pieces found in the decor. Manolo
and Alberto "know'!

Soan, & "figura de baile" is announced. The guitarists
begin and {hgn the cantacres. Then, whispering and expecta-
tion upon ﬂﬁ?}ng a long bata de ¢ola appear an stage, worn by
& nine-year-cld child, anly four feet four inches kall.
Isabelita! Tor a moment it seemed as if, by soae strangs
phenomenon, our nocrmal vision had been reduced in sizse. A
star, a maestra, a cvonplete woman was creating -- ceeating, I

say., not repeating rehearsed steps -~ an authentic recital of
baile flamenco. What was going on? She danced again and
again, almgst the whole range -~ from the easy to the diffi~
cult. There was frenzy in the awdience -- when there is per-
formance with guality, that is what you get. And, later,
gther children: Aurpra, who sings with a broken gypsy voice,
and Antonio Mantoyita with gypsy protest songs on his lips
and the mannerisms of one who is sure of what he says and
does.

What was all of that? In the EInternaticnal Year af ths
Child -~ these things soccur to Alberto -~ flamenco wanted to
contribute. Their gesture may signifw hope., If thess
children sing and dance this way at nine years of age, the
source wili never be exhausted. The "fendmenos" continue ko
arise. And the irpresarios like Alberto Heras and Manuel
Verdasco are thers waiting.

What is missing? FPerhaps understanding, vision, and help
from the State and the city governments. But that wpuld he

oo easy! . 5 8

THE HISTORY OF CAFE OF CHINITAS
AND OTHER STORIES

[from: Cuadernc de Cultura, January i900; swmitted by and
translated by Paca Sewvilla]

by Catalina G. Madaria

In 1950, the first "Café fe Chinitas™ was born in Milaga,
in a house on a street that "urbanism™ destroyed in arder to
widen ~he "typical” Aiameda. It was a classic café cantante
of that time -~ installed in a cevered Andalusian patia, with
arches and columns, large green mirrors that wera described
by Garcia Lorca in one of his poems, and in the back, a small
stage on which the most well-Known artists put on their
exhibitions. Café de Chinitas, alaong with "El Burrero" of
Sevilla, attracted that heterogencus public that made up the
artistic world of the "Ramantic™ paricd; alongside the
"sefiorita aficionado," were the “gente de bronce" and the
country people decked aout in large capes. They all made
their presence known with shouts and applauses for the
performances of their favorite bailaoras and cantaores.

Today, “"Café de Chinitas™ is located in Madrid, in a
palace that dates fram the 18th century, in front of the
sgnate and near the "Palacio de Oriente," La Chunga, the
legendary Rosario, Maria Albaicin, Carmen Mora, Maria Vaergas,
serranitc, Gabriel Morena, Enrigue Morente and El Lebritano
have been scme of the stars who have begn applaudsd in this
tablaa.

La Chunga, barefoot, cantinues to be a vital part of
"Chinitas." G5he is no longer the little seven~year-old girl

‘who used to dance in the bars of Barcelona and, after her

performances had to, "beg for whatever she could get." She
is not that same little girl of bones who used to sell in
the strects the paper flowers that her family made., "Madre
nia! The hunger that those flowers would zave me from:™ La
Chunga has not gone hungry for a long time, but she still
gets tears in her eyes when she remembers, "ths bad times,
because you suffer so much when you have nothing.® Today she
is a woman at the peak of her life and her art. She is an
hrtist, with a capital "hk," for whom Carmen Amaya was almost
a goddess, and who believes firmly that, "it is important to
be a gypsy in order to have that special something that Ls
necessary for the baile.”

The dance is everything to La Chunga, with her hig eyes
and bare feet, "It is like eating, or when you are thirsty."
3he dances the same for any audience, "but it i3 necessary
that T have cante in order to dance." La Chunga does not
rehearse [Ed. note: several reliable sources have ipndicated
that this is not truel; she lives from her feet, which are
not insared; she designz her costumes without sequins or
spangles, “"Where could a gypsy girl go dressed in sequins?”

"Por Fawvd, difidlame un plajo" [Give me a cigarette]. She
smokes rapidly because the time has come for her to appear on
the tablao, to dance the "tond" arnd the rumba catalana, her
favcrite. She puts on a black rose, takes a last look in the
mirror and goes on stacge. First a soled, then tango,
alegrias, la tond and, finally, the rumba. The audience goes
wilid with olés and applause. You have to be a gypsy to have
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MAIRENA
THE FIRST REVOLUTIONARY OF FLAMENCO

[from: E1 Pais, Dec. 28, 1%8Z; sent by David Tamarin;
translated by Pacc Sevilla]

by Angel h. Caballero

The great patriarch of the cante, Antonic Mairena {(born in
Mairena del Alcor, Sevilla, 1909), wha at 73 is unanimousiy
retognized as the undisputed maestre, is one of the truly
significant personalities in all of the history of this art.
Fetired from active flamenco, with the rigorous exception aof
his annual participation in the festival of cante jondo that
bears his name, he continues to be involved in the evolution
of the cante. He has just announced his ocffser to make a
record as a benefit for the flamenco artists of the "tercera
edad" ["the third age"; refers to the ocld-time cantaores]. He
describes himself as, "the first revoluticnary in the world
of flamenco."

Antonio Mairena defends the present moment in flamenco,
but peints out the existing confusion: “Flamenco is living
in the most important time of its history:; I say this because,
with the dignity with which flamence is treated, how it is
valued, how the artists liwve, with respect to all of this,
there has never been a better time. But, with regard to
present qualities, I believe that there is a horrible cenfu-
sion being spread that will lead us ir a direction that we
cannet predict. Because things have to be treated...each
thing has its treatment: Folklore has its proper treatment;
classical music has ifs treatment; adulterated flamencoe is
put at a price, is sold, is commercialized, and you have to
know how to treat it and how it should be manipulated.”

The Maesstro reckons that the generic flamenco and the
cante jonde have to be treated separately. MNevertheless,
zach day the confusion spreads, "many sefiores, intellectuals
or not, express their coinions without knowing what they say,
nor what it is all about, and the public, the aficicnados who
Iisten, well, tley are often bewildered, because they don't
understand anything of what is being done or what is being
said..."

what is doing the greatest harm to flamenco? Mairena
responds: hpart from the fact that there are many artists who
become great stars prematurely, very prematurely, which is
only human and I don't criticize khis for it is very human to
want to be a top star and earn a great deal of money -- this
is very human and, besides, the youth have a lot of bravura
and turn their backs on reality, on what it is to be a good
professiomal in this, in this art...after that, it is the
great confusion that helps to spread a terrible misunder-
standing, It is we the artists who create the aficidn; we
tell the public what it is all about, where it comes from,
what iz its origin, what it is made ap of, and all of this
sort of thing that the aficicnado has to know if e wants to
be an aficiconado faithful to what we call today cante
flamerco, or quitarra flamenca, —r baile flamenco. The
aficionado cannoct be told wrongly; if he is misled, then,
undeniably, the ignorance is being spread."®

one problem, the Maestro feels, is that somecne has to
state definitively what is going on, what is happening with
this mysteriocus art of flamenco. Another problem is what is
geing to happen to flamenco, how will it eyolve into the
future. I remind Nairena that some years ago he told me that
flamenrc was “"hecho" ["made,™ "completed," "finished"], tha:s
flamence would not admit new creations, and now there are
artists who are experimenting with new forms, introducing
instrurents otner than the guitar that never had anything to
do with flamenca, and using "aires"™ that are foreign to this
art, etc.

"I believe that, as I sald at that time, the true fIlamenco
is 'hecho,'"™ responds the cantacr. "When thess gaps of forty
or fifty years come along -- I myself have passed through them
-- flamenco remains stationary, fleoating in space, its
essances, its body virtually revelving in space, and he who
loves, he wha is faithful to that flamenco...Because, of
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course, flamenco is not written like music: we hawe this
difficulty, we stumble on this cbstacle. But, at one time,
there were those who marked put a road to follow, a quide-
line, and this class of art only admits great developments.
If we appear in this reglion where that quantity of slements
are accumulated, that were created in past times, we will
£ind that it i5 a regioh without end and, to develop those
elements requires centuries -- centuries and the great artist
who has the gualities to do it; when you appear in this
region, you £ind material that cannct be improved, developed,
made greater or sweekter, nor -- and why not -- given duende,
which is the persomality of the individual artist and is notc
learned nor acquired at any price...”

ht this point in his life, with a career now completed, a
career that has known maximum honors, I believe that 1 can
ask Antonic Mairsna if he would like to tell us with sincer-
ity who of those who come after him are deing scmething that
interests him,

“There is a whole deck of young men who have very good
qualities, they sound wery well, but I canft point my finger
at any particular one, My position is tp encourage them and
tell them how and whers the cante is...If they want to take
it [the advice], they take it and, if they don't want to take
above all, above my advice, my good intentions,
exists the egoism, the desire to be the tpp star, to be more
of a maestro than tle maestro, and the desire to earn great
economic amounts --this blinds a great deal and 1 understand
it and don't condemn it because, without money you can't live
today., Df course, these are the Deople who will ba respon-
sible for what this will become tomorrow; if it becomes a
‘barbaridad’ ["something genercus"], they will be respons-
ible."

And, at this momenz, is there more likelihood that this
will become a "barbaridad" tomorrow, or will it be put back
on right track, that is, the orthodox path, with respect to
the flamenco tradition that we know?

"Il am an optimist, but flamenco is in a very dangerous
time, ., 'Muche, mucho, mucho, muche, mucho!' There are good
voices, as I have said; there are artistes who have duendes,
and those who have a good 'rajo' [rough voice] and marvelous
facilities, but they are an a path that I can't see regener-
ating itself or returning to the orthodox. I say orehodox
net to mean stagnation, immobilization, or an artist who
dvesn't change, no, no, because my ides is revolutionary
within my ideas of the cante., I never sing a cante, how can
I say it, for example a scled, the same way. My cante is in
congtant movement, like mercury, mever still, always looking
for new effects, new duendes, new channels for making feel-
ing...for that reason I say that the cante cannct be written
down, there is no notation system to write it with, I con-
tinue to think that I want to be an cptimist, but this is a
very delicate time."

Mairena says that he often listens, either live ar on
record, to the younger cantaores, but on one point he is
adamant: He does not lsarn, nor has he ever learned from
them!

"I don't learn from the new cones anything except that, in
what they are doing, 1 see many heresies. I have said thak
I constantly see the cante as something always in movement,
in revelution, but the essences cannot be lost without the. .
essences, they are meking a cante without ‘perfume,’ and a
cante, np matter how much beauty it may have, without 'per-
fume' it does not transmit [communicate], and if it does not
transmit (which is the mission of the cante), well, for me it
is something dead.”

The Masstro concludes that the evolution of the cante has
to be in the direction of surpassing gquality, surpassing
technique, smoothing the rough edges, looking for mnew
duendes, new effects, new enchantments. giving the "perfume"
even Tore intensity. A complete decalogue for the young
cantacres. But if they go in the copposite direction, "if we
aerase all of this, if we remove all of this, and if a cantaor
is like a recerd, something mechanical that you turn on and
then, ften minutes later turn on again with scame ‘barbaridad,’
and, later, turn it on agair with yet another 'barbaridad,'
I heliave it is not correct and is not the proper path of
avalution of what we c£all flamence.®

I zmointed out to him that I didn't sSee the optimism that
ne spoke of earlier, not in any of his comeents. He replied
quickly: "Buenc, I am a conditional optimist. The cante does
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JUAN MARTINEZ
El Arte Flamenco

"LA PULGA," "EL MOLINETE," AND THE "“CAN-CAN"
BRING ABOUT THE NEGLECT OF THE ART QF
SPANISH DANCE

{from: La Prensa, c. 1942; gent by Laura Moya: translated by
Paco Sevillal
by Juan MartInee

The decadence of the classical Rndalucian dance began to
e felt in Spain in two stages. The firat was the peried of
the "Privelpus,” songs like "la pulga” [the fleal, "el
morrongo,” and pthers of that style; these spngs were accolr
panied by movements that were more or less lascivious -- as in
"gl molinéte" -- with srenpunced gestures of the hips and
hands, and, for custume, they wore the least pnssible (an
example ks “La Pulga” that the celebrated Chelito used to
sing in a slip). And the verses can be classified as the
most daring that had ever been presented tp a theater audi-
ence.

This new event was so enjoyed by the public that, in a
short time, it had invaded night clubs, cafés, cantantes, and
all the pther places that presented variety acts and the
dance artists saw themselves caught in a whirlwind of deca-
dence and artistic degradatinn. And, if thosze sovngs weren’t
envugh, the "Can-Can' arrived to finish them wff. The "“Can-
Can" was nwt a swng, but a dance, a dance that is still
presented arpund the world today and is of French origin; it
followed other dances that came put wf the French revnlution
and counteracted the aristpcratic dances that had predomin-
ated befpre. In 1300 the first "cuadep" of "Can-Can" was
presented in the Paris Expositipn, and it causged such a
furpr that it didn't take lond tp cross the borders and find
in Spair a great field of action where the frivolous was
alreadv at its peak.

This first stage was a great blpw tp the serious Spanish
dance. Many dancers deserted To enter intp the new style nf
artistic life ——the frivolous. Others preferred to continue
fighting, while spme retired. Some dancers mpened dance
schoals, while pthers fprmed Trics, quartets and larger
grougs in order to continue the fight against the shamaful
innpvations that, later opn, would be called artistic.

I have tw give credit to the flamencos; they never
abandrned their flamencp cuadros, nor did they dive up their
dances for the frivolous, even though they could have earned
a fortune. The new and spicy dances were successful because,
for mapy years the repertoire of Spanish dances. although
extensive, varied, and beautiful, lacked novelty tm give it
appesl for the Sparish public. Outside nf Spain, ths Spanish
dance continued with its same strength...

This first stage npf decadence was cornqurered thanks to the
high class wf the bailarinas and balilarines whn centinued on
the "tabladws®™ throughout Spain, challenging with their true
art the "contratismpoa" that were presented tp them. The
public and the employers were against them, just bezause they
vreferred the pretty women who represented the frivplopus and,
second, because these new shows filled thelr theaters.

But the great artists pf the baile managed, finally, if
rot to wips out the friwvplous., at least tnp once again place
themselves above it, both in quality and in success, making
the glory of the unequaled classical Rndalucian dance shine
ance again-

It can be calculated tha%, until 1920, the old dance
repertoire continued once again with its former power; during
the vears from 1912 +p 1918, both flamencps and classical
dancers earned norey in abundance, bpth within and outside of
Spain, which encouraged an infinite number of younqg men and
women tp dedicate themselwes tr the baile; at the same time,
musicians decided to compose Dew dances in all styles.
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As T said, up until 1920 everything went well; the names
of La Argentina, Laura San Telmo and others were shining in
gpain, while Vicente Escudero did the same in Paris. But, in
spite of these top figures, and many others, the second stage
pf decadence was$ underway and, no later than 1923 or 1924,
and things were going sharply and fatally doemhill.

In the middle of that decline, great composers with their
musSical genius in all types of dance, began to present a
repertoire of such musical strength that they not only
managed to interpret the inevitable and total collapse of
the great Spanish art, but thanks to them, dance in general
wad resuscitated and elevated tn the level at which we find
it today.

when this music appeared, it caused the same effect as
when one finds oneself about tn drown in water, not knowing
how to swim, and is thrown a life jacket. The regenerating
msic was welcomed in the same way. The great artists of
dance grabbed a hpld pf this music in prder to be able tno
expand that which they had kept inside themselves dus tn the
lack of musjic to inspire them and allpw them to make use of
new techniquea and ideas.

In the next article we will leave the subject of this
great music and expound an the causes of the second stage of
decadence. :

S
L ]

THE CONCURSO DE CANTE JONDO
DE GRANADA, 1922

by Pacn Sevilla

In the Jalgo of April 1981 (Vol.IV, Ho. By, I wrotg an
article abput the Contest wf Cante Jondo in Granada in 1922.
During the last two years a couple of rélated jtems have come
in from the readers. Dawvid Tamarin sent the caricature .study
by Antonio Ldpez Sancho and the copy nf the vriginal an--
noucement for the contest, both of which come from the book,
Manuel de Falla'y el cante jondo {Universidad de Granada,’
1962} . | ’ L ’

The second item was a copy of the appendix of On Music and
Musicians by Manuel de Falla, translated by David Urman and
J. ¥. Thomson {(Marian Boyars, London-Baoston, 1979). The
appendix consists of the tranalation of the entire pamphlet,
El Cante Jondn, published anonymously by Manwel de Falla in
chAnjunction with the 1922 contest. This pamphlet has peen
widely queted in flamencp’ literature and we feel it worth-
while to reproduce parts pf it here. Part II is deleted, as
it deals in a superficial manner with the influence pf cante
jondo wn Russkian and French music. Included is a sectiopn
dealing with the rules pf the contest. we thank James Gaspar
of Hollywood for this material.

ANALYSIE OF THE MUSICAL ELEMENTS OF CANTE JONDO

{a) The Historic Factprs. Three factoprs in Spanish
history have influenced tn a different degree the general
life of our culture, and have an pbvious relsvance top our
music history; the adoptinpn of the Church pf Byzantine chant,
the Arab invasion, and the settlement in Spain wf numercus
groups of gipsies. - :

The great master Felipe Pedrell writes in his admirable
Cancionerp Musical ESpafiol: “The persistence nf musical
vrientalism in varipns Spanish popular songs is the deep-
rovked result of the influence exerted by the moat ancient
Byzanting civilization which brpught into being those
formulae pgculiar tp the rites of the Church of Spain from
the time of the conservation of pur country to Christianity
until the eleventh century, when the Roman liturgy was intro-
Auced.” We would like teo add that in wne of the Andalusian
songs, the siguiriya, which we believe best preserved the old
gplirit, we find the following elements of Eyrentine chant:
the tonal modes of the primitive gystems (which must not be
mistaken for the modes we now call “Greek," although these
are svmetimes an element in the structure of the others); the
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use of enharmonic intervals typical of primitive meodes, that
is, the division and subdivision of the interval between the
seventh degree and the tonic considered in its tonal
function; finally, the absence of a metrical rhythm in the
melodic line, and itS wealth of modulating inflexions.

These characters are likewise present in Moorish
Andalusian aong, the origin of which is much later than the
adoptlion of the Byzantine liturgical music by the Church of
Spain. This is why Pedrell affirms that "our music does not
owe anything essential to the Arabs or to the Moors, who
probably reformed only some ornamental features common to the
oriental ard the Persian systems, whence their own stems. The
Moors, therefore are those who have been influenced."

In making those statements we shall suppose that the
magter was referring nly to the purely melodic music of the
Andalusian Moors, for it is true that in other forms, especi-
ally in dance music, there are rhythmic and melodic elements
that cannot possibly be traced hack to the primitive litur-
gical chant of Spain.

ave thing is beyond doubt: the music that is still known
in Morocco, Algiers and Tunis, as "andalusian music of the
Hoors of Granada™ ncot only has a personal character that dis-
tinguishes it from other species of Arab origin, but alsc in
its rhythmic dance forms shows the origin of many of our
Andalusian dances: the sevillana, the zapateado, the
sequidilla, etc.

In addition to the liturgical Byzantine and Arab elements,
the siguirilla contains forms and characteristics that are

EL “CANTE JONDQ”

(CANTO PRIMITIVO ANDALUZ)

SUS ORIGENES. -~ SUS Se punlcad con meuvo de ls
VALORES MUSICALES. celebracién dsl 1.~ Cencurso

de "Cante Jondo, "organizedo
SU INFLUENCIA EN EL por el Centro Artisticc de

ARTE MUSICAL EURCPEOC. Gransda, < Corpus Chrintl
13 y 14 de Junis dp 1922,

TNTORLAL URARL, ORARADA

Porisds det fellaia sobre of canas jende

TITLE PAGH FrFCE Th G00K CAJTS JOXDO

somehow independent from the primitive sacred songs of the
Church and from the Moorish music of Granada. Where do they
come from? In our opinion, they derive from the gipsy tribes
who Settled in Spain in the fifteenth century. They carme tc
Granada, where they generally lived ocurside the city. They
gradually integrated themselves with the people, until they
were called oy a name that shows to what point they had been
incorporated in the civil life: castellanos nuewvos, being
thus distinguisned from those of their race in which the
nomadic spirit survived: the gitanos bravics.

Those tribesz, who arrived from the East, according to the
historical hypothesiz, give Andalusiar =igning a new char-
acter which consists of the cante jondn. Tkis is the result
zf all the factors we have mentioned, not the przduct of one
of the cpalescing tendencies. The original Andalusian
element fused and shaped a new variety in conjunction with
the received influences.

Bll we have said will become clearer if we analyse the
musical features of the ¢ante jondo. This name is given to a
group of Andalusian songs, the genuine type of which we
believe to be the so-called siguiriya gitama”™ frem this stem
cther kinds, still alive among the people —-- the polo, the
martinete, the soleares --which, thanks to their very high
qualities stand cut among the great group of somgs the common
people name flamenco. Strictly speaking, this name should
only be given to the modern group formed by the somgs called
malaguedas, granadinas, rondefias (the last one being the
origin of the other two)}, sevillanas, petensras, etc. Ahll
these varieties can only be considered as a consequence of
the former group.

Before underlining the purely musical value of the
siguiriva gitana, we should like to point out that it is
perhaps the only Eeropear sono which preserves in all its
purity -~ in structure as well as in style -- The highest qual-
ities of the primitive song of oriental pecple.

(b} Relationships with primitive oriertal songs. The
essential elements of the cante jondo present the following
analogies with some of the songs of India and of other
orientai countries:

I. The use of epharmonic intervals as a modulating means.
"Modulating® is not used here in its modern sense. We call
modulation the simple movement from one tonality to another
that is similar but on a different plane, without however
changing the mode -- major or minor. This is the only dis—
tinction made by European music, from the seventeenth century
until the last third of the nineteenth. These modes or
melodic series are composed of tones and semitones, the
position of which is immutakble. But the primitive Indian

| systems and those deriving from them do not consider that the

places the smallest intervals occupy in the melodic series
{i.2., the semitones of ocur tempered scale) --the scales --
are invariable. In those systems the production of intervals

that inhibit simiJlar movements obey a rising or a lowering

of the voice, which originates in the expression given to the
sung word. This is the Teason why the primitive modes of
India were 5o numerous, for each one of those which were
theoretically determined gave origin to new melodic series

by freely altering four of its seven sounds. This means that
only three of the notes of the scale were invariable. More-
over, each of the notes that could be altered was divided and
subdivided, so that in certain cases the srtarting and finish-
ing notes in some fragments of phrase were altered, which is
exactly what happens in the cante jondo. To this we must add
the frequent practice in Indian songs as well as in ours, of
the vocal portamento, that is, the way of leading the voice
50 as to produwee the infinite nuances existing between two
joined or distant notes.

Thus, the way in which the word medulating is used, to
denote the manner of a Singer’s using his voice as a means of
expression, is far more exact in this case than in that to
which the conservateire treatises of European musical tech-
nigue refer.

In summarizing this, we can affirm that in the cante jondo,
aa well as in the primitive Eastern songs, the mosical scale
is a direct consequence of what we could call the oral scale.
Some theoreticians even suppose that word and song were one
and the same thing in their origin. Louis Lucas, speaking’
about the excellence of enharmonic music says, "that it is
the first to appear in the natural order, by imitation of the
birds' song, of the animals' cries, and of the infinite
rumbling=s of matter."
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What we now call "enharmenic medulatien, ¢an be con-
sidered, in a certain sense, as a couseguence Pf The primi-
tive epharmonic genre, Yet this conseguence is apparent
rather than real, because pur tempereéd scale only allows us
tc change the tonal functieons df a szound, whereas in the
actual enharmonic process that sound 1s modified according ta
tne natural needs of its attractive functions.

2. We recognize as peculiar to the cante jondo the usage of
a meleodic field that seldom surpasses the limits of a sixth.
This sixth, of course, does not cdnsist only of nine =zemi-
tones, as in our tempered scale; throwh the use of
enharmonic intervals, the number of sounds the singer can
produce is substantially increased.

i. The repeated, even obsessiwve, usze of one note, frequently
accompanied by an urper dr by a lower appoggiatura. This is
characteristic of certain enchantment formulae, even of the
kind of recitation that we could call prehistoric and thet
leads some pepple to think, as we pointed put before, that
songd preceded pther forms of language. In certain songs of
the group we are considering {(particularly in the siguirillal,
this device permits the destruction af every feeling of
metrical rhythm, and thus gives the imgression of sung cress,
although the text is in verse.

4. Although gipsy melody is rich in ornamental features,
these are used only at certain moments -- as they are in prim-
itive Oriental saongs -- tc express States of relaxation or of
rapture, suggested hy the smcokicoral Zorce of the text. They
have to be considered, therefore, as extensive vocal inflex-
idrs rather than as arnamental turne, although they sound
like the latter when they are “translated" inte the gegmetric
irtervals v the temperate scale.

5. The =shouts with which our pesorple encourage and incite the
“"cantaprec” ané “tecacres” also originate in 3 habit still te
ke cobserved in similar cases among the Oriental rares. It
must ndt ke thought, however, that the siguiriyva and its
derivatives are simply sgngs that have been impcrted from the
East. At the most, it iz a grafting or rather, a casze of the

coincidence of drigins that certainly did not reveal itself
at one particular moment, Hut that is the result, as we have
already pointed ocut, of an accumulation of histprical facts
taking place through many centuries in Qur peninsula. That
is why the kind of sung peculiar to Andalusia, although it
raincides in its essential elements with those developed in
countries so far awav from gurs, shows so typical, su
uational, a character, that it becomes unmistakable, *

THE GUITAR

To finish these ndtes we should like to point cut the
extremely imsartant rcle played by the Spanish guitar in the
influences toc which we have rceferred.

The use of the gaitar made by the pedple reprezents two
clearly determined musical values: the rhythmiz value,
external and immediately perceptisle, and the purely tonal—
harmonic value.

The first of these, zogether with some cadential phrases
of easy assimilation, was the only one to ke uwsed aver a lang
reriod by more ar less artistic music, whereas the importance
nf the second, the purely tonal-harmonic walue, was hardly
recdgnized until relatively recently: the only exception be-
ing Domenico Scarlatti.

The Rassian corpesers were the first, after the admirable
Neapolitan musician, te take naote of it; but as the only one
nf them to know directly the way of playing peculiar to the
Andalusian pegple was Glinka, the artistic application of it
was inevitably small. Glinka himself paid more attentjign to
the prramental forms and to some cadential phrases than te
the interral harmonic phenomena that take place in what we
cculd rall the togque jande (“"touca jondo™).

It was Tlaude Debussy who incorporated those values in
artistic music., Eis harmonic writing, his texture, prove it
in many cases. Debussv's example had immediate and brill-
iant conseguences; one of the best of them is the admirable

"loeria"™ df owr Iszaac Albéniz

':_ ;.45

jendo”,

wﬂ?ﬁlrtsz. T tuuvocuunu

NOTA.—- Sc gvisa a iosquz &s«n pn‘param para t! concurso, que desde ¢l dia 7 de Mayo esard a!mr!a la Escucla gratuita de 'Caﬂlt
todos fos dias de ocho a diez de la nockie. Para la mscnpnﬁn dirigirse 2 la Secretara dei Centro Armistico.

CONCURSO DE

“CANTE JONDO%f
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The toque jonda remains unrivalled in Europe. The
harmonic effects that our guitar plavers unintentianally
achieve are one of the marvels of natural art. Even more, we
believe that our fifteenth-century znstrumentalists were
probably the first to add a harmonic accompaniment (with
zhards] ta the voral or instrumental melody. And lek it be
clear that we do not refer to the Moorish-Andalusian music,
but to the Castilian; we should not mistake the Moarish
rmuitar fay the Lakin. Both of them are referred to by aur
authors af the fourteenth and sixteenth centuries, and what
they say proves the different musical uses of each instru-
ment .

Pedrell affirms in his "organograffa musical antigua
espafnla” that the Moorish guitar is still in use in plgeria
and in Moyocco; that it is called kitra (khitara™guitarra?};
and that the strings are plucked. The primitive way of play-
ing the Castilian gquitar is ta strum it, and this is st1ll
often heard among the people. That is why the use af the
Meorish instrument was and is, melodic, like the lute and the
bandurria, whereas the function of the Spanigh-Latin gquitar
was harmonic, because if one strums the strings, only chards
come out, Many will say that those chords are barbarian. He
affirm instead, that they are a marvellaus revelation of
unsuspected possibilities of sounds.

THE CANTE JONDO COMPETITICH
(Primitive Andalusian song)

The Centra bhrtistico De Granada, aware of the impartance
of the pesople retaining their primitive songs, has organized
this competition ta stimulate tkeir performance, which in
some areas are now almost conpletely forgotten.

The competition, subsidized by the Muricipality with
12,000 pesetas, aims at the revival, maintepance and purifi-
cation af the old cante jonda {alsc zalled sometimes cante
grande’. Taday this not anly lacks appreciation but is alsa
cansidered an inferior kind of art, whem cn the cankrary it
15 really ane af the highest manifestations of falk art in
Eurape. .

The competition will take place on the given dates and
accarding to the fallowing principles:

1, For the purpoases of the competition, cante jondo will be
considered to be the group of Andalusiar songs, the generic
type of whirh we believe to be the so-called siguirilla
gitana. This is the origin of the other songs still kept’ up
by the people. like the polos, the martinetes,. the solefres,
which thanks to their very high qualities, distinguish them-
zelves within the great group of songs commonly called
flamenca. Strictly speaking, though, this last name shauld
e applied anly ta the modern Sroup formed by the malagUenas,

CARICATURE STUDY OF ANTONIO LDPEZ SANCHD,

IN THE FLAZA DE LDS ALJIBES DF THE ALHAMBRA IN GRANADA.

DEPICTING THE SECOND NIGHT OF THE CONCU

che granadinas and thelr commen stack, the randefias) to the
sevillanas, the peteneras, etc., all of which can only ke
considered as derivatives of those we farmerly named, and
will therefore be excluded from the competition.
2. Far gualification ané award purposes, the songs will ze
grouped as follows:

ia) siguirillas gitanas

{b) serranas., polos, canas, scleares

lc) songs withaut guitar accompaniment: martinetes-

varceleras, tands, livianas, saetas viejas.

3. nall the cantaores of both sexes may take part in this
caompetition. oOnly those prafessionals of less than twenty-
ane years will be allowed to participate. Professionals can
send their students and in making awards the name of the
master will be gquated.
4. All those who give prublic perfarmances wha are engaged
and paid by a theatrical company ar by particular individuals
will be considered as professionals.
3. All thase who want to register far the competition should
£i11 in the attached form. and send it to the secretary of
the Centra hrtistico de Granada.
G. The expity date for registration is the 25th of May.
7. Ta accompany the ~antactes participating in the competi-
tion, guitar players will be admitted; khey will be entikled
to compete for the awards established for that puroase.
Kegistration for gquitar players is the same as for the canta-
cees; furthermore, their being prifessionals will 2e na
anskacle ka thelr registratian.
3. The camzetition will take place at the S5an Hicolds square
iAlbaicin) on the evenings of the 13th and l4th of June, The
rreliminary round will start an the 10tk af June, at 10
o'clack, at the Centro Artistice. All the cantaares and toca-
cres must attend it; should thay not do so, it will be under-
stocd that they na longer participate in the competitian.
9. The prizes will te distributed as follows:

For the first graup

Prize af Nonour: 1.000 pesetas frem the Municipality of
Grarada, and 1.000 pesetas from the special prire “Ignacic
Zulaaga." Ip all, 2,000 pesetas.

First prize: 750 peseras

Second prize: 300 pesetas

Third prize: 250 pesetas

For the secand and third groups

Two first prizes af 1.000 pesetas each

Two cecond prizes af 500 pesetas each

Two third prizes of 250 pesetas each

For the guitar players

Special prize "José Bodriguez hcosta': 1.000 pesetas

Second prire: 300 pesetas
10. Comgetitors can participate in ane ar in szeveral af the
graups, out they c¢an be awarded only one monetary prize.

e

A | o

RSD DE CANTE JONDO HELD
{see key on adjoining page)
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Should a competitor deserve several prizes, the highest of
them will be hapnded to him, but aof the others only an hanour-
able qualification will oe conferred an him. The amount our-
standing on these prizes can be used to increase some of the
achers, should the jury judge it appropriate.

RULES FDR THE ELIMINATING ROUNDS

These will be divided inte two kinds of competitions:
1. Admission tests
2. Eliminating tests for the prizes.

The eliminating rounds will begin an 10th aof June at 10
o'clack. All those who are registered must attend them;
shguld they not do 3¢ it will be understood that they are no
longer participating in the competition.

admissian tests. For those registered in the first group,
this will sonsist aof the performance of a siguirilla gitana
gf the simple sort {(without the change). For those belonging
ta the second and to the third groups, it will consist of the
oerformance of ane of the songs in their group. As far the
guitar players, it will consist of the accompaniment of the
cantaoras during the test.

Thase of the cantacres and gf the guitar players whase
performances are ta the satisfaction of the jury, will be
entitled to participate in the “Eliminating test far the
prizes.™ These will be divided into three groups, cokres-
ponding ta the three groups of the competition. The songs
Belenging to different groups will not Be mixed.

In the first croup,. the competitor will sSing two siguir-
illas cf differert styles, af his own cheoice.

Tn tha second and third groups, it will be encugh for the
competiter to perfarm two spongs belognging te twa different
items of the four comprised in either graup.

creference will b2 given to the performance of those songs
which, because of their greater antiquity, are less kraown,
sinze the main aim of the competitlion is to arcuse interest
i ther.

since anly the performance of siguirillas gitanas is
required for the Eirst sectian, we should like te point out
that in those of the siguirillas called del cambio, the
martinete thar sometimes accompanies them can also be sSung.

Once the eliminating tests are completed, the jury will
select ‘rom among the cantacres and the tocacrses who have
been examined. those who will take part irn the competitian
and in the festival of the 13th and the 14th.

The verdict of the jury,. as wall as their decisions during
the eliminating rounds, will be final.

The jury may interrupt the nerformance of the competitors
whernever they think it convenient.

£ Diego Bermider, F| Tenazas. ?: Ramon Monrtora. 3. Joaguin Cuadrados. 4 Pastarg
Povin, Nifia de los Peines. 5- Valemtin Felip Durdn. 6: £i Nifto del Berbero, 7. La
Nifig de la Aguadera. 8: dmdre's Segowa. 9. José Ruiz Almodgear. 1. José Sdmohez
Puerigs. 1. Raperio Martinez Riobod. [2: Amtenic Lopez Sancho. 13- Ignace
Zuloagm. {4 Jos¢ Gorcia Corrilio. 1Y. Fernando Viichez. 16: Mamue! de Falla.
{7. Vicente Ledn Caifefas. {8 Federico Gareio Lorca. 19: Hermenegildo Lanz 20 Jose
Martinez Riobog. 21 - Luis Riohoo. 27 Ramen Martinez Rinhoo. 13: Saniiage Rusiiol.
24: Amomio Ortego Molina. 25 - Josf Cargze. 26 Rogetio Reblee Fozos. 27 Froncieco
Vergaro Cardone. 28: Fernando de lgs Rins. 2% Santas Martinez, 30: Miguel Cerdn. ¥
31 Ramsn Carozo

REMAREKS

We have tao warn competitors most earnestly that preference
will be given to those whose styles abide by the old practice
of the classical cantacres and which avoids every kind of
improper flourish, thus restaoring the cante jondo to its
admiracle sobriety, which was one of its beauties, and is now
regrettably, lost.

For the same reasons, competitors should bear in mind that
modernized songs will be rejected, however excellent the
vacal qualities of the perfarmer. Likewlse, competitars
should remember that it is an essential quality of the pure
mndalusian cante to aveid every suggestian of a concert or
theatrical style. The competitar is not a singer, but a
cantaar.

The cantaor should not be discouraged if he is told that
in certain notes he goes out of tune. On occasions, being
out of tune is utterly irrelevant to the true comnneisseur of
Andalusian rante.

It should alsc be remembered that a great vocal range,
that is, a wvoice that embraces many notes, is on the one hand
necessary ta the cante jonda, but on the other, its improger
uge can he detrimental to its stylistic purity.

*That rare treasure, the pure Andalusian socng, not only
threatens to disintegrate, but is an the verge of disappear-
ing permanently. Something even worse is happening: with
the exception of some cantacr still singing, and a few ex-
cantaores with no voive left, what we can usually hear of
the Andalusian song is a sad, lamentable shadow of what it
was, of what it should be. The dignified, hieratic song of
vesterday has degenerated into the ridiculous flamenguism
@ today. In this latter, the essential elements of Anda-
lusian song, thoese which are its glory, its ancient nobility
titles,. are adulteratad and (horrar!) modernmized., The sober
modulation -- the natural inflexions of the éong which cause
the intervals between the notes of the srale to be divided
and subdivided -- has become an artificial ornamenting, more
characteristir of the worst moments af the Italian decadent
pariad than «f the primitive somgs of the East, with which
curs car be compared only when they are pure. The reduced
melodic boundaries, within which our songs find their
natural field, have been clumsily expanded., The modal
wealkh of the oldest scales has been replaced by the tonal

-paverty. that the preponderant use of the anly two madern
scaleg’ causes, of those scales that manopolized Eurspean
misic during more than two centuries.

i

1349 Pranklin

Bellingham, Washington 98225
Ph. (206) 676-1864

A CELEBRATION OF THE STH ”ALL FLAMENCO”
WORKSHOP-FESTIVAL., AUGUST 15 THrouaH 28TH.

1
A ONE-OF-A-KIND HAPPENING TAUGHT BY 11
1
1

1

il it

| MASTER TEACHER. DANCER. CHOREOGRAPHER,

}  AUTHOR. TEQDORC MDRCA. CaLL oR WRITE FOR
INFORMATION. _AND BROCHURE . A

[ p——
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Centro Flamenco PACO PENA

3% ENCUENTRO FLAMENCO

The Centro Flamenco in Cdrdoba 1s now in its third year.
This year, Pace Pefia 1s expanding hisg concept and featuring
gther teachers besides himself: Fernanda Carranza will teachk
beginners, Inmaculada Aguilar will teach dance, and Marie
Escudera will teach a seminar. In additien, there will be 2
classical guitayr course taught by John Williams. There will
also be concerts by Pacg Pefia, Sabicas, Mario Escuderag, David
Rugsel, HManuel Sote "EL Sgrdera,® and cthers.

The flamenca guitar course will cover:

1. The Compds.

2. The Falseta.

. Basic togues a Compds

. Other togues related to the basic ones.

The Fandangs family.

Flamenco togues with non-Andalusian origin.
hocompanioent to the flamenca song.

hAocompaniment to the flamenco dance.

. Ganeral technigue and study method for the flamenco

guitarist, .

The rlascsical gulitar course will cover:

1. Baroque Music,

2. The dynamics and tone calours aof Contemporary Music.

3. Duets.

In addition John Williams will conduct discussions on
sight-reading and musical phrasing as applied to the funda-
mentals ¢f learning the guitar.

Mr, Wiiliams wants everyons in his course to participate
in the discussions on all the above subjects, but it will be
expected that +he more capable players will be given prefer-
enge as regards actual playing.

Caourse Dates:

Cgurse A ~- 11th July -- Paca Pefla

Course B -- 25th July -- Mario Escuders

*Cource © ~~ 20th July -~ John Williams.
guitarists only.

Course D ~— 11th July ~~ Inmaculada Aguilar

Course E -- 25th July -- Inmaculada aguilar

Course AR ~~ 11th July -~ Fernande Carranza

Crurse BB -~ 25th July -~ Ferpanda Carranza

Tourse Fees:

R+ AR T ]

o

Far advarced

Flamenro and Classical guitar couxse ........ 1B.000 ptas.
AUditors ..o vv-vmnean M eear e veeesaan.. 12,000 prtas.
seginners {Elamence guitar) .......--........ 12.000 ptas.
DANCE CCOUFEE o vvvcvssarrrvsavsnnrrsssssreans. 12000 pLas.

You mugt enclose 4.000 pesetas with your applicatiorn faorm
in order to cover registratioh costs.

The remainder must be paid on arrival at the Seminar. The
method of payment is by Eurocheque gr by peostal or bankers
grder to "Centre Flamenco Pacc Pefla® apd pocsted tc the szame
at: Calle Reloj, Ho. 7, Cdrdoba, Spain.

hpplications:

Flease send your application form as socnm as pessible to
the above addvess, and not later than lst July 1383,

Board and Lodgings

Hostel arcommodations will ke provided at your request at
arcund 40{0/5CC pesetas per person per night. Unless other-
wize stated we will ascume that you have no objection to
sharing with sther felicw-students. 1f you prefer an alterna~
tive type of accommodation, please tell us your reguirements
and the Centre will make your reservations.

Flease ticx:

O OTHER «sveuvunc-nn-- e E AR et e Cre e e

NOTE: The price for a one-star hotal is around 300/1.3C
pesetas per night single apd 1,.500/1.600 pesetas
per night double.

Meals will be organized ly the Centre. There is also a
wide choice of restaurants and bars all over Cdrdoba at

reagonable prices,
- W ¥

MAY SEMINAR

The accompaniment of [lamenco dance and sang 1S a complex
area of flamenco which aficionados rarely have the cppor-
tunity to apprgach and study intensively. This aspect of
flamenco guitar is cowered, aMONG Gther sabjects, during owr
Summer Semicars ENCUENTRO FLAMENCO, but we now want tc pay
special attentior to Lt.

We are starting a new venture: the MAY SEMINAE, a one-week
zourse on the art of arcompanying singers and dancers.

The date we've chosen for this seminar is an appropriate
and very beautiful time. May in Cérdapa is an unforgettable
experience: patins, balconies and even squares are adornec
and dressed up ir flowers to compete for the nrices given to
the bost ones by the local asthorities. There are celebra-
tions cf all kinds: the famcus spring fair, art exhibitions,
zancerks (this vear®s Spring Music Week at the Conservatory
includes a concert by Paco Fefia). It is a real explosion of
ogpular festivities.

In addition, the three-yearly Natignal Flamenco Campeti-
tion {for professisnal as well as amagteur artists)! is due
this May. You may like ta be present at some of these activ-
ities at the sams time that you take a claser look at the
imporbtant art aof accowparying flamence dancers ard singers.

{Nate: You are expected to be familiar with flamenca
quitar technique.}

The May Seminar consists in one week of guitar <ork.

Date: 4th to 10th af May

place; Centra Flamenca “Paca Pefia" ~- Cordeha
Guitar: Manuel de Falma

Dance: lnmaculada Aguilar

Singing: Juan Morenc Maya "El Pele”

Price: 10.000 pesetas

Directian: Paca Peiia

Please tear along thic line and serd to Centro Flamence
*Paco Peda,” calle Relod, no. 7 Cdrdsba, Espafha. enclosing
your reglstration fee aof 4.000 ptas.

1 would like to take part in your MAY SEMINAR taking place
from 4th to 10th May 22483, I understand the price is 1D.DOD
pesetas and I enclose 4.000 ptas. in advance. The rest will
be paid on arrival.

NAME : FORENAME :

ADDRESS: COUNTRY =

Please reserte for me a single/double room at a hatel/hostel*
*Delete as required.
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Flamenco Guitar For Sale

1973 JOSE RAMIREZ
*SEGUNDA *MACHINE HEADS

$875.00
CALL: ALEX 213/980-3566

MENTAL ARTISTRY IN FLAMENCO

a revolutionary approach to mastery
for dancers and guitarists

* improve technical skill

* accelerate learning

* develop mental & mascular control
* enhance performance

Contact V. Phoenix (713) 995-86927

Announcements wlth the exception of c¢lassified ads are free
of charge to subscribers. They will be placed for two
months if appropriate and must be received by the lst of the
month prior to their appearance. Include phone number and
area code for use in the DIRECTCRY. Classified ads are $1.00
per line (each 9 worda) for each month they appear. Make
checks payable to JALEISTAS and mail to JAL3D, PD Box 4706,
San Dlegn, CA 92104. .
JALEDQ CORRESPONDENWTS

If you would like ta assist JALED by acting as a corres-
pondent for your city, please contact our PO Box and let us
xnow. We need to have an updata at lsast every two months.

updates

ZOROVEGO FLAMENCO returns to "Gearge Is in Fridley" with
guest artists/dancer Manclo Rivera and singer Dominic Cara
through mid-March. 3720 East River Rd in Frldley, MN.

LOS ARGELES MaY JUERGA will be held Sat. May I4 at 8pm at
the Sevilla Restaurant [formerly Central Espafol) 1517 W,
Carson in Torrance at 8pm. Fer infa call 213-g83-0932 ar
213-833-0587

ETHNIC DANCE CHODREOGRAPHERS' COMPETITION: Applications for
Futh St. Denis Chorecgraphers' Award now being accepted,
Deadline April 1%, PFor further info. conkact Ethnic Dance
Arts, Inc., PO Box 94, Sarnstable, MA 02630,

concerts

DORITA GALAW IH CONCERT, April 22 at the Teatra de Camara
in Chihuahua,_ﬁexico. Hiss Galan will give a flamenco
cante recital accompanying herself on the guitar. For
=are information write 10422 Mt, Boucherie, E1 Paszo, TX
794924 or call (315) 82I-927Z.

FLAMENCO AND JAZZ FBOGRAM to be pregented by Lydia Torea
with Charles Lewis, April 4, 8pm at the Symphony Hall in
Phoenix, AZ. Miass Torea will be joined by gquiltarist
santiago Ficuerca and dancer Roberto Lorca. Tickets are
available at the Sympbony Hall ar Diamond's Box Dffice.

ANITA SHEER AND DONA REYES will present a program of
flamenco guitar duos, solos and singing, April 23 at the
Sunnyvale Community Center, 550 E. Remington in Sunnyvaie,
Ch. Tickets $6. For info. call 4DB-723=03%4.

classitied

FOR SALE 3Y COLIECTCH: FLAMENCD GUITAR: Manuel Reyes '75,
Mint, Pegs, Fiamed maple back and sides. Only such Reyes in
existence, Dr, Hollenberg, 212-960-3253 days, 203-227-2449
evenings,

"FIRE AND ICE," a novel with a flamence background. Order
from M, E. Stiles, $2E9 lpnth Way M., St. Petersburg, FL
A370B; enclaose §3.%0 check or M,O.

MANTDNCILLAS (SMALL NECX SHAWLS) FoOR SALE: Spanish made,
triangular rayon shawls 46" x 13" with 24" fringe -- §2D

and 66" x 19" crepe with 22" fringe -- 522 (red, hot pink,
dark blue, green) Y. Williams -- THE SEA, 305 W. Harbor
Blvd., San Pedra, CA %731 (213) 831-16%4),

CASTANETS IMPORTED FROM SPAIN -- professional quality,

braown granadillo $2%-$30, black granadillo and ebony
$35-5345, fiber 555-%65, sizes 5-6-7-E, Student models

311. ¥. Williams, THE SEA, 305 M. Harbor Blvd,, San

pedro, CA 90731 {213} EB31-1694

CLASSICAL-FLAMENCO GULTARS —- student and professiconal
models -~ Ramirez, Konao, Contreras, Marin, Flores, etc.

-—- Kenneth Sanders (714) 499-49361

RD5A HDNTDYA'S BAILES FLAMENCOS has been chosen to be part
of the Calif. arts Council's dance touring program 19813-
1984. The company consists of 7-1D performers and presents
noth flamenca and classical Spanish dance. Contact: Connie
Freeman {(415) B24-8844 ar (415) 285-31154 -- 267 Teresita
3lvd., San Franzisco, CA 94127,

GUITAR MUSIC AVAILABLE: Music of many top artists, both
modern and 2ld style, transcribed by Peter Baime, 110D W,
River Park Lane, Milwaukee, WI 52209.

FOB SALE: Husic bY Mario Escuderc and Sabicas, plus complete
1ine of gquitar supolies (strings 1/2 price). The Blue
Guitar, see ad for locatien,

PANADEROS FLAMENCOS by Esteban Delgado recorded by Paco de
Lucia «~ accurately notated sheet masic; $2.75 in USA, $4.50
foreign, Southwest Waterloo Publishing Co., 6708 Beckett
Rd., Austin, TH 78749,

JALEISTAS BY-LAWS AVAILABLE to all members upan requeskt,
Flease send a large, self-addreagad envelope with your
request.

GUITARIETS AND GUITAR STUDENTS WELOOME to accompany dance

clagses, 3an Diego area. Call Juana 440-5279 before Ba.m.
BACK ISSUES OF JALEBD AVAILABLE: Vol. I na. 1 to & $1.00 each.

Vol. T no. 7 ta 12 $2.00 each, Vol. II, III & IV no. 1 ta 12
52.00 each, and Val. V ar® VI issues 52,50 each, (add s1.00
for awerseas mailing.)

DIRECTORY

)
australic

FLAMENCD ENTERTAILNMENT
Cosmas Inn {Adelaide)

canada

DANCE INSTRUCTICN
Haximiliana {Taoranta)
Faula Morenc (Toronta)

spain

FLAMENCD SHCDES

H. Menxes {(Madr:d)
FLAMENCE CDSTUMES
H. Menkes {Madrid)

J6-51-2267

463-5948
924-659] .

232-1336

232-:036
u.s5. 4.

new york

FLAMELCD ENTERTAINMENT

Chateau Magrid ([Lexinston Hotel)
L& ancha [Braaklyhn)

L Rincon de Espana

1 Castellana [Queens}

212/344-5228
no phane

[y









